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HAKKINDA|ABOUT

Mugla Sitki Kogman Universitesi Bodrum Giizel Sanatlar Fakiiltesi Dergisi olan
Bodrum Journal of Art and Design uluslararasi hakemli bir dergidir. Dergi, sanat
ve tasarim alanlari ve bu alanlar baglaminda yapilmis olan disiplinleraras:
ozgun calismalarin akademik ve bilimsel etik kurallara uygun bir bigimde
degerlendirilmesini ve okuyucuya ulastirilmasini hedeflemektedir. Dergi yilda iki
say1 (Subat-Agustos) yayimlar, yayin dili Tirkge ve Ingilizcedir.

Bodrum Journal of Art and Design bilimsel yayin etigini en yluksek standartlarda
uygulamaktadir ve Committee on Publication Ethics (COPE) tarafindan dergi
editorleri igin gelistirilen Oneri ve kilavuzlar: dikkate almaktadir. Dergiye
gonderilen yazilar, bir editdor ve en az iki hakem tarafindan incelenmek
suretiyle ¢ift kor es dederlendirme stirecinden gegmektedir. Génderilmis olan
makalelerin bagka bir yerde yayinlanmis (bilimsel toplantilarda sunulmug ve
tam metin yayimlanmig bildiriler dahil) ya da yayin igin sirada bekliyor olmamas:
gerekmektedir. Yazarlar yayinlanmak Gizere génderdikleri makalelerin yayin ve telif
hakkini dergimize devretmeyi ve ticret talep etmemeyi kabul etmis sayilir. Yazilarin
igeriginden ve kaynaklarin dogrulugundan yazarlar sorumludur. Yayinlanmis tim
makaleler dergi ve yazarlara atif yapilmak suretiyle herkese agiktir.

Bodrum Journal of Art and Design, which is the Journal of Mugla Sitki Kogman
University Bodrum Faculty of Fine Arts, is an international refereed journal. The
journal aims to evaluate the fields of art and design and original interdisciplinary
studies made in these fields in accordance with academic and scientific ethical
rules and to deliver them to the reader. The journal published two issues a year
(February-August), and the publication languages are Turkish and English.

Bodrum Journal of Art and Design applies scientific publication ethics to the
highest standards and considers the recommendations and guidelines developed
by Committee on Publication Ethics (COPE). Manuscripts submitted to the journal
go through a double-blind peer-review process by being reviewed by an editor and
at least two reviewers. Article submitted for publication should not be published
elsewhere (including papers presented at scientific meetings and published in full
text) or waiting in line for publication. The author/authors are deemed to have
accepted to transfer the publication and copyright of their articles to our journal
and not to request any fees. Authors are responsible for the content of the articles
and the accuracy of the references. All published articles are open to everyone on
the condition that the journal and authors are referenced.
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DUYGULARIN KULTUREL POLITIKASI BAGLAMINDA
IN-YER-FACE TIYATRODA KATHARSISIN DONUSUMU*

arastirma makalesi|research article
basvuru tarihijreceived: 03.01.2024 kabul tarihilaccepted: 16.04.2024

OZET

Bu ¢aligsma; gunlik hayatta goz ardi edilen ve mantik ile gatisma halinde oldugu
varsayilan duygularin, kiiltiirel bir politika tGrettidi ve tiyatronun da duygularin
urettigi bu kilturel politikaya igkin oldugu savini temel alir. Bu galigmanin amac
Antik Yunan tragedyalarinin bir sonucu olan katharsis olgusunun, modern sonrast
tiyatro iginde In-Yer-Face tiyatro egilimindeki izini sirmektir. Konu, Spinozanin
"bedenin diisiinceleri oldugu ve duygularin siyasi otoritenin politik araci oldugu”
yaklagimlariyla sosyolojik, siyasi ve felsefi agidan tartisiir. Calismanin gikis
noktasi ve asal odagi Sara Ahmed'in duygularin yalnizca bireysel degil toplumsal-
kaltirel bir zeminde ele alindigi Duygularin Kiilttirel Politikast adli galigmasidir.
Bu goriis ekseninde ilk bélumde, Antik Yunan'da konsenstisii koruyucu politik bir
amaca hizmet eden katharsis olgusu, duygularin kiilttrel politikas: baglaminda
incelenir. Ikinci béliimde ise modern sonras1 diilnyanin bireyci yapisini étekilerin
diliyle ortaya koyan In-Yer-Face tiyatroda toplumsal olanin bireysel olanla iligkisi
incelenerek katharsis olgusunun olup olmadiginin izleri stirtiliir. Bu arasgtirma
betimsel modele dayali nitel bir aragtirmadir. In-Yer-Face tiyatro yarattid
tiksintiyle ofke bosaltilir ve sagaltilir. Boylece duygularin kiilttrel politikas:
bakimindan dogrudan amagli olmasa bile duygusal etki uyandirma arzusu ile
kosgut geligsen kathartik bir etki stz konusudur. Ancak modern sonrasi toplumun
bireyci yaklasimi nedeniyle butinctl bir politik unsuru ortaya koyamasa da
bireysel anlamda bir kathartik etkinin var oldugu sonucuna varilmaktadir.

Anahtar Kelime: Duygu, Katharsis, Politika, Tragedya, In-Yer-Face Tiyatro

Erdogan, B., Akin, B. A. (2024). Duygularin kulttrel politikasi baglaminda In-Yer-Face tiyatroda
katharsisin donusumdu. Bodrum Journal of Art and Design, 3(2), 98-109.
https://doi.org/10.58850/bodrum. 1414298

*Bu calisma 06/07/2023 tarihinde Dokuz Eylil Universitesi Guzel Sanatlar Enstitisti Sahne Sanatlari
Anasanat Dall YUksek Lisans Tezi olarak kabul edilmis olan "Duygularin Kdlturel Politikasi Baglaminda
Modern Sonrasi Tiyatroda Katharsisin Donusumu” bashkli tez calismasindan hazirlanmistir.
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THE TRANSFORMATION OF CATHARSIS IN IN-YER-FACE THEATRE
IN THE CONTEXT OF THE CULTURAL POLITICS OF EMOTIONS

ABSTRACT

This study is based on the thesis that emotions, which are ignored in daily life
and assumed to be in conflict with logic, produce a cultural policy and that
theater is immanent to this cultural policy produced by emotions. The aim of
this study is to trace the phenomenon of catharsis, which is a result of Ancient
Greek tragedies, in the In-Yer-Face theater trend within post-modern theatre. The
subject is discussed from a sociological, political and philosophical perspective,
with Spinoza's approach that "the body has thoughts, and emotions are the
political tool of political authority”. The starting point and main focus of the study
is Sara Ahmed's work titled The Cultural Politics of Emotion, in which emotions
are discussed not only on an individual basis but also on a socio-cultural basis. In
line with this view, in the first part, the phenomenon of catharsis, which served
a political purpose to protect consensus in Ancient Greece, is examined in the
context of the cultural politics of emotions. In the second part, the relationship
between the social and the individual is examined in In-Yer-Face Theatre, which
reveals the individualistic structure of the post-modern world through the
language of others, and traces whether there is a phenomenon of catharsis.
This research is qualitative based on a descriptive model. In-Yer-Face Theatre
facilitates the discharge and healing of anger through the disgust it evokes. Thus,
while not directly aimed at the cultural politics of emotions, there is a parallel
development of a cathartic effect driven by the desire to evoke emotional impact.
However, due to the individualistic approach of the postmodern society, it fails
to present a comprehensive political element, yet it leads to the conclusion that
there exists a cathartic effect on an individual level.

Keywords: Emotion, Catharsis, Politics, Tragedy, In-Yer-Face Theatre
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GIRIS

Duygular, alisilagelen bir bakis agisiyla psikolojik ve fizyolojik bir fenomen olarak
ele alinmakla birlikte karmasik yapisiyla da incelenmesi zor bir kavram olarak
bilimsel agidan gogunlukla goz ardi edilen bir alandir. Mantik ile gatigma halinde
oldugu var sayilan duygularin temelde fizyolojik veya psikolojik bir etki meydana
getirmesi, sosyolojinin alaninda ise toplumsal bir olgu olarak ele alinmasi
politik olanla iligkisine dair bir agiim sunma imkéan: yaratir. Duygu (emotion),
Cambridge Dictionary'de (ty.) "zihnin veya duygularin hareketlendirilmesi
veya rahatsiz edilmesi” olarak tanimlanmaktadir. "Emotion", Latince “emovere”
kelimesinden gelmektedir ve "bizi harekete gegiren gsey” anlamina gelir (Hornby,
2010'dan aktaran Bennik, 2015). Tarkge Sézluk'te (2011: 729) duygu, “1. Duyularla
algilama, his, 2. Belirli nesne, olay veya bireylerin insanin i¢ dinyasinda
uyandirdidn izlenim, 3. Onsezi, 4. Nesneleri veya olaylar1 ahlaki ve estetik yénden
degerlendirme yetenedi, 5. Kendine 6zgt bir ruhsal hareket ve hareketlilik” olarak
tanimlanmaktadir. Hofmann'a gore (2016) olumlu ve olumsuz spektrumda ve farkl
yogunluklarda yer alabilen, fizyolojik ve bedensel tepkileri igeren, iginde bulunan
baglam ve kiltur tarafindan etkilenen gok yonlt bir deneyimdir. Psikolojide duygu
The Columbia Electronic Encyclopedia'da (ty.), "nabiz atigindaki artig, viicut
1sisindaki artig, belirli bezlerin daha fazla veya daha az aktivitesi, nefes alma
hizindaki degisiklik gibi karakteristik fizyolojik degisiklikleri igeren uyaranlara
verilen bir yanit olarak kabul edilir”. Spinoza ise duygu ve duygulanim kavramlarini
bir arada verir. Affectus ile duyguyu, affectiones duygulanimi kastetmektedir.
Spinoza'ya gore (2021: 8) duygu (affectus) ile "bedenin etken gictinin arttirildidn
veya azaldigy, takviye edildigi veya kisitlandig: bedenin degisimlerini (affectiones)
veya kisitlandigi bedenin degisimlerini ve ayrica bu tur degisimlerin fikirlerini”
kastettigini soyler. Bu, duygulanimin duygularla olan iligkisi, bireylerin olaylara
verdigi tepkilerin olglitini ve bu tepkilerin nasil ortaya giktigini agiklamas:
bakimindan 6nemlidir. Duygulamim ise, “bireyin olaylara, anilara, distncelere
nese, Ofke, tzuntQ, keder gibi duygusal tepkimelerle katilabilme vyetisidir.
Duygularin gozlenebilen, olay sirasindaki, kisa stireli duygusal digavurumudur”
(Ozpoyraz & Taman, 1998: 37). Duygulanim tanimu ile Spinozamin bedenin de
dustnceleri olduguna dair duygu tanimi birlikte digintldaginde, aralarindaki
iliskiden 6tard seyir yeri ile oyun yerinin duygulanimin ortaya gikmasi igin en
uygun zemin oldugu gérulur.

Oyun yerinin yanilsama ve 6zdeglesme ile olusturdugu duygulanim, seyir yerinde
kendini gosterir. Boylece alimlayici yalnizca performansin iletisini dedil, yanilsama
ve Ozdeslesme ile seyir yeri iginde dolasimsal olarak duygulanimi da dagitir.
Duygularin salt igten disa ya da distan ige ¢ikmadigini séyleyen Sara Ahmed,
Silvan S. Tomkins'in duygusal bulagsma modelini faydali bulur. Duygu hareket
halindedir ve "izglinim, ¢linki sen Gzglinsin’, "mutluyum ¢lnki sen mutlusun”
gibi bir ortaklikla bulagicidir (Ahmed, 2015: 20-21). "Duygulamim ise kendini
isaretler, imgeler, séylemler, diinyasinda bulan bedenin, kendine bu disaridan
yapilan saldirilarin sonucunda Uretip disari saldigi bir enerji yogunlugudur”
(Akalin, 2007). Duygulanimin giindelik hayat iginde kigiye hissettirdigi duygularin
degiskenligini saptamak zor olsa da ortaya koydudu belirli duygularin varliyindan
soz edilebilir. Duygulanimin ortaya gikardigi duygularin yonlendirilebilir oldugu
varsayilir. Ozdesglesme ve yanilsamanin konvansiyonel tiyatronun basat unsuru
oldugu kabul edildigine gore gesitli duygular: da olusturdugu 6n kabul olarak kabul
edilmelidir. Genel olarak sanat ortaya gikardid: duygulardan ve duygulanimlardan
yararlanir. Bu galigmanin kapsaminda olan Antik Yunan tiyatrosundaki katharsis
kavrami tiyatronun duygular: ereksellestirdigini gosterir.

Katharsis, bugln trajik olanin yarattigi ilk haliyle varlik gostermez. Yine de
modern tiyatroda hala kathartik bir etkiden soz edilebilir. Paganist rittiellerden
devsirilerek ortaya g¢ikan tiyatronun ¢zdeslesme ve yanilsama yoluyla duygulari
agiga gikarmasi kathartik bir etki olarak tezahiir etmistir. Dionysos adina yapilan
ayinlerde onun yerine gegen ikame kurban (kegi, boga, oglak) riti, katilimcilarin
esriklikle arinmalariyla sonuglanir. Bu teatral etkinlik iginde; acisiyla 6zdeslesen
ikame gtnah kegisi (kurban) aracihigiyla ortaya ¢ikan acima ve korku duygular:
hem bireysel katmanda hem de toplumsal katmanda devletin ve konsensisiin
korunmasini saglamistir. Sonug¢ olarak arinma, sifalanma deneyimi tiyatral
alanda toplumsal konsensuisiin korunmasi noktasinda bir islevsellik kazanmistir.
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Tragedya, Poetika'da “ahlaksal bakimdan adir bagli, bas: ve sonu olan, belli bir
uzunlugu bulunan bir eylemin taklidi” olarak tanimlanir ve tragedyanin 6devinin
"uyandirdigi acima ve korku duygulariyla ruhu tutkulardan temizlemek” oldugu
belirtilir (Aristoteles, 2011: 22). Bu tanim, kent devletin bekasi igin yazarca niyet
edilen ve seyirci adina arzu edilenin katharsis oldugunu agik¢a ortaya koyar.
Ote yandan bu kavrami agiklayacagini 6ne siiren Aristoteles, Poetika'da kavrami
yalnizca bir defa gegirmis olsa da bunu ereksel kilmigtir.

Friedrich Nietzsche (2011: 143), Aristoteles'in katharsis vurgusunu estetik
boyutlarin yerine gegmesi dolayisiyla elestirir. George Steiner (2011) Tragedyanin
Oliimti tezinde klasik tragedyanin sonuyla birlikte modern ve sonrasi tiyatroda
katharsis kavramindan séz edilemeyeceginden bahseder. Raymond Williams
(2018) Modern Trajedi eserinde, Aristoteles'in trajedide korku ve acima duygusunun
uyandirilmas ve katharsis ile duygular: sakinlesgtirme islevine karsilik trajediyle
devrim arasindaki iligkide duygularin ablukaya alinip diizlestirilmesine odaklanir.
Ona gore katharsis devrime giden yolda bir engel olusturur.

Ibsen ve Gehov bu engelin oldugu yerde yanilsama aracilifiyla yikima ve
yenilenmeye iliskin modern bir deneyime izin verir. Buna ilk kuramsal yaniti
ise Bertolt Brecht verecektir. Biiyuisel islevini karanlik bir salonda aydinlatilmis
modern sahnenin duygulari toplumsal agidan sagaltmasi noktasinda bir
damarin hala stirdugt gorular. Betimleyici modele dayali nitel bir arastirma
olan bu galismanin amaci Antik Yunan tragedyalarinin bir sonucu olan katharsis
olgusunun, modern sonrasi tiyatro icinde In-Yer-Face® tiyatro egilimindeki izini
stirmektir. Antik Yunan'da bir duygu politikasi olarak isleyen katharsisin, modern
sonrasl bir 6rnek olan In-Yer-Face tiyatroda ne olglide gegerli olabilecegini
arastirmaktir. Bu baglamda Antik Yunan Tiyatrosu ile In-Yer-Face tiyatroda
katharsis olgusu karsilastirilmis, galismanin sinirlih§i dolayisiyla iki tiyatral alan
incelenmistir. Calismanin ilk asamasi duygularin kiltirel politika yaratmasi ve
katharsis kavramini ele alir. Ikinci asamada modern sonras: tiyatro egilimi olarak
In-Yer-Face tiyatronun bir duygu politikasi sonucu olan katharsis kavramiyla
iligkilenip iligkilenmeyecedi arastiriir. Antik Yunan Tiyatrosunun teorik
gergevesi, politik ve kiltirel zemini ile In-Yer-Face tiyatronun teorik gergevesi,
politik ve kultiirel zemini arasinda iligki kurularak her iki teatral formda katharsis
olgusunun iglevi incelenerek karsilastirilmis ve sonuglar bu iki formun 6zelinde
saptanmistir.

DUYGULARIN KULTUREL POLITIKASI BAGLAMINDA KATHARSIS VE IN-YER-
FACE TIYATRODAKI YER]

Duygularin Kiiltiirel Politikasi

Duygular, gundelik hayatin iginde ¢zellikle psikolojik ve fizyolojik bir fenomen
olarak ele alinir ve bireysel bir streci ifade eder. Sara Ahmed Duygularn Kiilttirel
Politikast eserinde duygular: yalnizca psikolojik ve fizyolojik bir fenomen olarak
degil, performatif ve iligkisel bir boyutta ele alir. Bireysel ve kolektif bedenlerin
dis yuzeylerinin sekillendirilmesinde duygularin nasil isledigini sorgularken
bunu oturttugu zemin politiktir (Ahmed, 2015: 9). Bu politik zeminde insanlar
arast hiyerarsi gibi duygular arasinda da hiyerarsi vardir. Kimi duygularin
olumlu (mutluluk, agk gibi) kimi duygularin olumsuz (nefret, kiskanghk gibi)
karsilanmasi da bunu gosterir. Ahmed'in duygularin bedenler aras: bir akista
oldugu soylemi ile benlik sunumunun bir gesit politik nesne baglaminda ortaya
ciktign distnilir. Durumlarin kiside yansittii duygular politik baglamdan
tamamen siyrilamaz. Ahmed; duygu nesnelerinin hem dolasimda oldugunu hem
de bir etki halinde gergeklestigini gostermek ister. Sigrid Schmitz ile séylesisinde,
seylere verilen degerler nasil duygusal seyler haline geliyor sorusunun basat ve
Oonemli sorularindan birisi oldugunu soyler. Duygusal degerler, yargilar, 6zneyi
yonlendiren siiregler nasil bir iliski igindedir? Ona gére dolasimdaki duygular,
6znel olmanin Gtesine gegerek kolektif bedenleri ortaya ¢ikarir ve ayni zamanda
birer yargidir. Insan bir seyden nefret ettiginde, korktugunda, korkusu o seye

1 In-Yer-Face Tiyatro igin Tirkgede "Suratina Tiyatro’, "Yiziine Vurulan Tiyatro”, "Sok Tiyatrosu” gibi
terimler kullanilmaktadir. Ancak galisma kapsaminda terimin orijinal hali tercih edilerek terminolojik bir
hatanin énine gegilmek ve terminolojik olarak buitinlitk saglamak hedeflenmistir. Calismada In-Yer-Face
tiyatro bir akim olarak ele alinmamus, yer yer egilim oldugu vurgulanarak hatirlatilmistir.
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dair bir yarg: da barindirir; hatta yarginin bir uzantisi olarak ortaya gikar. Bu
ylizden duygu fizyolojik bir siire¢ oldugu kadar sosyal bir siiregtir. Oznel olarak
bedende olugan stireg, kolektif olarak da bir toplulugun pargas: olmak seklinde
ortaya gikar. Ahmed, kolektif bir siire¢ olarak "yilizey kaplama"” terimini kullanir.
Kolektif diizeyde; ulusal yas anlari, ulusal bir toplulugun pargas: olmanin ne
anlama geldigine dair bir duyguyu yogunlastirir. Bu duygu yuzeyi kaplar, kolektif
bir bedende ortaklasir ve yonlendirir/yoneltir. Bireysel veya kolektif bir bedende
olma deneyimi genellikle yogunlastirma yoluyla gergeklesir. Boylece bireyde bir
seyin pargast olarak kolektif bir seviyeye taginan duygular, politik ve kilturel islev
gorur (Ahmed, 2014: 97-99).

Katharsisin Duygularin Kiiltiirel Politikas: igindeki Yeri

Poetika'da “tragedyanin 6devi, uyandirdigi acima ve korku duygulariyla ruhu
tutkulardan temizlemektir” (Aristoteles, 2011: 22) olarak igaret edilen katharsis
tip ve din gibi farkli terminolojik alanlarda da ifade bulur. Lessing, Hamburg
Dramaturjisinde katharsisin ahlaki bir olgunlagma yaratacagini diiginir. Ona
gore; alimlayicy, oyuncu ile kurdugu 6zdeslikle onun yasadigini kendisi de yasar.
Ahlakl bir insan olarak acima/merhamet duygusuna haizdir ve kurdugu ¢zdeslik
ile rolin yasayacad: sonu kendi sonu gibi diisiinerek korku yasar ve arinma
gergeklesir. Bu arinma, ahlaki olarak olmasi gereken kisi olmasina yatkinlik
sa@layacaktir (Fischer & Fox, 2011: 63). Jacob Bernays ise katharsisi tibbi bir arinma
olarak ele alir ve teatral etkinligi iyilestirici bir toplanti olarak gortur. Martin
Opitz, katharsisi kadere kars: gikan ve isyan eden bireyin egitimi igin gereklilik
olarak ele alir. Johann Wolfgang von Goethe ise seyirciyle iligkilendirmez. Ona
gore duygularin dengelenmesidir ancak ahlaki bir iyilesmeye yol agacagini
dustinmemektedir (Duman, 2019: 134-135). Klasik ve Romantik dénem arasinda
yer alan Goethe, Alman edebiyatinin en énemli figrlerinden biridir ve eserleri,
klasik idealizm ve duygusallik arasinda bir denge kurar. Onun eserleri, klasik
estetigi ve yapiyr takip ederken ayni zamanda duygusal derinlik ve insan
psikolojisine odaklanir. Gotthold Ephraim Lessing ise Alman Aydinlanmasinin
onemli figiirlerinden biridir ve eserlerinde Aydinlanma déneminin rasyonalizmi
ve elegtirel diisincesi belirgin bir sekilde gorilar. Lessing ve Goethenin
yaklagimlar: hem Klasik hem de Romantik dénem 6zelliklerini tagisa da katharsis
tanimlar: arasindaki bu farkin sebebi Goethe'nin Klasik donemle, Lessing'in ise
Aydinlanma dénemiyle iligkilendirilmesi olabilir. Bu durum ayni zamanda Klasizm
ve Romantizmin katharsis olgusunun politik, kiiltirel ve sanatsal anlayisin
degisimiyle farklilagtigini da gostermektedir.

Georg Lukacs'a gore (1988: 25) ise "alimlayicinin 6znelliginin, onun yasaminda
etkin olan tutkularin yeni igerikler, yeni yonler kazanmasini, bu yolla da arinarak
erdemli becerilerin ruhsal bir temeline donitismelerini saglayabilecek olgtide
sarsilmasi s6z konusudur”. Lukacs katharsisi bilingteki bir degisim olarak ele
alirken gergek diinyaya ¢ikan insanin moral yonden degisimini zorunlu bulmaz.
Zira gergek dunya degisime karsi bir tavir alarak bunu engelleyebilir. Bir hedef
olan katharsisi yorumlamak igin korku ve acima duygularinin yarattig: kiiltiirel
politikanin anlasilmas: gerekir.

Acimanin 6n kosulu Aristoteles'in de belirttigi gibi aci geken birini gértyor
olmaktir ve kisinin kendisinden daha kéti durumda oldugunu gordigu ve/veya
distindigu bir sey hakkinda hissetmeye yatkin oldugu bir duyguyu ¢agirmaktadir.
Friedrich Wilhelm Nietzsche'ye gore acima, bencilce bir duygu olarak samimi bir
kaygidan ziyade insanin benligini yucelttigi bir duygudur (Soloman, 2016: 110).
Eagleton'a gore (2021: 229) "basimuza gelebileceginden korktugumuz seylere
gore bagkalarina merhamet ederiz, dolayisiyla bu korkuyu hissedemeyenler,
bagkalarina da duyarsiz ve kapali kalir”. Bu baglamda acimak, mesafe yarattid:
gibi temas da olusturur, bireyin kendi konumu ile 6tekinin konumu arasindaki
iligkiye dair bir agilim sunar ve toplumsal statiyl belirleyen arag islevi gorir. Tim
bunlarin yaninda acimak bir empati kurma olarak da ele alinmaktadir. Arinmaysa
tuhaf bir psisik olgunun, yani seyircinin, oyuncularin tstlendigi karakterlerle
empati-6zdeslik kurmasinin sonucu olarak ortaya gikar. Oyun bu 6zdeslesmeyi
uyandiriyorsa Aristotelesgi kabul edilir. Insan eyleminin oyuncular tarafindan
taklit edilmesinin, oyuncularin izleyiciler tarafindan da taklit edilmesine yol
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agmasi beklenir (Brecht 1990: 51). Kisi empati kurarak ayni durumun kendi bagina
gelmesinden korkar. Peki kolektif bir korkuya nasil ulagilir?

"Korkunun ortaya gikmasinda insanin iginde dogdugu, gelistigi yasadigi dogal
ve toplumsal ortamin, kilttirtn kisaca 6grenmenin etkisi ve énemi vardir. Batiin
korkular anlatilan, aktarilan yaganilan bir tehlikenin ya da tehdit dolu bir ortamin
ogrenilmesinden dogar” (Koknel, 1998: 20). Bu 6grenme kilturle iligkiseldir:
"Korku, bireyi igine almakla tehdit ettikleri miiddetge 6tekileri korkutucu olarak
gosterir” (Ahmed, 2015: 85). Benligin kendini var ettigi teki ile iligkisi, ona karg:
olusturdugu duyguya dair bir tavirdir. Ahmed bu noktada korkuyu duygusal tesir
politikasi olarak ele alir. Ardindan endise ve korku arasinda iliski kurar. fktidar
araci olarak korku hikimdarin kullarini onun iktidarindan memnun olmaya
zorlar, ¢inkl hosnutsuzluk olasiliinin ucunda aci ve igkence vardir. Korkusuz
yasamak icin 6zglrlikten bile vazgeger insanlar. Zira normlara uyum saglamak
tim bu korku politikasinin tstesinden gelebilir bir hal alir (Ahmed, 2015: 93-95).
Teror saldirisy, toplumsal bir travma yarattidi igin konuya dair endigenin bir bagka
ulkede, bagka bir nesneye dontigsmesi olasidir. Bunun yaninda iktidarin kullandid:
aracin yalnizca devletin mesru gicl oldugu dustntlmemeli, ayni zamanda
bunun toplumsal alandaki iligkilerle iligkilendirilebilecedi distntilmelidir. Yani
toplumdan diglanma da kaltiirel bir tepkiyle korkuya dontsebilir bir hal alabilir.
Bu noktada utang devreye girer.

Utang, toplumsal gozln bireysel olarak hissedilmesi olarak tanimlanabilir. Utang
hissi ¢rtinme, gizlenme, kaybolma gibi dirtileri barindirmasi ile kisinin utang
duymast haliyle teghir edilerek gérunir kilinir (Ahmed, 2015: 132). Aristoteles'e
gbre utang; gegmiste, gelecekte veya su anda sayginhi§imizi yitirecek bir duruma
dustrecek gibi gorinen kéti seyler konusunda duygulan aci ve rahatsizliktir
(Aristoteles, 2020: 111). Aristoteles, bireyin utan¢ duymasina neden olacak bir
olay1 veya durumu yasayip yasamadigina bakmaksizin utang kaynakl bir korku
yasayabileceginden soz eder. Aristoteles utang duyulacak kosul ve kisileri su
sekilde ifade eder:

Once, karsisinda utang duyacagimizi soyledigimiz kisilere benzer kisiler
6nunde. (..) Hayranlik duydugumuz, ya da bize hayranhk duyan, ya da hayranhk
duymasini istedigimiz ya da iyi niyetlerini yitirirsek elde edemeyecegimiz bir
hizmet bekledigimiz kimselerdir. Bu kimseler gergekten de seyirciler olabilirler.
(Aristoteles, 2020: 114)

Yani insan baskasini yargiladigi ya da utang duymasini bekledigi seylerde aymi
duyguyu hisseder. Utang halinde "ben'in, “oteki” ontndeki basarisizhigi soz
konusudur. "Eger utang duyuyorsak, sevgi pratikleriyle bize verilmis olan 'bir ideal'e
yaklagik olarak benzemeyi bagaramadigimiz igin utamiriz” (Ahmed, 2015: 135). Bu
anlamda, Solomon (2016: 155), Antik Yunan'in tipki giinimiizdeki Japonya gibi bir
utang toplumu oldugundan soz eder. Utang ifadesi olarak hakiki bir eylem beklenir.?

Korku, acima ve utang duygulari uzerinden vyorumlanabilinen tragedya,
mitostan logosa dinsel bir strecin Grund olarak bir ¢esit norm koruyucu isleve
sahiptir. Zira rittellerin tragedyaya déntsmesi de bu iliski i¢inde gergeklesir.
Tragedyanin kokeni ritiiel koken tezine dayandirilarak Antik Yunan'da Dionysos
adina diizenlenen dini gosteriler olarak isaret edilir. Dionysosun mitolojik olarak
olup dirilmesi, mevsim gegisleriyle doganin da 6lup tekrar dirilmesi dongtsuni
meydana getirir ki bu durum topragin bereketi igin de elzemdir. Dionysos yalnizca
bereket ve olup dirilmeyle sinirli degildir. Dionysos'un muridi olan Bakkhalarin
Dionysos adina esrime yasayarak kurban vermesi sonucu olarak bir gesit déngtisel
bir strecin rittelistik 6Jesini olugturur. Ehrenreich (2009: 46), Antik Yunan
toplumunun ataerkil anlayigi tarafindan diglanan ve arkaik bir inanmigla aklin
karsisinda kalan kadinlarin feminist bir isyan ile ritiieli gergeklestirdigini belirtir.
Eagleton da bu fikri destekler nitelikte tragedyanin ataerkil forma uyumlanmasini
devletin "erkeksi" sertligi ve ¢z disiplinini korumasi i¢in gergeklestigini soyler.
Son tahlilde Latacz, "kadinlarin ritGeller araciiiyla sagladigi esriklik, devlet

2 Antik Yunan'da tragedyalarin salt sanatsal etkinlikler olmadigi, aym zamanda konsenstst koruyucu
iglevi olan bir toplumsal yapinin pargas: oldugu yapilan ¢alismalarda da siklikla aktarilmaktadir. Utang
duygusunun toplumsal bir bakis: bireyin kendi iginde ortaya koydugu Ahmed'in tanimladigi bigimiyle
de gortulmektedir. Dolayisiyla utang toplumlarinda bireyler kendilerini degerlendirirken toplumsal bakis:
her zaman {istlerinde tagirlar. Ornegin, Kral Oidipus'un kibirle gergedi gérememesi, yani metaforik
olarak kor olmasi sonucu yaptig: hatalarin sonucunda yasadig: utang ile toplumsal normlarin uzantisi
olarak ondan beklenen eylemin kendini kér etmesi oldugu sonucuna varilabilir.
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tarafindan kontrol altina alinmak istendi” (2016: 27-28) diyerek tiyatronun
tragedyalar araciligiyla norm koruyucu bir sisteme donustigint vurgular.
Williams da (2018) tragedyalarin devrim denetleyici iglevinden s6z etmigtir.
Ginzburg'a gore (2009: 56) "Aristoteles, mitin halk: kontrol altinda tutmak igin
kullanilmasini, dogrunun olumsuzlanmasindan g¢ok onun insan bigimei bir dile
tercime edilmesi olarak gorur”.

Tragedya salt bir sanat bicimi degildir; kent devletin, tragedya yarismalariyla,
siyasal ve hukuksal organlarinin yaninda yer verdigi toplumsal bir kurumdur.
Yargic-kralin yetkesi altinda, halk mahkemeleriyle ya da meclisleriyle ayni kentsel
mekanda gergeklestirilen ve ayni kurumsal normlara uyan, tim yurttaglara agik
olan, cesitli kabilelerin vasifli temsilcilerinin yonettigi, oynadidi, yargiladigi bir
gosteri olan kent devlet kendini tiyatro haline getirir; kendini bir tir oyun konusu
gibi gorur ve halk 6niinde kendini oynar. (Vernant & Vidal-Naquet, 2012: 27)

Tragedyanin alimlayict igin yaratmaya calistigi etki, Aristoteles'in belirttigi ve
Ginzburg'un ifade ettigi bigimiyle kurucu bir mitsel hikaye dogal bir mesruiyet
saglarken iktidarin da bu normlar: yeniden Uretmesini saglar. "Eger iktidarin
temelleri aklin stizgecinden gegirilmezse, bunlarin dile getirilisi ytzeysel bir
gosteriye, kaliplagmigs sozlere dontsur” (Ginzburg, 2009: 74). Tragedyanin
yarattigi bakis agisi ve seyirci ile oyuncunun konumlanisy, katharsis ile duygunun
kaltirel bir politika olarak islenmesini saglar. Tragedyanin yasa koruyucu islevi
ile toplumsal konsenstisi koruma isglevi birlikte dustnuldiginde normatif
yap1 yeniden Uretilir. Seyirci, korku ve acimanin etkisiyle arinma yasarken bu
duygularin yaratmis oldugu nedensellik bir utang toplumu olan Antik Yunan'da
kualtirel olarak agiga cikar.

Goethe, Lessing, Lukacs gibi teorisyenlerin kendi dénemleri iginde Antik
Yunan'dan ¢ok farkl olmasa dahi benzer bir isleve sahip oldugu gérilen katharsis
olgusu, toplumsal konsensiis igin ¢nemlidir. Ister bireysel bir ahlaki sagaltim
olsun ister toplumsal alanda mesruiyetin kazanimi olsun her sekilde duygularla
politik bir zemin yaratilir. Modernlesme ile ortaya gikan retim iligkilerinin ve/
veya Uretim araglarinin sahipligi iizerinden degisen toplumsal yap, teatral alanin
da degismesine neden olur. Tiyatro tarihinde ¢nemli bir degisim gergeklestiren
Brecht, Marksist diyalektik diisince ile ortaya koydugu Epik-Diyalektik
tiyatrosunda 6zdeglesme ve yanilsamay1 reddederek Aristotelesci tiyatroya karsi
bir yap1 kurar. Boylece toplumsal olarak belirlenmis sinifsal esitsizliklerin ve politik
mesruiyetin karsisinda durdugu kadar konservatif olanin karsisinda da durur.
Modern sonrasinda degisen toplumsal yap: ile birey merkezli anlayisin ortaya
¢ikmasi politik olanin toplumsal olanla degil, bireysel olanla kesisimi anlamina
gelir. Bu durum teatral olan agisindan azade degildir. Birey merkezli bir toplumsal
yapinin Urini olarak ortaya gikan birey merkezli teatral anlayis duygularin Antik
Yunan'dakine benzer sekilde ortaklasabilecedi bir alana imkan tanimaz. Bu sebeple
duygularin kiltiirel politikasi, topluma igkin halden toplumu agkin bir hale gelerek
bireyci bir pozisyon alir. Dolayisiyla katharsis de toplumsal alandan bireysel bir
alana kaymak durumunda kalacaktir. Bu noktada galigmanin tarihsel izlegin
devamlii§i agisindan modern sonrasi teatral anlayiglarindan olan In-Yer-Face
tiyatroda bu degisimin nasil gergeklesmis olabilecedi anlagilmaya galigilmaktadir.

In-Yer-Face Tiyatroda Katharsisin Yeri

1990'ar itibariyle toplumsal olanin karsisinda bir direnme pratigi olarak ortaya
cikan In-Yer-Face tiyatro, tiyatronun arkaik bigimine goéndermede bulunarak,
burjuva toplumunun deger yargilarina saldirir. Otekilik, rkeilik, cinsiyetgilik
gibi kavramlari ele alir. Tki diinya savasi, ardindan Vietnam Savasi, kapitalizmin
krizi, Marksizm'in gi¢ kazanmas ve ozellikle Thatcher'in neoliberal politikalari,
toplumsal alanda siddetin yeniden uretilmesine neden olur. In-Yer-Face tiyatro
egiliminin ortaya giktigi zeminde Foucaultcu bir analize ihtiyag vardir. Zira In-
Yer-Face tiyatronun temelini olusturan siddet olgusu Michel Foucaultnun iktidar
teorisi agisindan da 6nemlidir. Foucault'ya gore siddet, disipline edici bir iktidar
mekanizmasi olarak kullanilmaktadir ve temelde tg¢ tir iktidar vardir; mutlak
iktidar, disipline edici iktidar ve biyo-iktidar. Her ¢ iktidar bigimi de toplumun
normlarina kars: gelen bireyin disipline edici modelini sunar. Antik Yunan nasil ki;
bir kent-devlet olma noktasinda Tanrinin ve tiranin yasalarini hatirlatma igleviyle
sekil almissa, In-Yer-Face tiyatro igin de olustugu arka plani gérmek gerekir.
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Foucault, modern iktidari, yénetme-yonetilme baglaminda bir iligkisellik olarak
ele alarak onun hakikat yaratma glicinden s6z eder. Devlet tistli-6tesi bir iktidar
olgusu hakikati yaratir ve séylemler yoluyla adlandirir. Oznenin neoliberal
politikalar iginde “6zgliir ama denetlenmis"” oldugu savi In-Yer-Face egilimin ortaya
cikisinda etkendir. Neo-liberalizm, Foucault igin siyasal rejimin degil, bireyin
yonetimini Ustlenir. Bu bakimdan piyasa, neo-liberal 6znenin kendi hakikatine
ulastign bir kent devletidir. Ozgtirlitk, bireyin éznelesmesinin en énemli araci,
kendisini gergeklestirmesi ve gelistirmesi igin ihtiyaci olan seydir (Bastiirk, 2012:
73). Siddet ve sug kavramlar: bu politikada ihtiyag ve denetlenebilir olarak var olur.

Neoliberal program disipline edici veya normallestirici bir toplum yaratma hedefini
gltmez; bunun yerine farkhliklarin yeserebilecedi ve optimize edilebilecedi bir
toplum ister... belli bir seviyede tutulan sug oraniyla gayet mutlu yasamasin: bilir,
zira sugun varligi toplumsal bir maraz degil, aksine toplumun sugun dagilimin
bile denetleyebilecek optimal bir igleyise sahip oldugunun igaretidir. (Lemke'den
aktaran Gambetti, 2001: 199)

Foucaultnun neoliberalizmde de igleyen gtvenlik konusunda fagizmle yan
yana getirdigi harcanabilirlik ilkesi, bu politikalarin siddeti besledigi yerlerdir.
Siddet timden ozele indirgenmekte, bu yapilirken de gtvenlik arzu edilir hale
getirilmektedir. Neoliberal politikalarin olumluluk toplumuna déntsturdagua
bireyler igin siddetin makrodan mikroya yonelisi In-Yer-Face tiyatro ile yeniden
kurgulanir. Bireyin performe edilen benligi, siddeti kendi diginda ancak kendine
igkin halde gérerek dagilir. Zira "olumluluk toplumu higbir olumsuz duyguya da izin
vermez. Boylece insanlar eziyet ve aciyla basa ¢ikma, buna bigim verme becerisini
yitirirler” (Han, 2022a: 20). Modern insanin utang duydugu veya goérmeyi tercih
etmedigini gérintr kilarak utanci da utanmazlikla teshir eder. Antik Yunan'in
bagat utang kavrami piyasaya dahil edilerek ufalanir. "Mesafe ve utang sermayenin,
enformasyonun ve iletisimin hizlandirilmig dolagimina dahil edilemez. Bu dolagim
insanin gekilebilecedi mahrem alanlarin seffaflik adina ortadan kaldirilmasina yol
agar. Isiklandirilir ve tiiketilir bu alanlar. Boylelikle diinya daha utanmasiz, daha
ciplak bir hal alir” (Han, 2022a: 18). In-Yer-Face tiyatro bir utang toplumunda degil
de neoliberal politikalarin agik ettigi seffaflikta ortaya gikar.

ifsa ve giplaklasma toplumu olarak seffaflik toplumu her tiirli maskeye, gériintse
kars: faaliyet gosterir. Ayin ve anlatisalligin giderek azalmasi da toplumu goriints
bigimlerinden yoksun birakir ve boylelikle de giplaklastirir. (..) Teklifsizlik toplumu,
insanin kendinden uzaklagmasini, kendini kaybetmesini saglayan ayinsel, torensel
igaretleri ortadan kaldirir. (Han, 2022a: 55-56)

Antik Yunan'dan farkli olarak In-Yer-Face tiyatroda (modern sonrasi toplumda)
artik teklifsizlik kiltGrt hakimdir. Kamusal alanin igini bosaltan teklifsizlik
kalturd, katharsisin de politik tabanini degistirmistir. Seffaflik In-Yer-Face
tiyatroyu farkl bigimde politik hale getirir. In-Yer-Face tiyatroda korku ve acima
duygusunun varligindan bahsedilebilir. Ancak bunun yanina ofke ve igrenme
duygular: yerlesir. Sarah Kane, Blasted oyununda burjuva seyircisinin bildigi
natiiralist-gergekei bir tiyatral anlayigla olusturulan ilk boliminden felakete,
simgesellige, siddete ve sok etkisinin yaratimini saglayan ikinci bélime bir gegis
yapar. In-Yer-Face tiyatronun yapi taslarindan biri sayilan Sarah Kane'in Blasted
oyunu ile baslayan stiregte konvansiyonel tiyatroya alisik seyirci sahnede her tiirli
siddeti agikca gormeyi beklememektedir. Dolayisiyla sinirlarin agikligs konusunda
higbir zaman tam hazirlikli degildir. Blasted oyununun ikinci bolimtnde
sahnedeki siddetin tahmin edilemezligi tekinsizlik, tekinsizlik de korku yaratir:
"In-Yer-Face yaklagimin herhangi bir 6zel eylem géstermekten ziyade bir duyarlilik
meselesi oldugunu vurgulamakta fayda var. Yuz ylze tiyatro, sok taktikleriyle
degil, duygularla ilgilidir” (Sierz, 2002: 19).

Uyandirilan duygularin yarattigi kilttrel politika konsensts saglamaya yonelik
gorinmez. Toplumsal ethos tarafindan kurgulanan ahlaki normlar, konsenstisin
belirleyicisi olarak ifa olur. In-Yer-Face tiyatro burjuvamin olusturdugu tum
toplumsal normlar: yikmay: ve konsensiist yaralamay1 hedefler. Siddet, cinsellik,
tecaviz gibi sug unsurlary; ironik bir bigimde toplumsal ethosa karsi islenmis ve
toplumsal tabular olarak goérulen suglardir ve politikaya ickindir. Utang, Antik
Yunan'da oldugu gibi yaratilmak istenen asil duygu degildir. Bu egilimdeki
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ylzlesme gergede iliskin sarsici bir farkindalik saglamayla ilgilidir. Irenme
burada bir asama olusturur.

Siddet; iginde cinayeti, cinselligi, iwrk¢ihigi, kafurli soylemi barindirir ve ihlal
uzerine kuruludur. Siddetin gergekei kullanimi In-Yer-Face tiyatro igin ideolojik
bir noktadir. Siddetin her tirli gosteriminin yarattiyi act ve “seyircinin
mikemmel bir guvenlik iginde izlerken kendisini tehlikedeymis gibi" (Sierz,
2002: 9) hissettigi deneyimsel tiyatroda korkunun agiga ¢iktigi soylenebilir.
Antik Yunan'da seyircinin ritiiellerden ikame edilen sahnedeki kurbanin acisiyla
ve korkusuyla katharsise ugradigi bilgisinden hareket edilirse; postmodern
tiyatroda kurbanin kimligi dedismistir. Seyirci, siddetle i¢ ige yasayan oyun
kisisine 6zdeglesme igeren bir duygudaslik olusturur ve ayni dinyadaki kendisine
dair bir korku ve endise agiJa ¢ikartir. Antik Yunan'dakinden farkh olarak In-Yer-
Face tiyatronun oyun kisisi tragedya kahramanin 6zelliklerine sahip iyi ahlakls,
gUgli, cesur, ylce bir imaj gizmez. Toplumun 6teki kesiminden bir 6zne, pekala
seyir yerinde oturan birey de olabilir. fkame kurbanin cezalandirilarak toplumdan
kovuldugu diistincesi, bu tiyatroda 6tekinin oldugu yerde islevsizlesir.

Ortaya ¢ikan bir baska duygu da seyircinin sahnede gordigl seylerin igreng,
tiksinti verici olmasi izerinden yasanan korku ve acima duygusu ile ortaya gikan
ve performe edilen igrenme duygusudur. Kristeva, igrenci (abject) benligi tehdit
eden ve siirlarini ihlal eden ben ve 6teki, i¢ ve dig, nesne ve 6zne arasindaki
sinirda yer alan hem bedene ait olan hem de olmayan sey olarak nitelendirir.

Engellenemeyen ¢liriime, igreng ve 6lii sey olarak ceset, onunla kirilgan ve yaniltici
bir rastlantiyla karsi karsiyaymisgasina yuz yuze gelen kisinin kimligini daha
siddetli bir sekilde altiist eder. Kanh ve irinli bir yaranin, terin veya ¢lirimenin
yavan ve keskin kokusu, 6liim anlamina gelmez. Anlamlandirilmis 6limii anlayabilir,
ona tepki verebilir veya kabul edebilirim. Ama makyajsiz ve maskesiz bir gergek
tiyatro misali atik ve ceset, bana yasayabilmem igin durmaksizin uzaklagtigim
seyi gosterir. Bu sivilar, bu kir, bu digks, yasamin zor katlandigy, olim sikintisiyla
katlandig seylerdir. (Kristeva, 2018: 16)

Dilin abject olani tanimlayamaz, abjectin alanina giremez hali 6zne-ben'in abjecti
disar1 atmak i¢in bedensel spazmlar yasamasina neden olur.

Kilttrel yapiya gore sekillenmis dil ise ¢zneye bunu tanimlama imkani sunmaz,
cunkl abject oncelikle kulturel benligi rahatsiz etmekte, 6zneyi basladigi yere,
kimliksiz oldugu anne rahmine geri gondermekle tehdit etmektedir. Dilin alanina
girmeyeni Ozne tamimlayamadiginda ise dadilir, pargalanir ve bu pargalanisi
btnyesinden temizlemek igin kusar, tiksinir ve 6gurur. (..) Abject kargisinda 6znenin
yalnizca bir pargas: tehdit altinda degildir, abject onun tum kimligini yikmakla
tehdit eder, 6lumsiiz zannettigi varhgimn olumlalagund, zayifhidin gozler éntine
serer. (Imsir, 2015: 61)

In-Yer-Face tiyatroda abjectin yarattigi his kathartik etkiyi nasil gergeklestirir?
In-Yer-Face tiyatronun igerigi, norm disi kabul edilen toplumsal yasalarin saldirisi
sonucu ortaya gikar. Bu gok daha oncesinde Artaudnun veba metaforuyla
acikladign vahget tiyatrosunda, kendini performe eden oOznede gostermistir.
Seyircinin Ozdeslestigi mimetik 6zne, Oteki olarak “"ben olacak seyin yerini ve
konumunu isgal eder. Bu oteki, kendisiyle 6zdesglestigim ya da butunlestigim bir
bagkasi degil, beni 6nceleyen ve bana sahip olan ve bu sahiplenmeyle beni var
eden bir otekidir” (Kristeva, 2018: 23). Otekilikle boyutlandirilmis mimetik 6zne,
seyir yerindeki izleyici adina kendi sinirlarini muglaklastirarak igrenme duygusu
yaratir. Bu teatral damardaki tecaviz, yamyamlik, sinirlarin ihlali ve kifurld
dil de Kristevact igrenme ile okunabilir. “Yalnizca eylemlerin kendileri degil
sozcikleri ve kavramlari da tecaviiz aracy, yani, ginahin ve nese iginde onu hayata
gegirmenin araci haline geliyor” (Sartwell, 2015: 64).

In-Yer-Face tiyatro ile Artaudnun vahset tiyatrosunda vebanin acili streciyle
insanin swalarini  bosalttigy, bosaltirken oldirdiga ve oldiukten sonra iz
birakmayarak tiyatronun seyirci tzerinde de etkisinin aym olacad: (Artaud, 1993:
28) gorusu ile abjectin bireyin sinirlarinin tersytz edildigi, viicut swilarimin 6lam
sikintisiyla ortaklastigi nokta hemzemin bir yerdir. Seyircinin siniri ihlal edildiginde
yasadidi igrenme, basina gelebilecegine dair yasadigi korku ve sahnedeki mimetik
dzneyle kurdugu o6zdeslik ile acima onun katharsis yasamasina neden olur.
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Byung-Chul Han'a gore neoliberalizm bir gesit like (begendim) kapitalizmidir.
Bireyin performansini begeni kultirii olusturur. Olumluluk sagan bu kavramda
birey kendini her daim bu olumluluk i¢inde tutmaya gayret eder. Modern sonrast
toplumun palyatif yapisi da bu kiltirin digina gikmaya izin vermez. Bununla
birlikte neoliberal politikalarin bulundugu toplumlarda bu olumluluk halinden
kaynakli olarak algofobi (act korkusu) vardir. Acidan korkan bireyin palyatif
bir toplum yapisina birinmesi s6z konusudur. Palyatif toplum performans
toplumuyla ortasir. Neoliberal politikalarin sonrasinda ortaya gikan In-Yer-Face
tiyatro bu palyatif yapiyr yikmak igin ortaya gikmistir. Aci bir zayiflik belirtisi
olarak yorumlanir. Gizlenmesi ya da optimizasyonla giderilmesi gereken bir
seydir. Ac1 arindiricidir ve kathartik bir etki gosterir (Han, 2022b: 15). Acinin
hem zayiflik belirtisi olarak goriilmesi hem de arindiric: etkisinin oldugu gortisi
birlikte distntlduginde bir taraftan bireyin sinirlarini agan, yikici bir etkisi olan
ve toplumsal olarak daima “iyi” hissetmenin karsisinda olan hissin diger taraftan
bireyin "kotii” olan hisleriyle Antik Yunan'daki anlamiyla sagaltarak yenilenmesine
yardimet olur. Kendi varh§ini stirekli olumlamak isteyen bireye, hayatin olumsuz
kiiltiirel kodlar1 tekrar verilir. Once gok edip bireyi sifirlar. Ardindan kendini
olumluluk kisvesiyle sunarak tedavi eder. In-Yer-Face tiyatro, bu psiko-politik
tedavinin teatral alani olarak goriilebilir. Neoliberalci olumluluk hali iginde In-Yer-
Face tiyatronun oyun kisileri de aciy1 yagsayan ve gosteren kurbanlara dontisgtr.

In-Yer-Face tiyatronun Antik Yunan tragedyalarindan farklilastigi yerlerden biri
kamusal kimlikle oteki arasindadir. Tragedyada kahraman tiizel bir kisi gibi ortaya
cikip kamusal alanda st kimlik olarak ornek tegkil eder. In-Yer-Face tiyatroda
Steki olan, norm disi birey sahnededir. Yine de burada ¢zdeglikle korku ve acima
duygularinin yanina yerlesen aci ve tiksinti ile yaratilan bir kathartik etkiden soz
edilebilir. Byung-Chul Han'in kavramsallastirdigi bigimiyle kendi olumluluk ve begeni
kiltGrinde adeta narkoz etkisiyle uyusturulmus insanin acist canlanir. Sahnedeki
Stekinin yasadigi aci, sisteme-iktidara yonelik ofke gibi bir duygu olusturmaya
yatkinlik iginde olsa da modern sonrast tiyatroda -6zelde ise In-Yer-Face tiyatroda-
kathartik etkinin bir 6greticiligi veya konsensiis koruma islevi olamaz.

SONUC

Bu c¢alismada, fizyolojik ve psikolojik bir fenomen olarak ele alinan duygularin,
Sara Ahmed'in teorik gergevesi ile kiltirel bir politika Gretmesi baglaminda
katharsis olgusunun Antik Yunan tragedyalarinda oldugu gibi modern sonrasi
bir egilim olan In-Yer-Face tiyatroda olup olmadidi arastirilmistir. Tiyatronun
ideallestirilmis tipleri ve toplumsal tipler olarak ortaya koydugu oyun kisileri
duygularin kiltarel politikas: iginde birer kurbana doéntismeye meylederler.
Boylece kiilttrel olarak toplumsal alaninin igine giren tiyatro, politik bir arag
olarak da oyun kisisiyle ifade ettidi toplumsal alanin yeniden Giretimini katharsis
olgusuyla agiga gikarir. Bunu yaparken aci, acima, korku, siddet gibi olgular: bir
araya getirir.

Duygularin kaltirel politikas: baglaminda, tipki toplumsal uyumu saglamak adina
korku ve acima duygulariyla galisan tragedya gibi In-Yer-Face tiyatro egiliminin
de ozellikle siddetin yarattigi aci, Ofke, tekinsizligin yarattign korku ve tiksinti
duygulariyla galistigi gorulir. Buradaki kurbanlar oyun baglamadan énce de birer
kurbandir. Burada da Antik Yunan'da oldugu gibi kathartik bir etkinin varhig: séz
konusudur. Ancak agiga gikma sekli ve politik nedenselligi Antik Yunan'dan farklhdir.

Antik Yunan'da rittellerden ortaya ¢ikan tiyatronun oyun kisileri, yani tragedya
kahramanlari, birer toplumsal tip olarak ideallestirilirken giinah kegisine, ikame
kurbana dontstirler. Boylece politik olanin toplumsal alanla kesistigi noktada
devletin ortaya koydugu politik devamlilidi yeniden iretirler. Ayni zamanda bu
kurbanlarin baslarina gelen felaketlerle, alimlayicida korku ve acima duygusunu
agiga gikarmalari yeniden tiretimin duygusal boyutunu olusturur. Antik Yunan'da
katharsis yalnizca korku ve acima ile agiga gikmaz. Toplumun benlik sunumu
ve toplumsal yasam, utang temelli bir duygusal arinmaya goétirir. Benligin
sunumunda, bireyler kendilerini kiltiirleri iginde disaridan izleyerek adeta bir Gist
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g6z ile kontrol altinda tutarlar. Bu durumda duygularin kaltiirel politikasi halini
alan utang temelli bir katharsis olgusunun varligindan soz edilebilir.

Antik Yunan'da seyirciye gosterilmeyen kanli ve siddetli sahneler In-Yer-Face
tiyatro igin artik séz konusu hale gelmistir. Bu durumda tekinsizligin yarattigi
korku duygusu egemendir. Freudun s6zini ettigi ve Antik Yunan'da da basat
6ge olan ensest korkusu, In-Yer-Face tiyatro igin blttinsel olarak cinselligin tabu
olmus tim araglarina sirayet ederek tecaviiz, anal iligki gibi cinsel yasaklara dair
tabular korku yaratir. Seyircinin kendisini ikame kurbandan farkli gorebilecedi
bir noktanin olmayisinin yarattigi boyutta bir gercekeilik s6z konudur. Ozdeslik,
simdi ve burada olmanin yarattigi taniklik, bir sey yapamamanin ortaya
gikardigi acima duygusu soz konusu olur. Ayricalikli burjuva seyircisinin gérmek
istemedigi, Otekinin ise kendi 6znesi olan oOteki ile karsi karsiya kalmasiyla
olusturdugu duygusal yogunluk In-Yer-Face tiyatronun duygusal etkinliginin
goklu calistign yerdir. Otekinin bunca seffaf ve 6fkeli bigimde ortaya konmasi
igrenme temelli bir duygusal arinmanin, kathartik etkinin varlidi seklinde vuku
bulur. Toplumsal normun karsisindaki otekinin yasadiklarinda igrenme duyan
alimlayici, bunun kendi bagina gelmemesi noktasinda bir gesit duygusal kathartik
etkilenim hisseder. Bu bakimdan In-Yer-Face tiyatro; modern sonras: dinyanin
farkliliklar: kabul eden yapisinin yani sira ikiyuzli degerler sistemi, kapitalist
iligkileri, neoliberal politikalarina bir saldir1 tiyatrosudur. Bunu politik bir amagla
degil, bireysel bir dizeyde gergeklestirir. Alimlayicinin kan, ter, sidik, meni
gibi sivilarin sansiirsiiz tasiyicisi olanla karsilasmasiyla ortaya ¢ikan igrenme
duygusu, 6tekinin Kristevaci anlamda benligi tehdit eden ve sinirlar: ihlal eden bir
abjecte déntismesinin sonucudur.

In-Yer-Face tiyatroda duygularin kilttrel politikas: bakimindan dogrudan amagh
olmasa bile duygusal etki uyandirma arzusu ile kosut gelisen kathartik bir etki
s6z konusudur. Bu bir toplumsal uyumlama cabasiyla ortaya gikmaz. Tersine
uyumsuzun sesi olarak duyulur. Ancak sonunda yarattig: tiksintiyle 6fkesi
bosaltilir ve sagaltilir. Antik Yunan'da varlik gosteren katharsis olgusunun modern
sonrasl tiyatro bigimlerinden biri olan In-Yer-Face tiyatroda nasil bir déntisimine
ugradigini anlamayi amaglayan ¢alisma ile Antik Yunan Tiyatrosu'nda ortaya gikan
katharsis olgusu, tragedyalarin yarattigi 6zdeslesme ve yanilsama araciligiyla
ortaya gikardigi duygulamimlar sayesinde toplumsal alanda politik bir islevi
yerine getirerek sagaltir ve bir nevi arinmaya sebep oldugu sonucuna ulasilmistir.
Buradan hareketle In-Yer-Face tiyatroda ise modern sonrasi toplumun bireyci
yaklasimi nedeniyle blttnctl bir politik unsuru ortaya koyamasa da bireysel
anlamda bir kathartik etkinin var oldugu sonucuna varilmaktadir.

Arastirmacilarin Katk: Orani Beyani

Caligsma iki yazarli bir ¢calismadir ve yazarlar ¢alismaya esit oranda katk: saglamistir.
Catisma Beyani

Herhangi bir potansiyel ¢ikar ¢atismasi bulunmamaktadir.

Etik Kurul Beyani

Etik kurul onay: gerektiren bir galisma degildir.
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OZET

Geligen teknoloji malzeme, stritktiir ve mekansal konfor gibi alanlara yon vermis,
bu nedenle hem kiltiirel hem de tarihi mirasi yansitan mimari yapilarin biiyiik bir
kismi atil kalmigtir. Calisma kapsaminda yapildid: tarihten bugiine restorasyonu
ve tagiyici sistem giiglendirme galigmalar: yapilmamis olan, 20. yiizyil mimarisinin
bolgedeki en 6nemli érneklerinden Elazig Umumi Miifettisglik Binasi ele alinmistur.
Yapinin zaman igerisinde kullanim amac: degismis, kentteki izleri silinmistir ve
tarihi degeri goz 6ntinde alindiginda yeniden iglevlendirilerek toplumsal yagama
dahil edilebilir oldugu anlagilmistir. Bu galigsmada nitel aragtirma yontemlerinden
literatlr taramas: yapilarak mimari ve tasiyici sistem elemanlar: tanimlanirken,
gozlem ve fotograflama yapilarak ve kurumdan alinan mevcut projeler ile
birlikte analizler yapilmistir. Cevresi ile ilgili baglantisy, Elaz1§ ilindeki konumu
irdelenmis ve birgok 6nemli binaya yakin oldugu gortlmustir. Yapiya yeni islev
tanimlanirken yapinin mimari planlar: ve tasiyici sistemi bir bttiin olarak ele
alinmigtir. Iglev-mekan kurgusunun uyumu yeniden islevlendirmenin en énemli
bagliklarindan biri oldugu i¢in mimari plan bazinda mekansal analizler izerinden
bir degerlendirme yéntemi tercih edilmistir. Caligmanin sonucunda, yapi da Elaz1§
ilinin ihtiyaglar: géz 6ntinde bulundurularak Kent Evi olarak tanimlanabilen iginde
birgok kulturel-sanatsal etkinliklerin yapilabilecegdi, giindelik kent hayatina dahil
olan, birden fazla isleve hizmet veren bir iglev-mekan kurgusu olusturulmustur.
Yeniden iglevler dogrultusunda yapinin restorasyon projelerinin hazirlanarak
kent yasamina dahil olmasini saglayacak potansiyel bir bina olmasi dnerilmistir.

Anahtar Kelime: Mimari Miras, Koruma, Yeniden i@levlendirme, Elazi§ 4. Umumi
Mifettiglik, PTT

Demir, S., Kurucu, M. (2024). Mimari mirasin yeniden islevliendiriimesinde koruma kavrami: EIazig 4.
umumi mufettislik binasi érnegi. Bodrum Journal of Art and Design, 3(2), 110-125.
https://doi.org/10.58850/bodrum. 1401039

*Bu calisma, 2024 Yilinda Firat Universitesi Mimarlik Anabilim Dali'nda devam etmekte olan “Mimari
mirasin yeniden islevlendiriimesinde koruma kavrami ve taslyici sistem dederlendirmeleri: Elazig 4.
Umumi Mifettislik Binasi ornedi” adli yuksek lisans tez strecinden Uretilmistir.
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THE CONCEPT OF CONSERVATION IN THE REPURPOSING OF
ARCHITECTURAL HERITAGE: ELAZIG 4™ GENERAL INSPECTORATE
BUILDING EXAMPLE

ABSTRACT

Developing technology has shaped many areas, such as materials, structural
strength, and spatial comfort, and existing buildings have become inadequate.
Within the scope of the study, Elazi§ General Inspectorate Building, one of the
most important examples of 20% century architecture in the region, which has
not been restored or strengthened since its construction, was discussed. Its
purpose of use has changed over time, its traces in the city have been erased, and
considering the historical value of the building, it was understood that it could
be re-functioned and included in social life. In this study, qualitative research
methods were used, while the architectural and structural system elements were
defined by a literature review, and analyses were made together with the existing
projects taken from the institution, observations, and photographs. The map
examined its connection with its surroundings and its location in Elazi§ province,
and it was seen that it was close to many important buildings. When defining
the new function of the building, the architectural plans and structural system
elements of the building were considered as a whole. Given that the harmony
between function and spatial composition is one of the most crucial aspects of
re-functionalization, an evaluation method based on spatial analyses based on
architectural plans was chosen. As a result of this study, considering the needs
of the city of Elaz1§, a function-space composition that can be defined as City
House, in which many cultural-artistic activities can be held, and at the same time
involved in daily urban life, serving more than one function, has been created. In
line with the re-functions defined, proposed restoration projects were prepared,
aiming for the General Inspectorate Building to become a potential building
integral part of urban life.

Keywords: Architectural Heritage, Protection, Re-functionalization, Elaz1§ 4
General Inspectorate, PTT
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GIRIS

Mimari yapilar gelecek nesillere aktarilan en oOnemli degerlerden biridir.
Yapilardan yola gikarak dénemin kosullari, sartlari ve hatta yasantilarina ait
izleri géormek mumkindur. Tarihi binalarin yok olmasina misaade etmek, gincel
ihtiyaglara cevap veremiyor diye onlari yagsamin disinda birakmak tarih ile olan
bagin kopmasi demektir. Bugiin anitlar ve tarihi yapilar o donemin izlerini tagiyan
ve bize o dénemi anlatan belgelerdir (Ergin Dogan, 2022: 1). Gegmigte koruma
kavrami bir binay: yalnizca ayakta tutmak, yikilan kisimlarini onarmak iken; su
an bu yapilarin yasamasini saglamak bir strti yazili tarihi belgeye bedeldir. Ve
belki gelecek nesiller agisindan da daha 6greticidir. Bu nedenle yapilar: 6ziinden
uzaklagtirmadan korunmasini saglamak restorasyonun ana ilkelerindendir.
Restorasyon galigmalar: mimari bir yapida ise; kimi zaman saglamlasgtirma, kimi
zaman butiinleme (reintegrasyon) yapilirken kimi zaman ise yenileme-yeniden
iglevlendirme (renovasyon-rehabilitasyon) veya yeniden yapma (rekonstriiksiyon)
tercih edilebilir. Yapisal sorunlar ve gevresel etmenler géz 6ntinde bulundurularak
restorasyon tekniklerinden biri segilebilir. Ancak yap: statik olarak ayakta
ise ve guncel kullamim alanina hizmet veremiyorsa yeniden isglevlendirme
kaginilmazdir. Bir yap: yeniden iglevlendirilirken kilttirel ve tarihsel nedenler
etkili olabildigi gibi ekonomik ve cevresel nedenler de etkili olabilmektedir
(Kagly, 2009: 14). Bu nedenle yeni bina tretim stregleri maliyet, enerji verimliligi,
surdurebilirlik, kaynaklarin verimli kullanilmas: agisindan degerlendirildiginde;
var olani giincelleyerek yeniden kullanima sunmak gelecege en buytik yatirim
olacaktir. Tarihi ya da kiilttrel bir dedere sahip olan bir yapinin mevcut fiziki
durumunu koruyarak gelecek nesillere aktarimini saglayan bir restorasyon
anlayist hakimken, zamanla bu anlayis guniin ihtiyaglarini karsilayabilecek
sekilde yapinin yeniden diizenlenmesini olanak saglayan, onu yasama dahil eden
ve yeniden yorumlayan bir anlayiga yerini birakmugtir (Yaldiz & Asatekin, 2013:
90-91). Uluslararas: tilkelerde bu konuda birgok galigma yapilmig, hatta yeniden
iglevlendirmenin sinirlar1 yillar 6ncesinden kanunlar ile belirlenmistir. Bu
baglamda 1964 Venedik Tuzugu 3, 4 ve 5. maddeleri ve iilkemizde hali hazirda
yururlikte bulunan 2863 sayili Kilttur ve Tabiat Varliklarini Koruma Kanunu'nda
yeniden iglevlendirmelerdeki en temel &zellik olan yapinin 6ztine dokunmadan
en az mudahale ile modernize edilebilmesi gerekliligi belirtilmigtir. Yap: yeniden
iglevlendirilirken bulundugu ildeki konumu, tarihgesi, yap: elemanlari, mimari dili
ve gevresi iyi analiz edilmelidir. Yeniden verilen iglevin yapiya uyumu agisindan
yapilan degerlendirmelerde bu argimanlar tek tek ele alinarak iglev segimi
yapilmalidir (Kocabiyik, 2014: 1).

Calismaya konu olan hizmet binasi ise Elaz1§ ilindeki en ¢énemli tescilli yapilardan
biridir. Cumhuriyet dénemi yapisi olan 4. Umumi Miifettislik Binasinin bir takim
tadilat ve diizenlemelerden sonra kullanilmasinin kente ve kentliye gok buyik
katkisi olacag: disinilmustiir. 4. Umumi Miifettiglik, Cumhuriyet ilan edildikten
sonra Bingdl, Elazig, Tunceli ve Erzincan illerinden doért ilden stratejik konumu
g6z oninde bulundurularak Elazig'da kurulmus ve burada insa edilmistir.
Mifettigligin en buylk gorevi bu illerde dizeni saglayarak Cumhuriyet'in
ilkelerini gétirmektir. Yap: Umumi Mitfettiglik kurumunun kapanmasiyla birlikte
bir dénem kolordu binasi olarak kullanilmis, gintimizde ise PTT Basmudurlagia
olarak hizmet vermektedir. Yapildigi tarihten itibaren kapsamli bir tadilat
gormemis olan hizmet binasinin yapilan deprem on inceleme raporlarindan
glUglendirme tadilat1 yapilmasi gerektigi gorilmistir. Bu nedenle yeniden
islevlendirme esnasinda bina tasiyici sistemi degerlendirilerek gerekli énlemlerin
alinmasi gerekmektedir.

Bu galismada iki adet nitel aragtirma yontemi kullamlmistir. Oncelikli olarak
kavramlar ele alinmis ve literatiir taramas: yapilmistir. Yeniden islevlendirme,
koruma ve umumi mufettislik kavrami ile alakali dokiimanlar incelenmigtir.
Literatir taramasiyla elde edilen veriler kullanilarak, yapmin buginki
kullaniminin tespiti igin de yerinde analiz ve gozlem, fotograflama tekniginden
faydalanmilmig, yapinin kullanimi ile alakali tespitlere PTT personeli ile yapilan
glncel gorismelerden ve arsivlerden ulasilmistir. Yapinin Elaz1§ ilindeki konumu
kent olgeginde degerlendirilmis, Elazig'daki birgok énemli binaya yakin oldugu
goérulmustir. Verilecek olan islevin yap: bazindaki uyumundan 6nce bulundugu
kentsel cevreye katkisinin olabilmesi igin kentin wve kentlinin ihtiyaglar:
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dogrultusunda birtakim analizler yapilarak iglevler belirlenmistir. Ikinci
asamada ise yeniden iglevlendirmenin ana kurgularindan biri olan iglev-mekan
kurgusunun uyumu, mimari plan bazinda mekéansal analizler tizerinden yapilan
bir degerlendirme yontemi ile analiz edilmistir. Koruma altindaki tescilli 4.Umumi
Miifettiglik binasinin daha énce alinan rolove galismalar: ve gncel fotograflar:
uzerinden gerekli irdelemeler yapilarak yeniden iglevlendirme kurgusuna ait
birtakim 6nerilerde bulunulmustur. Mevcut projeler tizerinden plan ve mekéan
organizasyonu bazinda galigmalar yapilarak verilen iglevin olabilirligi tizerine
tartigilmigtir. Yapinin kentsel tasarim planlamas: igindeki konumu belirtilirken
kilttrel bir aksin merkezi olma gérevi saglanarak kentsel butinlik igindeki
onemine vurgu yapimistir. Yapiun buyikligi ve plan tipolojisi goz ontnde
bulunduruldugunda da birden fazla isleve hizmet edebilmesinin saglanmasi,
kent olgeginde yapilacak olan bir planlamada ve binanin restorasyonunda bu
calismadan elde edilecek veriler degerlendirilmek tizere olarak énemli bir katk: ve
oneri olusturabilecegi distintilmektedir.

BIR KORUMA YONTEMI OLARAK YENIDEN ISLEVLENDIRME KAVRAMI

Tarihi binalarin zamanla canlihdini yitirmesi, eski islevini yerine getirememesi,
striktiirel anlamda olusan sorunlar ve gelisen, yenilenen toplumun ihtiyaglarini
karsilayamamas1 gibi nedenlerden dolayr kiltirel mirasin gelecek nesillere
aktarilmasi engellenmektedir (Ergin Dogan, 2022: 6). Bu agamada en g¢ok tercih
edilen koruma yontemi olarak Yeniden iglevlendirme kavrami siklikla literatiirde
yer almaktadir. Ayn1 zamanda iglev degisikligi yaparak yapinin yok olmaktan
kurtulmasi ve yeniden yasama dahil edilmesi c¢agdas bir koruma yoéntemi
olarak gérilmektedir (Aydin & Ozer, 2018: 65). Yeniden islevlendirme kavrami,
glinimuzde gerek statik olarak gerekse yapisal anlamda hala ayakta olan tarihi
bir yapinin gesitli nedenlerden dolay: (gevresel, ekonomik, ergonomik gibi) ginin
ihtiyaglarina karsilik verememesinden kaynakli giincellenmesi yeni bir iglev
ile tekrardan kent yasamina adapte edilmesidir. (Hakyemez & Gonul, 2014: 114-
115). Boylece tarihi binalar yeniden iglevlendirme sonucunda kultirel ve tarihi
bir miras roliint bir kenara birakip ayni zamanda kentlerin simgesi haline gelen
yeniden bir yasam saglayan, toplumu sosyal ve kiiltiirel anlamda destekleyen bir
yap: olarak gelecek nesillere hizmet edebilir (Altan & Karaderi Ozsoy, 2017: 634).
Ancak slireg igerisinde miidahalede bulunulan koruma alanlar: ve gevresinde,
yeniden iglevlendirme yapilan binalarda geleneksele oykiinen kent belleginde
higbir yeri olmayan yap:1 ve yap1 gruplari oldugu gorilmustiir. Oysaki, bir koruma
yontemi olarak yeniden iglevlendirme uygulamalarinin Venedik Tazigu ve 2863
sayill kanundaki belirtilen Olgiitler dogrultusunda yapilmas: gerekmektedir.
Venedik Tazugu (1964) maddeleri géyledir:

Amag:

Madde 3- Anitlarin korunmasinda ve onarilmasindaki amag, onlar: bir sanat eseri
oldugu kadar, bir tarihi belge olarak da korumaktur.

Koruma:

Madde 4- Amnitlarin korunmasindaki temel tutum korumanin kalici olmasi,
strekliliginin saglanmasidir.

Madde 5- Anitlarin korunmasi, her zaman onlar: herhangi bir yararl toplumsal
amag i¢in kullanmakla kolaylastirilabilir. Bunun igin bu ttr bir kullanma arzu
edilir, fakat bu nedenle yapinin plani, ya da bezemeleri degistirilmemelidir. Ancak
bu smurlar iginde yeni islevin gerektirdigi degisiklikler tasarlanabilir ve buna izin
verilebilir. ("Venedik Tuzigu,” 1964)

Yeniden islevlendirme siurecinde yapinin anitsal Ozelliklerine goére o6zgin
degeri korunmali, mimkin oldugunca en az midahale ile ge¢gmisteki durumu
kullanicilara aktarimalidir (Kurucu, 2018: 1541). Geleneksel ve modern mimari
harmanlanmalidir.

Umberto Eco (2016), Islev ve Gésterge: Mimarligin Géstergebilimi adli galismasinda
mimari elemanlar: bir iletisim araci olarak tanimlarken vyapilara verilen
yeniden kullanimlar: ise 4 farkhi kategoride ele almigtir. Bu kategoriler; yapinin
kullanimlarina ya da baglamsal gagrigimlarina yonelik islevi olan ana iglev,
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toplumun belirli bir zamaninda ve kitleye hitap eden uzlagmact iglev olan ikincil iglev,
insanlar arasindaki baglantilar: ve birbirlerinin tizerindeki etkilesimleri dizenleyen,
mekansal kurgular: belirleyen, buttnleyen, sinirlayan veya bélen islev olan ikamet
ideolojilerini gergeveleyen iglev ve son olarak yapilarin kullanim fonksiyonlarini
belirleyen tipolojik iglevdir (Pekol, 2010; Milezzinoglu & Norasly, 2020).

Yeniden iglevlendirmenin amacina hizmet edebilmesi igin dikkat edilmesi
gereken en 6nemli etmenlerden birisi ise her ne kadar yapinin 6zgin degerini
koruyup kultirel ve tarihi mirasi gelecek nesillere aktarmak olsa da yeni verilen
islev ile yapinin uyum saglamasidir. Aslinda bu asamada tarihi bir yapiya yeni
bir iglev yiklemek yeni bir yap: tanimlamak demektir (Islamoglu, 2018: 511).
Yeni verilen iglev yapinin 6zgln mimarisi ve plan tipolojisine uygun olmak
zorundadir. Tasarimei eski yapidan kalan veriler 1s1ginda hareket etmeli, yapiyi
ozgun deger ve niteliginden koparmamali kendini simirlandirmalidir (Kuban,
1969: 342). Korunan binalar, o dénemin tarihi ve kultiirel anlamda temsilidir.
Korumanin amact kiltlir mirasinin yaninda durmak ise, koruma yéntemlerinden
biri olarak yeniden iglevlendirme yontemi eski yapiyr 6ziinden uzaklagtirmadan
hem bugiinin hem de yarinin gereksinimlerini kargilamay: saglamaktir (Vural,
2018). Yapilarin yeniden iglevlendirilmesi; kultirel ve tarihsel devamlihigi
saglamaya ek olarak, kaynaklari olabildigince verimli kullanmak, gevre agisindan
enerji tiketimini azaltmak ve ingaat sektoriniin dogaya verdigi zarar: azaltmak
gibi kente ve kentteki yagama dair birgok olumlu katkisi vardir (Cetin, 2021: 11).
Ayrica fiziksel olarak kullanilabilir durumda olup, gevresel ve diger etmenlerden
dolay1 kullanilamayan binalar igin mevcut yapiy: dederlendirmeden yeniden bina
yapilmasi is giicli, enerji ve zaman kaybina neden olurken, ekonomik anlamda
daha fazla maliyet getirmektedir. Bu nedenle, tarihi binalarin restorasyon ve
yeniden iglevlendirme bedellerinin, ginimiiz kosullarina uygun modern yapilar
ingsa etme bedellerine gore %50 ile %80 civarinda daha diigik maliyetlerde
yapilabilecedi éngérulmektedir (Highfield, 1987: 7).

CUMHURIYET DONEMI UMUMI MUFETTISLIK KAVRAMI

Umumi miufettiglik kavrami Turkiye Cumbhuriyeti kurulduktan sonra sosyal,
ekonomik ve idari kogullarin sonucu olarak ortaya gikmugtir. Toparlak (2016) soyle
aktarmigtir:

Tirkiye Cumhuriyeti kurulduktan sonra, idari teskilatini gliglendirmek ve bélgesel
kalkinmay: saglamak amaciyla Umumi Miifettislik Kurumu olusturulmustur. 1927-
1952 yillar1 arasinda dért adet Umumi Mufettislik kurulmustur. Umumi Mufettislik
uygulamasina 1948 vyilinda fiilen, 1952 yilinda da hukuken son verilmistir.
Dordinctt Umumi Mufettislik 1936 yilinda kurulmus ve Abdullah Alpdogan Umumi
Mufettis olarak atanmustir. Elaz1§, Erzincan, Tunceli, Bingdl vilayetlerini kapsayan
Mufettigligin temel amaci asiret diizenini ortadan kaldirarak buraya Cumhuriyet'in
ilkelerini gotirmektir. (Toparlak, 2016: 222)

4. Umumi Mifettiglik Elazi1g, Erzincan, Tunceli, Bingdl vilayetlerini kapsamaktadir.
Elaz1§'in stratejik konumu dikkate alinarak 4. Umumi Mifettislik Binasi Elazi§ ilinde
yapilmistir. Umumi Mifettisliklerin gorevleri; bulundugu boélgedeki kalkinmay: ve
glvenligi saglamak, stirekli denetimleri yapmalk, ilke sinirlari igerisinde idari birligi
korumaktir (Burgag, 2013). Umumi Mifettiglikler genel anlamda tarim, toplumsal
guvenligin olusturulmasi, saglik, okuryazarligin arttirilmasi gibi alanlarda, birgok
amaca hizmet ederek bulundugu bélgeye katk: saglamistir. Ozellikle 4. Umumi
Mifettigligin bulundugu boélgede okullarin ve okuryazar oraninin az olmasi
nedeniyle egitimin tizerinde fazlasiyla durulmus, Turk dilinin yayginlagtirilmas:
igin birgok ¢aligsma yapilmisgtir.

ELAZIG 4. UMUMI MUFETTISLIK HIZMET BINASI

Umumi Mufettiglik Binas: 1936 yilinda General Abdullah Alpdogan tarafindan
yaptirilmisgtir. 1948 yilina kadar 4. Umumi Mufettiglik binas: olarak kullanilan yap:
1948 yilinda 4. Genel Miufettigligin kapatilmasindan sonra 1968 yilina kadar 10.
Piyade Timen Komutanhid: hizmet binasi olarak kullanilmistir. Ayrica 1955-1962
yillarinda hizmet binasinin giris katinda askeri hastane oldugu belirtilmektedir.
10. Piyade Timen Komutanhg: 1968 yilinda Tatvan'a intikal ettirilince 1969 yilinda
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binaya 8. Kolordu Komutanhig: taginmistir. 1990 yilina kadar Milli Savunma
Bakanligina hizmet eden bina 1990 yilinda PTT Genel Mudurluga tarafindan
satin alinmugtir. 8. Kolordu Komutanhd: 1992 yilinda binadan taginmigtir. O
tarihten itibaren glinimiize kadar Elazi§ PTT Basmudurlugt hizmet binasi olarak
kullanmilmistir ve hala Elazi§ PTT Bagmudurligu binasi olarak hizmet vermektedir.
Hizmet Binasi, Diyarbakir Kiltur ve Tabiat Varliklarini Koruma Kurulu tarafindan
05.12.1991 yilinda tescil edilmis ve koruma altina alinmugtir (PTT Yap1 ve Teknoloji
Mudirliigi Arsivi, 2024). Yapy, Elazig Merkez ilgesi, Akpinar Mahallesi, Sehit Idris
Dogan caddesi No:65'te bulunmaktadir. Yap1 gevresinde buytk bir yesil alana
sahiptir. Ayrica yapi parseli etrafinda genellikle bes katli yogun bir konut dokusu
bulunmaktadir (Gorsel 1).

Gorsel 1. Yapi ve yakin ¢evresinin gérintimi, 2023

Yapi, Gorsel 2'de verilen glncel haritadan da anlasilacagi tizere hem birgok
kamusal alana hem de ginumuizdeki Elazi§ merkeze gok yakin bir mesafededir.
Ayrica gevre yoluna dik konumlanarak yapr bahgesinden Eldzi§ Dagitim ve
Toplama Merkezine gegis verilmistir. Elaz1§ tren gari, hastane ve otel gibi birgok
kamusal yapiya yurume mesafesinde olan yap: gevresinde fazlasiyla arag ve yaya
sirkiilasyonu oldugu gozlemlenmistir.

Gorsel 2. Umumi Mifettislik Hizmet Binasinin Konumu, 2023

Elaz1g PTT Basmiidirligi Insan Kaynaklar: arsivindeki kayitlara goére; binada
33 personelin calistidi, iginde sadece idari birimlerin bulundugu, posta ve
kargo hizmetlerinin bu binada verilmedigi anlagilmistir. Ayrica binada yerinde
yapilan incelemelerde kapali-agik alanlarinin buytukligi ve kullanim amact goz
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ontunde bulunduruldugunda bazi mekanlarin hi¢ kullanilmadi§n goralmustur.
Yine Elazig PTT Basmudirligt Yap: ve Teknoloji Mudirligi arsiv kayitlarina
gore bolgede yasanan 2020 Elazi§ ve 2023 Kahraman Maras depreminden
sonra restorasyonunun ve guglendirme tadilatinin yapilmadan kullanilmamas:
gerektigi Diyarbakir Anitlar ve Koruma Bolge Mudirliga Kurulu tarafindan
belirtilmisgtir. Bu nedenle binada bulunan idari birimler igin yeni yer kiralanmisg ve
Umumi Miufettislik Binasinin en kisa stirede bosgaltilacaktir. Binanin restorasyonu
ve glglendirme tadilatinin ise su an igin yapilip yapilmayacagina dair herhangi
bir belgeye ulagilmamuistir (PTT Yap1 ve Teknoloji Mudurluga Arsivi, 2024).

Hizmet binasi zemin kat, birinci kat ve gat1 katindan olugmaktadir. Ayrica bodrum
kat1 da bulunmaktadir. Hizmet binasi plan semas: U seklindedir ve ana kiitle
63x30 metredir. Yap: simetrik bir plana sahiptir. Her iki yandan ayrilan kollar
uzerinde koridor etrafinda iki yonde siralanmis birbirini tekrar eden mekéanlar
bulunmaktadir (Goérsel 3). Hizmet Binasinin Goérsel 4'de verilen kesitinde ise
bodrum katta yemekhane, kalorifer dairesi, su deposu, enerji odas1 gibi teknik
hacimler bulunurken zemin katta ve birinci katinda U koridor etrafina dizilmis
idari btrolar bulunmaktadir.
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Gorsel 3. 4. Umumi Mifettislik Binasi Zemin Kat Plani, PTT Yapi ve Teknoloji MudUrlugi Arsivi

Gorsel 4. Bina Kesiti, PTT Yapi ve Teknoloji MUdurligu Arsivi
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Yapinin Gorsel 5'de verilen 6n cephesinde ana giris kapisi ve kapinin sag ve sol
yaninda dort tane; toplamda sekiz tane tagtan stitunlu 6n cephesi gortilmektedir.
Stutunlarin Gzerinde bulunan yatay hatta iki stitun arasi bulunan pencereleri
ortalayan yedi adet kabartmali kilit tagi bulunmaktadir. Binada bir tanesi
bodrum kata girisi saglayan kap1 olmak tizere alt1 tane giris kapist mevcuttur. On
cepheyi ortalayan ana giris kapisi Gi¢ silmelidir. Ana kiitlenin gatisi yan kiitlelerin
gatisindan ayrica goziimlenmistir. Binanin sol yan cephesinde ise zemin ve birinci

iki adet balkon bulunmaktadir. Anitsallidi gagristiran yiksek kolonlar: ve buytk
pencereleri, simetrik plan ve cephe tipolojisi, merdiven kulesi ile yap1 tam bir
Cumbhuriyet déonemi mimarisidir.

Gorsel 5. Bina dn cephesi, 2023

Binada ikisi U seklinin kollar1 tizerindeki kesisim noktalarinda, biri ana kiitle
giris holiinde olmak tizere ¢ adet merdiven bulunmaktadir. Bu merdivenlerden
bir tanesi sadece gat1 katina gikmaktadir. Cati katina gikan merdiveninin gerek
formu gerekse de tst értist bina kiitlesinden farkl ¢ézimlenerek kule gérintimi
verilmigtir. Gérsel 6 ve Gorsel 7'de 6n plana gikan; yapinin giris holinden birinci
kata ulagimi saglayan merdiven evinin duvari yuvarlatilarak arka cephede 6ne
cikartilmasi dénem mimarisinde siklikla rastlanilan bir durumdur, bu sekilde
cepheye hareketlilik kazandirilmistir. Yapinin geneli kirma gat1 ortiistine sahip
iken dairesel formu merdiveninin Uist ortisii besik ¢ati olarak ¢dzimlenmigtir.

T

Gorsel 6. Bina Arka Cephesi, 2023 Gorsel 7. Merdiven kovasl, 2023

Bina ana giris kapis: Gg silmelidir (Gorsel 8). Diger girig kapilar: ise tek silmeyle
gevrilidir bu sekilde ana giris vurgulanmistir. Gérsel 9'da goriilen ¢atidaki iggen
pencereler (semerdam pencere) 10 adettir. Catisi kirma gati olup tizeri kiremit ile
kaplidir. Binanin cephelerinde yer yer Ug¢ sira halinde, yer yer tek sira halinde dizili
muntazam konveks-kesme taslar Gizerinde serpme mozaik tarakli sivali taslar
bulunmaktadir.
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Gorsel 8. Bina Ana Giris Kapisi, Gorsel 9. Bina Cati Pencereleri, 2023
2023

Guntimuzde bina giris holt olarak kullanilan alanin eskiden seref holii olarak
kullanildig: distnilmekte olup burada bulunan zemin kat1 birinci kata baglayan
merdiven kovasi gevresinde bulunan boydan pencereler ise bu alana ihtisaml
bir géruntim vermistir (Gorsel 10-11). Ayrica seref holintn de duvarlar: ahgap
kaplama olup bina girigsine goérkemli bir gorinim katmistir. Bina dodseme
kaplamasi gri, kirmizi ve beyaz serpme mozaik kaplamadir. Bina odalarinda yer
yer ahsap duvar kaplamasi vardir.

Gorsel 10. Bina Seref Hold, 2023 Gorsel 11. Merdiven Kovasl, 2023

Bina pencerelerinde tasarlandigi dénem kosullarina goére son dénem teknolojisi
sayilabilecek Gorsel 12'de gosterilen surme panjurlu pencerelerin giines
kontrolint saglamak amacli yapildig: distintlmektedir. Sol yan cephede bulunan
2 adet balkonda bulunan 4 adet stirme panjurlu balkon kapisi ve 13 adet stirme
panjurlu penceresi vardir. Yapinin gatida bulunan pencereler digindaki diger tim
pencerelerin etrafinda tag soveler bulunmaktadir. Cati kat1 pencereleri ise iggen
pencereler seklindedir.

Gorsel 12. Bina slirme panjur pencerelerinin acik ve kapali gésterimi, 2023
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Umumi Mifettiglik Binasi yapim sistemi yigma yapim sistemidir. Tag temele
sahiptir ve zemin katta bulunan duvarlar kesme tastan yapilmistir. 1. kat ve ¢at1
katinda bulunan duvarlar ise harman tuglasidir. Binada gozle yapilan muayenede
iki adet dilatasyon derzi bulundugu gorilmektedir. Bu iki adet dilatasyon binanin
t¢ blok halinde tasarlandigini gostermektedir. Binanin girisindeki gseref holi
ise donemin kogullar: geregince kaset doseme olarak ¢éziimlenmis ve holin
kolonsuz yekpare bir alan olmasi saglanmistir. 4. Umumi Mifettiglik binasinin
tagiyict sistemine simdiye kadar higbir midahale de bulunulmamigtir. Ancak
2012 yilinda PTT Genel Mudurliga tarafindan 2007 Deprem Yonetmeligine gore
hazirlattirilan deprem 6n inceleme raporunda giglendirmeye ihtiya¢ duyuldugu
belirtilmigtir (Demir & Agikgeng, 2019: 211). Binaya verilecek olan yeniden islev ile
birlikte 6neri restorasyon projesi hazirlanirken bu raporlar dogrultusunda tasiyict
sistemine takviyeler yapilarak gtiglendirme galigmalar: tamamlanmalidir.

Elaz1§ 4. Umumi Miifettislik Binasinin Yeniden Islevlendirilmesi

4. Umumi Mufettiglik Binasi yapildigi donemde bir merkez olma sorumlulugu
ustlenmistir. Erzincan, Bingdl, Tunceli illeri Elazi§ iline baglanmistir. Ayrica
hizmet binasi ginimiizde de konum olarak kent merkezine g¢ok yakin bir
mesafede bulunmaktadir. Gorsel 13'deki bina gevresi kent planlamasini goz
onunde bulundurursak etrafinda bulunan dig mekéanlar kent merkezinde halka
agik kamusal alan olusturulabilecek en ideal alanlardan biridir. Bina gevresinde
yogun bir konut alani bulunmaktadir. Ayrica kamusal alanlara da yakinlhigi goz
onunde bulunduruldugunda arag ve yaya sirkiilasyonun fazla oldugu ve binaya
ulagimin ¢ok rahat oldugu gozlemlenmistir. Yeniden iglev 6nerisinde bulunurken
gerek konumu gerekse mekansal buyuklugiu goz ontunde bulundurularak islev
tanimlanmalidir. Ayrica bulundugu ilin kilttrel tarihi ve potansiyeli dikkate
alinmalidir. Yapinin t¢ ana kitleden olustugu dustntlirse tg¢ farklh islev
potansiyeline sahiptir. Bu dogrultuda yeniden tanimlanan iglevin ise yapinin plan
tipolojisine uyumlu olmasi en gok dikkat edilmesi gereken hususlardan biridir.

Gorsel 13. Bina ¢evresinde bulunan acik alanlar ve yapilasma, 2023

4. Umumi Mifettiglik Hizmet Binasi su an i¢in her ne kadar PTT Bagmudurliaga
Hizmet binasi olarak kullanilsa da yap: buytkliga ve iginde galisan personel
sayis1 dikkate alindiginda yap: potansiyelini yansitan bir sekilde kullanilamadigt
tespit edilmistir. Bu nedenlerden dolay: hizmet binasimin hem yeni bir islev
tanimlanarak tekrardan kent hayatina dahil edilmesi hem de restorasyonu ve
glglendirme tadilatinin yapilmasinin gerekliligi kaginilmazdir. Tim bu sartlar
g6z o6ntnde bulundurularak hizmet binasimin birden fazla iglevi biinyesinde
barindiran bir kamusal alan olmasi gerektigi distintlmektedir.
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Bir Cumhuriyet dénemi mimarisi olan 4. Umumi Miufettiglik Hizmet Binasi
askeri ve idari bir kuruma hizmet etmek igin yaptirilmistir. Ancak yapinin
gelecek nesillere aktarilabilmesi igin dénem ve sehrin kosullari goz ontnde
bulunduruldugunda; yapildig: doénemde her ne kadar ige dontk bir yap:
olarak kullanilsa da glntumiizde tam tersi; daha fazla kentle-kentli ile i¢ ige
olacak sekilde islev tamimlanmasinin dogru karar oldugu disunilmektedir.
Korunacak tarihi binalarda; verilen yeni iglev ile birlikte cephelerin degismemesi
istenirken, mekansal kurgularla yeniden islevlendirmenin tamamlanmas: uygun
gorulmektedir (Ahunbay, 2011). Hizmet binasinin cephe yapisi ise tamamen
yapildidt dénemin tipik kamu bina cephe ornedi oldugu ve yapildig: dénemden
itibaren 6zgiin halini korudugu igin birinci grup yap: olarak tescillenmistir. Bu
nedenle cephe ayni sekilde korunarak, plan tizerinden galigmalar 6nerilecek ve
iglevler tanimlanacaktir.

Elaz1i§ kenti tarihi ¢ok gegmise dayanan bir kenttir. Ancak kultirel ve
sanatsal etkinliklerinin daha ¢ok tarihi yerlesim alani olan Harput'ta yapildid:
gortlmektedir. Merkezin de ise daha c¢ok idari binalarin, konut ve ticari
yerlesimlerin ve yesil alanlarin konumlandi§i gorilmektedir. Hizmet binamizin
bulundugu boélge tarandiginda ise en yakin miizenin iiniversitenin iginde oldugu,
il kitiphanesinin ise konum olarak uzak olmadidi ancak binasinin il igin yeterli
olmadign distintilmektedir. Firat Universitesi Iletisim Fakiiltesi Gazetesinde
2021 yilinda gikan Elazig'daki mevcut kiitiiphanelerle ilgili haberde kiitiiphane
calisanlarinin verdikleri roportaj bu diisinceyi kanitlar niteliktedir. Haberde soyle
bir ifade kullanilmistir:

1l Halk Kiitiiphanesi binasi tamamen kiitiiphaneye ait oldugu halde mekan sikintisi
yasaniyor. Belge, ¢zellikle sinav dénemlerinde ciddi yer sikinti yasandigini, genel
programlar igin konferans salonlarinin olmadigin dile getirdi. Bunun yaninda yeni
nesil kiitiphane algisina gére bulunmasi gereken personel eksikligi de séz konusu.
(Altunoluk, 2021)

Mekénlar1 daha rahat algilayabilmek kullanicilarin iginde bulunduklar:
alanlar1 bir takim fiziksel ¢gelerle tanimlayarak, butuinlestirerek veya bolerek
anlamlandirmak demektir. Buradan hareketle; kentsel hafizadaki mekanlar,
alanlar, bogluklar, figiirler veya sinirlamalar olarak agiklayabilecedimiz kavramlar,
mekanlar: algilamaya, diger alanlardan farklarini kavramaya ve en gok da
hissetmemize yardimei olur (Acar vd., 2022: 85-108). Bu bakimdan hizmet binasi
3 bloktan olustugu igin 3 farkl islev tanimlanmasi yapilarak bina i¢inde de bir
kamusal alan olusturulmas: planlanmaktadir. Guney yoéniindeki blok kent
kttiuphanesi olarak kuzey yoniindeki blok kiltir miizesi olarak Elazi§ ilinin
kilttrtune ve tarihine ait eserlerin sergilendigi bir alan olarak 6nerilmis, iki blok
arasinda kalan orta blok igin butik bir misafirhane iglevi 6ngoéralmistir. Bu
haliyle aslinda birden fazla iglevi biinyesinde barindirarak kentli ile ig ige yasayan
bir Kent Evi tanimlamas1 yapilmis olacaktir. Verilen yeni iglevler ile birlikte yap1
gevresi ve bahgesinde de birtakim dizenlemeler yapilmasi gerekmektedir.
Oncelikle degistirilmesi gereken unsurlardan biri bina bahge girisidir. Gérsel
13'den de tam olarak algilanan bina ana girig aksi ve onunla ayni hizada bulunan
eski bahge girisi zamanla kapatilmistir. Onun yerine Gorsel 14'deki ara¢ girisi
mevcut durumda hizmet binasimin ana girisi olarak kullanilmaktadir. Bina ana
girisi ve anitsalliginin tekrardan vurgulanmasi igin bahge girisi degistirilmelidir.
Binada ti¢ farkl iglev oldugu ve orta bloktan farkli islevlere dagilimin ve gegislerin
oldugu da diisiniilince bahge girisinin orta bloktaki ana girise yonlendirilmesi
kaginilmazdir. Bu nedenle mevcut ana girig arag girisi olarak planlanmigtir. Ana
giris igin ise eski bahge girisi kullanilacak ve yap: ana girisine yénlendirme bu
sekilde saglanacaktir. Asagida verilen sekilde tanimlanan islevlerin kiitlesel olarak
nasil konumlandirilacadi, bina bahge giris aksi, otopark alani ve servis girisleri
gosterilmistir.
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¢ TRKNI HACINLER
EISAFkISRHANE
SERVIS GiRisl

Gorsel 14. Verilen yeniiglevlerin kitlesel olarak gosterimi

Bu galismada bina kat planlar: iizerinden tasar: halinde yerlesimler yapilmistir.
Bu yerlesimlere bina girigleri, katlar arasindaki baglantilar ve mekansal kurgular
yon vermistir. Gorsel 16'da belirtilen bina 6n cephesinde bulunan 3 adet girise
gore binalar kategorize edilerek tug¢ farklhi blok seklinde kullanilmak tzere
iglevlendirilmistir.

| g I | - el -

DIJITAL KUTUPHANE | MiSAFIRHANE GAMASIRLIK | P .
BILGISAYAR SALONLARI VE DEPOLAR GAMAS KULTUR MUZESi DEPO VE ARSIVLER
HiZMET BiNASI TEKNIK HACIMLER
( KAZAN DAIRESI, ENERJi ODASI) I:l TOPRAK DOLGU

Gorsel 15. Kent Evi bodrum kat yerlesim semasi
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Yapilan yerlesim galismasinda her blogun kendi i¢inde katlar arasindaki merdiven
baglantis1 ozellikle dikkate alinarak planlama yapilmigtir. Gorsel 15'den de
anlasilacad: tizere her bloktaki isleve o blogun bodrum katina verilen islev ile ilgili
depolama alanlari, argivler ve teknik hacimler konumlandirilmigtir. Zemin katta
bir blok da kitiiphane idari birimleri ve okuma salonlar: konumlandirilirken diger
blok da miize sergi alanlar1 ve atélyeler konumlandirilmistir.

Tl

_ el /I = A
- B

KUTOPHANE BINASI GiRiSi
Lo ool ol o e e Y

OKUMA SALONU VE KiTAP SALONLARI E MISAFIRHANE GIRISi VE FUAYE
KOTOPHANE GiRigi
ISLAK HACIMLER VE KANTIN

KULTUR MUZESI SERGI ALANI

MUZE GiRigi

SERAMIK ATOLYESI

BB

‘ KOTOPHANE YONETIM VE ARSIV BiRiMi GiNi ATOLYES

Gorsel 16. Kent Evi zemin kat yerlesim semasi

Zemin katta orta blokta sadece geref holil kismi misafirhaneye hizmet verecektir.
Mevcut durumda seref holt olarak kullanilan alan misafirhane girisi ve fuaye alani
olarak kullanilacaktir (Gorsel 16). Misafirhaneye ait yemekhane ve odalar birinci
katta konumlandirilmigtir (Gérsel 17). Birinci katta bulunan misafirhaneler igin
oda iglerinde 1slak hacim alanlari dizenlenmesi gerekmektedir. Sihhi tesisat
baglantilarinin yapilmasinda kolaylik saglanmasi agisindan 1slak hacimlerin
yan yana konumlandirilmas: gerekmektedir. Ayrica restoran ve yemekhane
alaninda mutfak kismi eklenecektir. Binada mevcut durumda bu 1slak mahaller
bulunmadid: i¢in en az midahale ile yapilmas: gerektiginden islak hacimleri
birbirine yakin konumlandirmak en dogru segenek olacaktir.
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i

OKUMA SALONU VE KITAP SALONLARI I:I MISAFIRHANE ODALAR VE HOLLER \:I MERDIVEN VE HOLLER

| MISAFIRHANE YEMEKHANE ‘ | . ]
VE RESTAURANT | MUZEYE AIT KAFE
ISLAK HACIMLER
| ENSTALASYON ALANLARI
Gorsel 17. Kent Evi birinci kat yerlesim semasi
................... = N ™

L MUZEYE AIT IDARI BIRIMLER VE ARSIVLER |:J MUZEYE AIT SERGI ALANLARI

Gorsel 18. Kent Evi catil kati yerlesim semasi
Gorsel 18'den de anlasilacad: tizere gati katina ulasim sadece muze binasinin

yerlestirildigi bloktaki merdivenden saglandidi i¢in bu katta muzeye ait arsivler,
idari birimler ve sergi alani konumlandirilmistir.
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SONUC

4. Umumi Mifettislik binasi bolgedeki korunmasi ve gelecek nesillere aktarilmasi
gereken en 6nemli yapilardan biridir. Kent ve Cumhuriyet tarihi agisindan ¢ok
Onemli bir yere sahiptir. Bu nedenle zaman igerisinde yikilip yok olmamasi igin
restorasyonu ve guglendirme tadilati yapilarak yeniden kent hayatina dahil
edilmesi gerekmektedir. Bu baglamda bu calismada yapiya buytkligh de goz
éniinde bulundurularak yeniden islevler tanimlanmustir. Islevlerin mekan bazinda
organizasyonlarini birbirlerine baglantilarini igeren plan galigmalar: énerilmistir.
Bina gevresindeki yogun yapilasmayr goz oninde bulundurarak yesil alanlar
ayni sekilde korunmustur. Bu yesil alanlarin yogun konut ve yapilasma alani
olan bu boélgeye ¢ok blytk bir katkisi olacag: disintilmektedir. Bina bahgesinde
atil olarak bulunan ambar yapisinin ise agik alanlara hizmet edecek kafe binasi
olarak diizenlenmesi bina bahgesinin de aktif olarak kullanilmasini saglayacaktir.
Binaya islevler tanimlanirken kentlinin ihtiyaclar: 6ncelikli olarak géz ontinde
bulundurulmustur. {1 merkezindeki kiitiiphane alanlarinin yetersizligi yapinin
bir blogunun kiitiphane olarak tasarlanmasindaki énemli nedenlerden biridir.
Iginde dijital kiitiiphane, okuma ve galisma salonlarimi bir arada bulunduran
kitiphane blogu onerisiyle her yastan kentliye hizmet edecektir. Ulasilabilirlik
agisindan dusuntldiginde ise; il merkezinde iginde sanat atolyeleri ve sergi
alanlari barindiran bir miize binasi olmas: kentliye birgok sosyal alan ve imkan
sunacaktir. Ana giris blogunda bulunan kent misafirhanesinde ise yapinin
tren gari, hastane, gevre yolu, mini terminal ve il merkezine olan yakinligi goz
ontinde bulunduruldugunda yapiya verilebilecek en ideal iglevlerden biri oldugu
distntlmektedir. Bu haliyle yap: birden fazla alanda birden fazla islev ile birgok
kentliyi agirlayarak tam bir Kent Evi modeline biirtinecektir. Il merkezinde birgok
islevi biinyesinde barindiran yap: kentli ile i¢ ige bir yagama tekrardan dahil olarak
yok olmaktan kurtulacaktir. Donem mimarisinin izlerini cephesinde fazlasiyla
tasiyan, Elazi§ ilindeki Cumhuriyet donemi mimarisi nadir o6rneklerinden
biri olarak hem korunacak hem de kentliye hizmet edecek ve bu mimari miras
gelecek nesillere aktarilacaktir. Bu galisma tamamlanacak olan tez galismasinin
onclisi olma niteligindedir. Verilecek olan islevlerin olabilirligi tartisilmistir.
Bu calismadan hareketle binanin gerek plan tipolojisi gerek agik ve kapali
alanlarimin buyukligi, il merkezindeki konumu gibi birgok 6zelligi géz ontinde
bulundurularak verilen iglevlerle birlikte kent yasamina tekrardan adapte olabilen
potansiyel bir bina olabilecedi hedeflenmektedir.

Arastirmacilarin Katki Orani Beyani

lyazar %40, 2.yazar %60 oraninda katki saglamigtir.

Destek ve Tegekkiir Beyani

Konunun arasgtirilmasinda Elazi§ PTT Yap: ve Teknik Isler Mudiirligiine tesekkiir ederiz.
Catisma Beyan

Herhangi bir potansiyel ¢ikar gatismas: bulunmamaktadir.

Etik Kurul Beyam

Etik kurul onay: gerektiren bir galisma degildir.
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OZET

Mikro-mobil mekanlarin kullanim amacina bagl olarak, tasarim stirecini
sekillendiren birgok faktér bulunmaktadir. Arastirmanin amaci, kontrolsiizce
gergeklesip bireyi ve toplum yapisini etkileyen olagantistii durumlara yonelik,
kullanicinin mecburi ve gegici yaklasim ile yonelim gostermesi beklenen, mikro
olgekte mobil mekan tasarim modeli 6nerisinde bulunmaktir. Faydacilik esasiyla
sunulan model Onerisinin, ortaya gikarilmasinda ele alinan tasarim yaklasimi
ile hedeflenen unsur, olaganustii durumlara yonelik tasarim ve tasarlama
yontemlerine dair okuyucuya bir bakis agisi kazandirilmak istenmesidir.
Olagantsti problemler odaginda modelin kullanimina dair 72 saatlik hayati
stirece vurgu yapilarak, gevresel faktorler, kullanici faktort ve mekansal faktorler
kapsaminda tasarim streci ele alinmaktadir. Bu kapsamda kullanim amaci,
kullanici sayisy, hareket yapisi ve hareket kabiliyeti gibi modele dair yaklasimlar
ortaya gikarilarak oneride bulunulmaktadir. Yapilan galismada nitel aragtirma
yontemlerinden igerik analizi modeli ile literatir taramasi tamamlanmis,
elde edilen bulgular tasarim strecine yon verecek birtakim kavramlar ve
siiflandirmalar igerisinde analiz edilmistir. Bu kapsamda olagantisti duruma
yonelik tasarlanacak mikro-mobil mekanlarin insan, mekan, gevre bilincinde
bituncil bir bakis agist ile tasarlanmasi gerektigi degerlendirmelerine varilmig ve
galisma sonucunda bu bakis agisi ile yaklagilan tasarim modeli 6nerisinin grafiksel
anlatimla ifadesi sunulmustur. Olaganustii durum oOzelinde, tasarimda streg
ve sonug iligkisini vurgulayarak model tizerinden sonuca varilmaktadir. Ayrica
gelecek galigmalara yonelik oneriler sunularak modelin gelistirilmesi gerektiginin
alt1 ¢izilmektedir.

Anahtar Kelime: Olagantistii Durum, Acil Durum, Afet, Mikro Mekan, Mobil
Mekéan

Alpay, P., Tokol, H. T. (2024). Mikro olcekte olaganUstu durumlara yonelik mobil mekan tasarim modeli
onerisi. Bodrum Journal of Art and Design, 3(2), 126-144. https://doi.org/10.58850/bodrum. 1465799
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MOBILE SPACE DESIGN MODEL PROPOSAL FOR EXTRAORDINARY
SITUATIONS AT MICRO SCALE

ABSTRACT

Depending on the intended use of micro-mobile spaces, many factors shape the
design process. The aim of the research is to propose a micro-scale mobile space
design model in which the user is expected to orient with a forced and temporary
approach towards extraordinary situations that occur uncontrollably and affect
the individual and the social structure. The aim of the design approach taken to
reveal the model proposal presented on the basis of utilitarianism is to provide
the reader with a perspective on design and design methods for extraordinary
situations. Focusing on extraordinary problems, the design process is discussed
within the scope of environmental factors, user factors, and spatial factors,
with emphasis on the 72-hour vital process of using the model. In this context,
approaches to the model, such as the purpose of use, number of users, movement
structure, and mobility, are revealed, and suggestions are made. In the study,
the literature review was completed with the content analysis model, one of the
qualitative research methods, and the findings were analyzed within a number of
concepts and classifications that will guide the design process. In this context, it
has been concluded that micro-mobile spaces to be designed for extraordinary
situations should be designed with a holistic perspective with human, space and
environmental awareness, and as a result of the study, a graphic expression of the
design model proposal approached from this perspective has been presented. In
the case of extraordinary situations, a conclusion is reached through the model by
emphasizing the relationship between process and result in design. In addition,
suggestions for future studies are presented and the need to improve the model
is underlined.

Keywords: Extraordinary Situation, Emergency, Disaster, Micro Space, Mobile
Space
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GIRIS

Hareket, insanoglunun yasam bigimini sekillendiren en ¢nemli faktér olmustur.
Gogerlerin ilk 6rneklerini sundugu mobil mekanlar, i¢ mekan: degisen ortam
kogullarindan koruyarak barinma eylemini gergeklestirmeye olanak tanimistir.
Dogal sartlarin degistirilemeyecedi gergedi tzerine yapiin hareket ederek
kogullara ayak uydurmas: saglanmistir. Béylece mekan, degisimini sadece hareket
ederek surdurmustur (Kése, 2005). Mobil olmas: dolayisiyla mikro boyutlarda
tasarlanmasi avantaj olarak gortilen yapilar ayni zamanda kisith mekan iginde kat1
duzenlemeleri de beraberinde getiren basit yapilardir (Versteeg, 2006: 107-116).
Mobil olma durumu kadar mikro yagsam trendi de 6zellikle sanayi devrimi sonrasi
nifus artis: ve savag déneminde hiz kazanarak yukselise ge¢gmistir. Gezegende
minimum iz birakma amacini da destekleyen mikro yagam, gadirlardan tas
barinaklara kadar gegen suiregte temel insan ihtiyaglarini gtvenli barinma
ortaminda sunmay1 hedeflemistir (Akin, 2021: 15-21). Ozellikle kentsel alanlarda
yayilan mikro yasam/mekan fikri tizerine 19, 20, ve 21. yuzyil yakin zamana
odaklanarak sanayi devrimi, savas donemi, salgin hastaliklar ve kiiresel 1sinma
nedeniyle siddetini arttirarak ortaya gikan afetlere odaklanmak gerekebilir.

1920'lerde mikro yasam/mekén tizerine nesnel verilere dayali bir yontem izlenerek
mekan icinde kullanilan alan ile briit alan arasindaki iligki tartisilmistir. Daha
sonra Karel Teige, 1932'de The Minimum Dwelling adl1 bir kitap yayinlayarak mikro
mekanlar: kiiglik konut olarak degil, yeni jenerasyon bir mimari tipoloji olarak
tanimlamistir. Geleneksel bir dairenin diistik kalitede yasanmaz bir versiyonu
olarak goriilen mikro konutlarin standardizasyon ve seri iiretim uygulamalari ile
desteklenerek gelecek yasamda gozde sayilacak mekéanlara nasil déntigecedinin alt
yapisini hazirlamigtir (Teige, 2002: 32). 1928'de Paris'te toplanan Uluslararast Konut
Kongresi barinma sorununu ¢ozilmesi gereken en dnemli toplumsal sorun olarak
tanmimlamistir. Ozellikle savag sonrasi yikima ugrayan sehirlerin hizla eski haline
dénmesi igin inga slreglerinin hizla baglamasi gerekmistir. Yeniden planlama
ve insa etme kentler tizerinde ciddi mali sorunlari beraberinde getirmistir.
Ingaat maliyetlerini diistirmek amaciyla; insaat yéntemini ve malzeme segimini
sadelestirmek yoluna gidilmistir. Bu stire¢ tasarimda da yalin formlari beraberinde
getirmis ve tasarimin standartlarinin belirlenmesi gerektigini ortaya gikarmistir
(Skalska, 2016: 43-49). 1929 yilinda, Congrés International d’Architecture Moderne
(CIAM) konferansinda iglerinde Le Corbusier, Josef Frank gibi farklh tlkelerden
mimarlarin, sehir planlamacilarin yer aldig: gruplar bat: diinyas: sehir sorunlarini
tartigsmiglardir. Sektortin ve kentlerin ihtiyaglarina ¢ézim sunacak fonksiyonel ve
minimum alan tipolojileri gortistilmistir. Bu baglamda mikro kavrami ihtiyagtan
dogan bir distince ile 6n plana gikmigtir (Akin, 2021: 15-21). 1939'da ikinci bir diinya
savasgl ile alt Uist olan yasam ve mekén, yikimin etkisi ile mikro 6lgekli acil durum
barinaklarina olan ihtiyacin gagrisi olmustur. Yeniden 6n plana ¢ikan bu kavrama
yonelik garpici 6rnekler gikmistir. Savas sonrasi yeniden inga edilmesi planlanan
sehirler igin 6ncelik seri tUretim ve dolayisiyla hizli insa stireci, uygun maliyet
ve fonksiyonel ¢ozim arayiglar: olmustur. 21. ylizyilda 2000'li yillardan itibaren
mikro-mobil mekanlar yeniden giindeme gelmistir. Ozellikle Hong Kong, Tokyo
ve Londra gibi niifus yogunlugu olan bolgelerde mikro mekanlar kentsel sorunun
¢6zum odagdt olmustur. Tim dinyay: etkisi altina alan Covid-19 salgini sonrasi da
mikro-mobil mekéanlara yonelim ciddi élglide artig gostermistir. Kiiresel 1sinmanin
etkisi altinda olan diinyada meydana gelen farklh afet ttrlerinden de kagis, énlem
veya sireci yonetme amaciyla mikro-mobil mekénlara yonelim artmigtir (Akin,
2021: 15-21).

Mikro-mobil mekéan tasarim strecini sekillendiren birgok faktér bulunmaktadir.
Bunlardan en 6nemli ve siireci baslatan unsur, bireyi veya toplumu mikro-mobil
mekana yonlendiren ve kontrolstizce gergeklesen olagantisti durum faktortadur.
Olagantistii durum olarak meydana gelen ve 6ngoérilemeyen afet tiirtine yonelik,
mekanin her tirla gevre kosuluna uyum saglayabilecek yapida ve kullanicisinin
yasamsal ihtiyaclarina cevap verebilecek nitelikte olmasi gerekmektedir. Afetin
zamansiz meydana gelebilecedi gergedi nedeniyle, var olan veya mekanda gegirilecek
stireye bagh olarak degisebilen iklim kosullar1 géz ontunde bulundurulmaldir.
Bununla birlikte cografi faktor, mikro-mobil mekanin yerlesimini etkileyen bir diger
onemli unsurdur. Mevcutta strdirtlen yagamin cografi izleri ve mecburi kagig
olarak farkli cografi ¢zelliklerin sorgulanmas: gerekmektedir.
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Afetten fiziki veya duygusal boyutta etkilenip mikro-mobil mekéana gegen
kullanic faktorinin duyusal, algisal ve psikolojik boyutu degerlendirilmelidir. Bu
degerlendirme yapilirken en énemli veri, kullanicinin antropometrik boyutlaridir.
Antropometrik veriler 1s1ginda planlanan bir mekan organizasyonu ergonomik
anlamda yasanabilir bir mekan sunabilmenin temel prensibidir. Yaganabilir
mekéanlar ise duyulary, algilar: ve psikolojiyi yonetebilmektedir. Ayrica kullanicinin
yas, cinsiyet ve mesleki durumu da kullanici faktéri adi altinda incelenmesi
gereken diger ozelliklerdir.

Mekanin sekillenmesi igin kullanici 6zelinde yasamsal ihtiyaglarin belirlenmesi
gerekmektedir. Belirlenen ihtiyaglar dogrultusunda eylem alanlari ve
gereksinimlerine karar verilmektedir. Mikro-mobil mekéni igeriden disariya
dogru sekillenen bu temel unsurda fonksiyonel ¢éziimler sunulmas: mikro yasam
igin kaginilmazdir. Teknolojik faktorler gelistirilebilirlikle birlikte yapinin degisken
ozellikler kazanmasinda 6ncil rol oynamaktadir. Malzeme segimi ile teknolojinin
birlikte distintilmesi de siurece pratiklik kazandirabilmektedir. Bolge yapisi
malzeme segiminde etkin bir rol oynadigi gibi malzeme segiminin de cografi
ve iklim faktériine uygunlugu saglanmalidir. Kullanicinin konfor beklentisi ve
mekanin yasanabilirligini saglamak; iklimlendirme, havalandirma, su ve elektrik
alt yapisi gibi ¢oztimler ile kargilanmaktadir. Olaganiisti durum kapsaminda bu
kaynaklara ulasabilirlik veya mevcut sistemin galisir olmas: sorgulanmaktadir.
Bu noktada stirdtrilebilirlik ilkesi ve yenilenebilir enerji kaynaklarinin kullanimi
konfor beklentisini karsilamada stiresiz olanak sunmaktadir. Yapinin kendine
yetebiliyor olmasi, olaganiistl afet siireci goz 6niine alindiginda hayatta kalmak ve
glvenli barinma olanag: elde etmek adina doga ile yapilacak en giizel is birligidir.

Mikro-mobil mekanlar kullamim amaci, kullanici sayisi, hareket yapisi ve
hareket kabiliyetine gore tasarim strecinde yapisal farklhiliklar géstermektedir.
Kullanicinin mekani tercih veya mecburi olarak kullaniyor olmasi; gegici stireligine
veya kalici olarak yerlesecek olmasi siireci baslatan en onemli belirteglerdir.
Tasarlanacak mekan mikro olsa dahi hacimlerin ve donatilarin kapasitelerinin
belirlenmesi igin kullanici sayis: distniilmelidir. Bu dogrultuda tek kisilik mekan
kullanimi ve birden fazla kullaniciya sahip mekanlar arasinda elbette boyut ve
buna bagh gesitli fonksiyon farklhiliklar: olacaktir. Hareket kabiliyeti ise mikro
mekénlarin taginmasinda farkli siiregleri beraberinde getirmektedir. Mikro-
mekan, hareket kabiliyetini blinyesinde yer alan motor glicinden saglayabilir
veya hava, kara, su yoluyla tasinmak tizere arag glicini gerekli kilabilir. Bunlarin
disinda kullanicisi da kendi gictinden faydalanarak tek parga veya modiiler olmak
uzere mekanin istedigi noktaya tasiyabilir. Burada en ¢nemli belirte¢ mikro-
mekanlarin yapim sistemleri ve boyutlaridir.

Ginumuzde barinma ihtiyacina yonelik, iklimsel ve kiiltirel degiskenlere uyum
saglayacak donanimlar gelistirilmistir. Mikro 6lgek mobil olma durumunu daima
desteklemistir. Strukturlerin hizmeti evrimlestirilmistir. Donamim nesneleri
disinda buytk oranda yazilm araglar: da devreye girmistir (Craven & Morelli,
2003: 15-25). Teknolojik gelismeler sayesinde guntimuiizde mobiliteyi destekleyen
hafif stirdurtlebilir malzemeler ve gelistirilmis mekanik ¢oézimler sayesinde
fonksiyonellik ve mikro-mobil olma durumu yasamsal ihtiyaglardan 6din vermeden
hiz kazanmustir. Tercih veya empoze olarak mikro-mobil yagam giniimtizde kiiresel
olarak etkinligini strdirmeye devam etmektedir (Hejduk, 2006: 40-53). Fakat
olaganiisti durum disinda tercihen kullamima yonelik artan talepler nedeniyle,
mikro-mobil mekana ulagabilmek litks hale gelmistir. insan odaginda galigilan
modellerde gevre ve mekan bilincinin gelistirilmesi, ana problem olarak gérilen
onceliklerin ve ulasilabilirligin olaganiistd durum ézelinde sorgulanmasi gerekliligi
ortaya gikmustir. Yuriitilen arastirma, mevcut diizenin bozuldugu kaos ortamina
gore tasarlama yonteminin kavramsal alt yapida, modelin etkilenis bigiminin ise
grafik anlatim teknigi ile sunulmak istenmesinden dogmustur.

YONTEM

Gelecekte farkl disiplinlerdeki galismalara model/kilavuz olusturmas: amaciyla,
olaganiistli durum kapsaminda birtakim sinirlayicilarin belirlenerek yarutildagia
bu galismada, tasarim ve tasarlama yontemlerine yonelik okuyucuya bir bakis
agis kazandirilmas: hedeflenmektedir. Bu kapsamda nitel arastirma yéntemine
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bagvurularak disiplinlerarasi galigmalar toplanmis, siniflandirilmig ve igerik analizi
yontemi ile ele alinmugtir. Farkl galismalardan elde edilen bulgularin sonucunda
mikro-mobil mekan ve olagantistii durum kavramlarinin simflandirilmasi tizerine
bir inceleme baglatilmis olup ardindan olaganuisti durum, gevresel faktor,
kullanici faktérti ve mekénsal faktor tizerinden modelin etkilenis bigimleri grafik
alt yapisinda imgesellik ile ele alinmistir. Olaganiistii durumlara ve getirilerine
yonelik sunulan mikro-mobil mekan modelinin, tasarlama yonteminden etkilenis
bigiminin kavramsal alt yapida ve grafiksel anlatimla ifadesi kurulmak istenmistir.
Arastirma sonucunda ortaya c¢ikarilan model, gelisebilirligini/degisebilirligini
stirece borglu, stireg ile etkilesim halinde olmasi koguluyla bir klavuz tirtin olarak
karsimiza gikmaktadir. Literatirde heniiz yeterince yer almayan mikro-mobil+
olagantsti durum kavramlarina yonelik insan, mekén, ¢evre bilincinde biitinciil
bir bakig agisi tanimlanmigtir.

BULGULAR VE DEGERLENDIRME
Mikro-Mobil Mekan Tasariminda “Olaganiistii Durum” Faktori

Olagantsti durum, kriz kavramu ile agiklanabilmektedir. Bauman'a gére kriz, karar
vermenin giderek imkansizlastig: bir stire¢ olarak tanimlanabilir. Bu stireg yeni
bir yasam bigiminden ziyade bir tutulma anidir. Strece yén verme durumunun
belirsizlik, kararsizlik ve tehlikelerle miucadele ettigi, teorik planlamanin
harekete gegirilmesinde zorlanildigi bir durum olarak ifade edilebilmektedir.
Mevcutta rutin haline gelen olaylarin o6ngoérilebilirliginin ortadan kalktigi
stireglerdir. Bireyin belirsizlik iginde benligini ve yasami sorguladidi rutin
aliskanliklardan olusan olagan doénemin ne oldugunun olagantsti durum ile
anlasildign kritik bir dénemdir. Sonucundan emin olunan veya tahmin etmesi zor
olmayan 6ngorulebilir islerin, yanls gitmesi ve nasil devam edilmesi gerektigi
kararini tek basina vermenin yetersiz veya imkansiz kalacag: bir durum olarak
tanimlanabilmektedir (2000: 150). Yapis: sarsilan toplumun ve degisiklige kars:
koyamayan bireylerin savunma mekanizmasi geredi ayakta durma c¢abasi
olarak da ifade edilebilir. Olagantistii durumda aile yapisindan toplum yapisina,
mesrutiyet sisteminden hurriyet ve haklara kadar her sey genel sistemin
sarsilmasi sonucu etkilenmektedir (Ayhan, 2005: 16, 17).

Olagantsti duruma bagh olarak gergeklesen afetler, niifus sayisi ve dagilimini
etkileyerek, alt yapiya zarar vererek, ekonomik faaliyetleri sekteye ugratarak, kayip
ve yaralanmalarla birlikte salgin hastalik risk faktériinii ortaya gikararak bireyi
ve toplum yapisii ciddi boyutta etkilemektedir (Suk vd., 2020: 928). Barinma
standartlarini, gunlitk yagamsal rutinlerini ve ekonomik 6zgurliklerini kaybeden
bireyler, her yonu ile kisitlanmig gegici yerlesim modelinde de birgok gevre
sorunu ile kargilagmaktadir. Hijyen faktorini etkinlestiremeyen gegici barinaklar
su, elektrik, gaz temini gibi altyapi problemlerini de kullaniciya gereken diizeyde
sunamamaktan 6tiri givenli ve saglikli barinma ihtiyacini kargilayamamaktadir.
Yagam kosullarinda yagsanan radikal ve dramatik degisiklikler, bagimli ve kisitlayici
yasam modeli, glivenli barinma imkanina ulagsmanin éniinde biriken engeller veya
yetersizlikler ile stres faktoruntun diizeyi de artmaktadir (Izumikawa, 2019: 5-11).
Bu dogrultuda yeni yasam modelinde tim bu yetersizlikler/engeller ve sorunlar
ongorilerek tasarim siirecinin planlanmasi gerekliligi gozler 6ntine serilmektedir.

Mikro-Mobil Mekan Tasariminda “Cevresel” Faktor

Mikro-mobil mekan tasariminda gevresel faktorler, iklim ve cografi ézellikler
cevresinde incelenmektedir. Birey iginde yasadigi iklim ve cografi ozellikler
ile etkilesim halinde mekéandaki varhgini sirdirmektedir. Doga ve insan bu
stiregte diizenli veya duzensiz degisikliklere maruz kalmakta ve evrilmektedir.
Bu stirece teknolojik gelismelerinde eklenmesi pozitif veya negatif yan etkiler
olusturmaktadir (Mercan, 2016). Mekan, insan ve doga arasindaki ayristirici
unsurdur. Bu ayrigim Derrida'ya gore igerisi ile disarisi arasindaki en ilkel
cizgidir. “..ama bu ¢izgi sabit, duragan dedil, strekli hareket eder bir yapidadir. Bir
igerisi yaratmanin tek kogulu bir digar: tanimlamaksa, igeri ancak neyin disarida
kaldigina gore belirleniyorsa, o zaman disarisi igerisinin kurucu ve yapisal unsuru
olarak evin degil iginde, hatta merkezinde yer almaktadir” (Derrida, 1995'ten
aktaran Sumnu, 2018: 10). Bu dogrultuda dogamin sorularina yanit veremeyecek
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bir mekéan tasarimi, bireyin digsaridan koparak bir igeri olugturma arzusunun
surdurulebilir olamayacaginin géstergesidir (Derrida, 1996).

Ilim

Heidegger'a gore, gokyuzi insan varhigini timuyle sarmaktadir. Birey; glinesin
kavurmasi, rizgarin savurmasi, karin istitmesi ve yagmurun sirilsiklam etmesi ile
var olmaktadir. Gece/giindiz ve mevsimsel farkliliklar insanlarin nasil yagamas
gerektigini ve nasil daima dost kalabileceklerini belirleyen varoluglardir (Sharr,
2013: 46). Bu kuvvetlerin kontrol edilebilmesi, mekanin bu degiskenlik kargisinda
evrimlegmesi ile mimkiindir. Bu nedenle bireyin iginde bulundugu veya kagis
noktasi olan bolgenin iklim degisiklikleri mekani ve kullaniciyr dogrudan etkileyen
onemli faktorlerdendir.

Iklim kosullarinin degiskenligi, barinma ihtiyacini en temel gereksinim haline
getirmektedir. Boélgenin iklim kosullarinin onceden biliniyor olmasi, mikro-
mobil mekan tasarimi sirecinde akilli ¢dzimlerin ortaya gikmasi ve yasam
konforunun planlanmasi yontnden éncii olmaktadir. Bolgeye ait iklimsel bilgiler ise
meteorolojik galisma verilerinden elde edilmektedir. Bu veriler yilin her ay1 ve gin
sayist ortalamasinda; hissedilen en diigtk/yiiksek sicaklik, yagis miktari, kar yadis,
kuraklik, nemlilik seviyesi, riizgarin yond, sis ve buzlanma gibi bilgileri sunmaktadir
(Beer, 1990). Fakat kentsel alanlarda yapilagma ve asfalt gibi yuzey kaplamalar:
nedeniyle farkli mikro iklimler olusabilmektedir. Bu durumda bélgelerin iklim
ozelliklerinin karigmasi bile s6z konusu olmaktadir (Woolley, 2003).

Iklimsel problemler géz éniine alindiginda, hesaplanabilir periyodlarla degiskenlik
gbsteren iklim durumunun siddetini ve degiskenlik stiresini sasirtmasi nedeniyle,
farkl senaryolara hizli gegis yapabilen ve uyum saglayabilen barinma alanlarinin
tasariminda etkili ¢oztimlere ulasabilmek en énemli sorundur. Fakat asil sorun,
degisen iklim kosullarina karsi belirlenen sabit alanda mekanin uyumunu
saglamak degil, mobil olan mikro mekanin hareket halindeyken de planh veya
plansiz birgok farkliha uyum saglamasi gerektigidir. Bu nedenle tim hava
kosullarina bir arada cevap verebilecek mikro-mobil mekanlarin tasarlanmasi
gerekmektedir. Iklim faktérii géz 6niinde bulundurulmadan tasarlanan mekanlara
sonradan saglanmaya ¢aligilan konfor, gereken performans: surdirulebilir olarak
saglayamamakla birlikte yiiksek maliyetli sonuglar vermektedir.

Cografya

Mikro-mobil mekéanlarin tasariminda cografi faktor tzerinden yapilacak bir
arastirma siireci igin birtakim temel ve basit sorular bulunmaktadir. Bu sorular
fiziki ve begeri gevre arasindaki etkilesimden dogmaktadir. Oncelikle mekan
yerlesiminin yapilacagi yerin nerede oldugu sorgulanir. Yerin neye benzedidi,
ne gibi oldugu, neden bu sekli aldigi, diger yerlerle arasindaki baglantinin ne
oldugu, nasil deJisime ugradii, bu yerde yasamanin (olmanin) neye benzedigi
ve diger yerlere hangi yonleri ile benzedidi veya farklilagtig: gibi bir takim temel
sorular ortaya gikmaktadir. Bu sorular varligini insan ve yer (mekén) kavramlar:
uzerinden surdurmektedir (Foley & Janikoun: 1996).

Cografi faktor, yerini arayan mikro-mobil mekanin malzemesinden, mekanin
formu, struktlra ve 6lgedine kadar etkin bir rol oynamaktadir. Yer kavrami burada
sadece toprak zemin olarak distntulmemelidir. Cografya, segilen bélgenin kara,
hava ve suyu hakkinda da bilgiler sunmaktadir. Bu kapsamda ilk olarak mekéanin
nereye ve neden kurulmas: gerektigi bilgisini sunmaktadir. Hayati kaynaklara
erigim ise nereye ve neden sorusuna en 6nemli kargiliktir.

Mikro- Mobil Mekan Tasariminda “Kullanic1” Faktora

“Insan ve mekandan séz edildiginde, insami bir tarafta, mekani bagka bir
tarafta duruyormus gibi duyariz. Ancak mekéan insan igin karsida duran bir
sey degildir. Mekan ne digsal bir nesne ne de igsel bir yasantidir” (Heidegger,
2004: 52). Ayni durumda insan da mekanin "mesken” olabilmesi i¢in en énemli
faktordir. Heidegger'a gore insanlar dinyada yer edinme gabasini fiziki olarak
sonuglandirdiklarinda, mekéanlar bu gabanin izlerini buytuk veya kiglik olgekte
kaydederek kullamicisimin 6zgun karakterini yansitmaktadir (Sharr, 2013: 2).
Kimligi oturmus bir mekan, kullanicimin antropometrik verilerinden duygusal,
algisal ve psikolojik boyutuna kadar sekillenmis bir aidiyet alanmini ifade
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etmektedir. Bu kriterler gozetilmeden planlanmis mekénlar, kullanici 6zelinde
mesken olmaktan ziyade iggal alan: olarak gortlebilmektedir.

Antropometri 1s51ginda ergonomik boyut

Antropometri, ergonomik bir tasarim streci baglatmak igin insana dair bir
takim fiziksel veriler sunan bilim dalidir. Antropometrik veriler fiziksel dlgtlerin
belirlenmesini saglayarak mekéani ve bilesenlerini insana, insani ise mekéna
uyumlu hale getirmektedir (Salvendy, 1997; Sabancy, 1999). Ayrica antropometri,
birbirinden bagimsiz birgok donat: ve arag-gerecin degisken olgtlerini optimize
etmektedir (Sanders vd., 1993). Insan viicut élgiilerinin incelenmesi neticesinde
elde edilen tum veriler psikoloji, fizyoloji, tip ve antropoloji disiplinlerinin
birlesmesini saglamis ve boylece ergonomi biliminin dogmasina yol agmuistir
(Oborne, 1995; Erkan, 2003). Mekan igerisinde rahat hareket edebilme,
fonksiyonlara kolay erigebilme, fiziksel zorlugun en aza indirilmesi ergonominin
mekén ile kullanici arasindaki etkilesime duzenli bir yaklasim getirmesi ile
mumkindur. Kullanicinin mekén igerisindeki degisen ihtiyaglarina kars: konfor
duzeyini optimize etmek ergonominin galigma alanidir.

Antropometrik veriler 1s1ginda ergonomik kriterlere uygun gelistirilmeyen
mekanlar, kullaniciya yasamas: igin gerekli kolayligi ve konforu verimlilik
dizeyinde saglayamamaktadir. Bu nedenle ergonomik bir mekén ve donati
tasarlamanin temel kosulu, o gevrede yasayacak ve donatilar: kullanacak olan
bireyin antropometrik boyutlarinin referans alinmasidir (Parsons, 2000; Akin &
Koca, 2002, 2004). Bu sekilde kullanici ile yagadidi gevre ve donatilar birbirleriyle
uyumlu hale getirilebilmektedir.

Duyusal, algisal ve psikolojik boyut

Insanlarin ve diger tim canlilarin, gevresel uyaranlar vasitasiyla harekete
gegirdikleri gorme, isitme, dokunma, koklama, tatma gibi organlarina ait algilama
kabiliyeti, duyu olarak tanimlanmaktadir (Gunal, 2006: 21, 22). Duyularin sadece
fiziksel gergeklerle bir iligkisi olmamakla birlikte mekéan ile iligkisi, mekanin bu
temel beg duyuya hitap eden 6zellikleri yoluyla saglanmaktadir (Yazic1 & Cakicy,
2017: 58-61). Mekanin sundugu fizyolojik gereksinimler kadar duyusal algilar:
uyarma ve algilatma bigimi de kullanicinin mekéan igerisinde gegirdigi stire
boyunca konfor beklentisini destekleyecek temel gereksinimdir (Senkal, 2015).
Kullanicinin ait oldugu mekanda yasamsal ihtiyaglarina verilen cevabi bulabilmesi
de duyular yoluyla saglanmaktadir. Bu nedenle duyularin uyarilma ve algilanma
yontemlerini dikkate almak gerekmektedir (Cakir, 2012).

Mekéan: olugturan 11k, renk, form, oran, oranti, denge, ritim ve birgok tasarim 6gesi
goérme duyusunun aktif uyaranlaridir. Odaklanabilmenin yani sira engellenebilen
bir duyu olmasi nedeniyle her zaman tetikte oldugu soylenememektedir.
Fakat igitme duyusunun daima aktif ve bu nedenle de mekén deneyiminde
daha fazla etkili oldugu soylenebilmektedir (Eroglu, 2018). Mekanin fiziksel
6geleri tarafindan uyarilan bir bagka duyu ise dokunmaktir. Bu duyu sayesinde
kullanic1 dokuyu, sicakligi, soguklugu, yogunlugu, agirligi ve malzemeye dair
birgok ifadeyi algilayabilmektedir. Bellekte kalici bir etkiye sahip koku duyusu
adeta mekanin fotografini zihinde geken, kullanici ve mekan arasinda etkileyici
bir bag olusturan duyu olma 06zelligi tasimaktadir. Tatma duyusu ise dogrudan
aktif hale gelememekle birlikte diger duyular ile arasindaki hassas aktarimlar
yoluyla uyarilabilmektedir. Ornegin mekanda kullanilan rengin psikolojik etkisi
baz alindiginda, dolayli olarak tatma duyusunu uyarabildigi soylenebilmektedir
(Pallasmaa, 2018). Duyular aracihigiyla kullanici, mekanin ilettigi mesaj
duyumsamakla beraber algilar, yorumlar ve hafizasinda diger deneyimleri ile
birlikte yer vererek diisintr. Bu yontemle elde ettigi degerlendirmeler sonucunda
ise mekéana kars: tepkisellik Gretmektedir (Gunal, 2006: 21, 22). Bu tepkisellik
mekan deneyimi uzerine bir yanit olmakla beraber mekanin yasanabilirliginin
belirlenebilmesi i¢in de Onemli parametrelerdir. Kullanici bu yolla mekan:
sahiplenmekte ve duyarsizlasmanin aksine butiinlegmektedir (Ellialtioglu, 2007).

Insan varhi@ algi, davranis ve bilis mekanizmalarinin yanyana gelis bigimleri
ile sekillenmektedir. Cevreden bilgi edinme eylemini algilarimiz sayesinde
gergeklestirirken; bilis sayesinde algilanan olayin uyumlandirilip kavranmasi
saglanmaktadir (Goler, 2009: 62). Bilgi ve tecribelerin bir yorumlama stireci olan
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algl, insanin gevreyi tanimasini ve biyolojik, fizyolojik, psikolojik denge kurmasini
gerektirmektedir (Aydintan, 2001). Ig mekan algisi, kullanicinin kisa veya uzun
stireli olan mekan deneyimi ve mekéan: hatirlamasi ile iligkilidir. Bu deneyim ve
hatirlama stireci zaman kavramu ile baglantili olarak degismekte ve gelismektedir
(Ozen, 2006). Mekan ile stirekli etkilesim halinde olan kullanicinin fiziksel
etkenlerden uyarilmasi ile sinirlary, yuizeyleri, malzemeyi, renkleri, dokuyu ve 1511
kavramaya ve butunlestirmeye galigmasiyla ortaya gikmaktadir (Aydintan, 2001).
Mekan: olugturan tasarim o6gelerinin uyarici ozelliklerinden her birine anlam
yukleme gabast ile agiklanabilir (Dommelen, 1971).

¢ mekanda gorsel algiy1 etkileyen tasarim dgeleri bigim, malzeme, renk, doku,
151k ve bunlarin bilegenleri olarak siralanabilir. Bigim mekanda konfor, sicaklik,
hareket, samimiyet gibi farkl etkiler olusturabilmektedir. Ozellikle yumusak
gegigler rahatlik ve konfor algisi uyandirabilmektedir (Dinger, 2011: 76). Kare,
dikdortgen, iiggen, oval, gember veya amorf formlardan dogan bigim; diyagonal
veya dairesel formlarla hareketi ifade ederken, yatay veya disey formlarla
dinginlik algisi uyandirmaktadir. Formu ve dolayisiyla bigimi olusturan ¢izgi
ayni zamanda geniglik ve ytiksekligin bir ifadesi olarak ruhsal durumu da ortaya
gikarmaktadir (Kalinkara, 2001). Ayn1 zamanda, "egri gizgiler zarafet/kibarlik
gostergesidir, genglik, nese ve incelikli hareketin gostergesidir. Genis egri gizgiler
ilham vericidir, yatay egriler kibarlik ve rahat hareketi belirtir, genis asag: dogru
egriler hos bir sertlik ve topraga bagh kalma duygusu verir, kiigiik egriler ise
negeyi ve oyunu belirtir” (Craig, 1970).

Malzemeden malzemeye degisiklik gosteren renk, doku, bilesenler ve diger fiziksel
ozellikler; mekanda derinlik, genislik, uzunluk, aydinlik, karanlk, sicak, soguk,
sert ve yumusak gibi algilar meydana getiren gorsel etkiler olusturmaktadir
(Goler, 2009). Malzemenin butiniinde var olan renk ve doku ise algiy1 ciddi
oranda etkileyen en 6nemli tasarim Ogeleridir. Renklerin insanda biraktigi
ilk etki sicaklik ve sogukluk hissidir. Sariy1 iginde barindiran renkler sicak ve
yakinlastirici, maviyi iginde barindiran renkler soguk ve uzaklastirici bir etkiye
sahiptir. Renklerin insan tizerindeki psikolojik etkileri ve bunlarin sonucu olarak
olusan algilama bigimi énemli deneyimlerdir. Ayni sekilde dokuda, gorsel duyular:
harekete gegirirken dokunma duyusunu da etkinlestirerek algi olusumuna katkida
bulunmaktadir (Gezer, 2007). Rengin gozle gortlen etkinligini degistirebilen doku,
mekanin bir biitin olarak algilanmasina da katkida bulunmaktadir. Diz dokulu
ylzeylerin soguk etki biraktidi, purtzli yuzeylerin ise sicak bir hissiyat verdigi
soylenebilmektedir. Ayrica sert dokular yakinlik hissi verdiginden kullanildigi
mekanin kiigik, yumusak dokular uzaklik hissi verdiginden kullanildi§i mekanin
daha biiytik algilanmasina neden olmaktadir (Hall, 1966).

Isik, mekénda etkin bir bigimde diger tasarim o6geleri ile bir biitin olarak
tasarlanmasi gereken en onemli algi yoneticisidir. Dogal veya yapay kaynak
olarak dogru 1sik planlamasi malzemenin, rengin, dokunun ve diger tim
tamamlayicilarin gortintrde olmasini saglamaktadir. Isik ile golge etkisinden de
faydalanilarak boyut farkhiliklar: ve ifade degisiklikleri gibi farkl goérsel etkilere
ulasilabilmektedir. Isik kaynaginin kaguk ve paralel aydinlatma sagliyor olmasi
golgelerin daha keskin ve ortamin daha kontrast olmasina neden olurken; 151k
kaynad buyuditkge ve 151d1 yayginlastikca golgeler agilmakta ve kontrast miktar:
azalmaktadir. Isik kaynagimin yerlestirildigi bolge ile vurgulanmak istenen nesne
arasindaki mesafe de algiy1 mekéan kapsaminda farkhlagtiran yontemlerdir (Géler,
2009). Duyularin etkisi ile olugsan mekani algilama bigiminin insan psikolojisi
tizerinde 6nemli etkileri bulunmaktadir. Bu nedenle tasarim 6geleri bir butin
olarak diustuniilmeli ve yonetilmelidir. Bu kapsamda psikolojinin, kullanicinin
mekéani kabul edis bigimi ve kendi aidiyetini kurabilme gabasiyla iligkili oldugu
soylenebilmektedir.

Kimlik ve aidiyet boyutu

Kimlik, bireyi tanimlanabilir kilan 6zellikler ile agiklanmaktadir. Bireyin kendini
nasil kabul ettigi ve toplum tarafindan nasil kabul edildigi kimlik kavraminin
konusudur. Yas, cinsiyet, meslek, hobi/ fobi gibi alt bashklarla kimlige dair
tanimlamalar zenginlestirilebilir (Pembecioglu, 2012). Yagam tarzi, ig hayat1 akig
ve kulturel farklilagmanin bir sonucu olarak her birey igin farkh kimlik yapisindan
bahsetmek mimkindir. Bu gesitlilik sadece bireyler arasinda degil birey bazinda
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da degerlendirilebilir. Dinamik bir egilim gosteren kimlik yapisi dini veya etnik
kimlik gibi farkli gruplandirmalarla ifade edilebilmektedir. Birey kendini farkl
gordugu her noktada yeni bir kimlik yapisi ortaya gikarabilmektedir (Martin,
1995). Benzerlikler ve farkhiliklari 6n plana gikaran bu yapida birey kimligini
kendini ifade etme araci olarak kullanabilmektedir (Anik, 2012).

Kimlik, varh@im kesinlestirmek ve glven altina almak adina farkliliga ihtiyag
duyarak, farklihgi 6&tekilife dontstirmek istemektedir (Connolly, 1995).
Gleason'a gore kimlik, kim oldugumuz ve nereye ait oldugumuz sorulariyla
iliskili bir kavramdir (Gleason, 2006). Insan iligkilerinde benzer veya farkh
noktalar kapsaminda bir aidiyet probleminin dogdugunu ortaya koymaktadir.
Bu kapsamda benligin tanimi ve mnasil smiflandirildigiyla ilgilenmektedir
(Weeks, 1998). Birey aidiyet problemi yagadiginda kimligi tizerine disgiinmeye
baglamaktadir. Belirsizlikten kagisi saglayan kimlik ise bireye nerede durdugunun
cevabini vermektedir (Bauman, 2001).

Mekéan insanin kimligini sahneledigi, ifade bigimini 6zgtrce yasadigi ve gorintr
oldugu aidiyet alanini dogrudan etkilemektedir. Bu dogrultuda, "ev hem bedendir
hem de ruhtur. Insan varhiginin ilk diinyasidir” (Bachelard, 2017: 37). Temelde
bireyi dis etkenlerden korumak ve barinma ihtiyacim karsilamak tizere kurulan
ev, yasamuini stirdiren bireyin kendine ait fiziksel ve duygusal bilegenlerini
biriktirdigi mekana déntigmektedir. Bireyin fiziki ve duygusal bilegenlerle
olusturdugu mekan aidiyet bagini da beraberinde getirmektedir. Ev ile basglayan
aidiyet ortami, ayni zamanda kendini evinde hissetme duygu olarak agiklanabilir
(Suner, 2005). Burada ev kavramini tek yonlt agiklamak mimkin degildir. Sadece
fiziksel bir yap: olarak degil, simgesel gagrisimlar altinda da aidiyet ile baglantili
bir kavramdir. Ev, mekansal anlamda pargas: oldugumuz toplulukta kultirel
aidiyetimizi olusturacagimiz, kendi kdékenlerimize ait izlere rastlayacagimiz,
herhangi bir yerdeyken geri dénmeye 6zlem duyulacak yer olarak ifade edilebilir
(Hedetoft & Hjort, 2002).

Mikro-Mobil Mekan Tasariminda “Mekansal” Faktor

Mikro-mobil mekanlarin tasarim surecinde en belirleyici faktér, mekéansal
yaklagimlar olmaktadir. Bu dogrultuda kullanict ¢zeli, problemin kilit noktasidir.
Kullanici gevresinde gelisen eylem alanlari, boyutlar: ve gereksinimleri, mekanin
sekillenmesinde ve sunulan fonksiyonellik diizeyinde ¢nemli rol oynamaktadir.
Kaos ortaminin goéz éntnde bulundurularak yasamsal temel gereksinimlerin
belirlenmesi mikro yasam igin temel prensiptir. Gereksinimler dogrultusunda
eylem alanlar1 belirlenmektedir. Belirlenen eylem alanlarinin boyutlar: kullanici
sayist ile degisiklik gostermekle beraber mekanin yasanabilir olmasi igin
ergonomik standartlarin goéz oniinde bulundurulmas: gerekmektedir. Mikro
mekéanda bagvurulmas: gereken temel kazanimlardan biri de fonksiyonelliktir.
Fonksiyonellik cevresinde dontusebilirlik, islevsellik ve hareket kavramlar:
da o6nem kazanmaktadir. Cundioglunun ifadesiyle: “Mimarlik mekandaki
donmuslugu insa ettigi kadar, mekéandaki hareketi, akisi, ahengi ve uyumu da insa
etmektedir” (2014: 59). Beden ve zaman ile daima iliskide olan mekéanin hareket
veya akisi, zamanla dedigkenlik gosterebilmektedir (Deleuze & Guattari, 2005).
Beden, mekén ve zaman arasinda olugan bu his bireye 6zeldir (Levesque, 2007). Bu
dogrultuda mimarlik, degisen algilar ve birey ile dogrudan iligkili olmakla birlikte
stiresiz uyum saglama gabasindadir (Rudolf, 1977).

Eylem alanlarinin boyut ve gereksinimleri

Mikro-mobil mekanlarda eylem alanlarinin belirlenebilmesi igin gereksinimlerin
saptanmasi gerekmektedir. Gereksinimler eylem alanlarini belirlerken, kullanici
faktéri eylem alan ve boyutlarini dizenlemek igin bagvurulmas: gereken ilk
kaynak olma 6zelligini tagimaktadir. Eylem alani boyutlar: ise kullanici sayisina
bagli antropometrik veriler ozelinde degiskenlik gostermektedir. Belirlenen
eylem alanlarinin saglikli bir sekilde yasanabilir olmasi, mekanin mikro olsa dahi
minimum o6lgileri karsilamas: ile mimkin olmaktadir. Temel eylem alanlar;
yatma alani, yemek hazirlik alani, we, dug, oturma/dinlenme alani (gok amagh
oturma alanlar1 dinlenme, yemek yeme ve galigma eylemlerini karsilayabilmelidir)
depolama alani ve sirkiilasyon alani olmak tizere planlanabilmektedir.
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Mikro-Mobil Mekan Tasarim Modeli Onerisi

Onerilen tasarim modelinin, kontrolsiizce gerceklesen ve kullaniciyr mecburi
olarak mevcut barinma alaninin disina gikaran olagantstii durum kapsaminda
kullanicinin hayati gereksinimlerini karsilamak amaciyla "mecburi olarak
yonelim" gosterecedi bir mekéan olmas: diigintlmektedir. Bu kullanim amac: goz
ontine alindiginda “gecicilik” yaklagimi ile olagantstii durum sonras: 72 saatlik
hayati kriz stireci boyunca kullaniciya cevap verebilecek mekan tasarimi yaklagimi
benimsenmektedir. 72 saatlik hayati kritik stire¢ kapsaminda sinirlandirilan
oneride ilk yaklagim mikro-mobil mekénin giivenilir bélgede konumlandirilmasi,
ulagilabilir ve yeterli sayida olmas: gerektigidir. Afet potansiyelinin daha biyik
boyutlarda yansima goOsterecedi alanlarin kaos ortamindan olabildigince
uzaklagmanin, kullaniciya saglayacad: yarar dogrultusunda oOnerilen modelin
glUvenilir bolgelerde konumlandirilmas: gerekliligi ortaya gikmaktadir. Ayrica
gUvenilir bolgede konumlandirilmas: gerekliligi, kullanicinin mevcut barinma
alanini terk etme siresi ile de iligkilendirilmektedir. Kullanicinin yasamini
tehdit eden mevcut barinma alanini en kisa siirede ve en uygun sekilde terk
etmesi gerekliligi birgok temel gereksinimini geride birakmak zorunda kalacag:
gergedini yansitmaktadir. Bu dogrultuda tasarim modelinin, kullanicinin terk
edecedi barinma alaninin disinda, toplanma alanlari olarak tabir edilen veya
guvenli kabul edilebilen sahalarin "yasam kapsiilii istasyonlarinda” depolanmasi
gerektigi dustntlmektedir. Yasam kapsiillerinin imgesel ifadesi Gorsel 1'de
verilmistir. Fakat kullanicinin yasamini tehdit eden mevcut barinma alanini kisa
stirede ve uygun sekilde terk edemeyecedi durumda kaybedilecek siire, "yasam
kapstli"nln sunacagi imkana erigilemeyecedi ifadesini tagimaktadir.

Gorsel 1. Yasam kapsili istasyonlari

Yasam kapsilt istasyonu olarak tabir edilen alanlarin, afet potansiyeli tagiyan her
sehirde, ulasilabilir bélgelerde konumlandirilmas: gerekliligi distintlmektedir.
Ulasilabilirlik kapsaminda, afetin meydana getirecedi yikimin etkisi goz éniine
alinarak potansiyel risk faktorleri degerlendirilmelidir. Sadece yasam kapstillerine
ulagim degdil, yasam kapstillerinin istasyon diginda istenilen givenli boélgeye
taginmasida bu kapsamda digtinilmektedir. Mobil olma halinin imgesel ifadesi
Gorsel 2'de verilmigtir.

Gorsel 2. Yasam kapsili istasyonlarinin konumlandiriimasi
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72 saatlik kritik siire¢ goéz ontine alindiginda ise bu tasimanin “insan glci”
esas alinarak gergeklestirilmek istenmesi kagimilmazdir. Insan giictintin
potansiyelinden faydalanmay: amaglayan modelde hareket yapisinin ise “tek
parca” olmas: gerektigi planlanmaktadir. Nedeni, modiler bir yaklagimin kritik
olan 72 saatlik siiregte zaman kaybina ve kaos ortaminin olusturdugu kafa
karisiklig ile bltine varamamaya yol agabilecedi kaygisidir. Bu dogrultuda
onerilen tasarim modelinin hareket yapisi ve prensibi belirlenmistir. Hareket
yapisina yonelik imgesel ifade Gorsel 3'te verilmistir.

Gorsel 3. Yasam kapsdllerinin tek parca ve insan gicd ile mobil olma hali

Potansiyel kullanici sayisi géz online alinarak yeterli sayida yasam kapsulinin
(mikro-mobil mekanin) konumlandirilmas: gerekliliginin de alti gizilmektedir.
Bu kapsamda mikro 6lgek "birey+mekan” (veya en fazla 2 yetigkin +1 gocuk)
kapsaminda ele alinmaktadir. Potansiyel kullanici sayist odakli imgesel
ifade Gorsel 4'te verilmigtir. Olduk¢a mikro Olgekte kisitlanmis gegici yasam
kapsulinin konumlandirilmasi, tasinmasi ve kontrolii de bu sayede stirdirilebilir
kilinacaktir. Kurulumu yapilacak modelin ayni bdlgede ve ¢ok sayida yer alacak
olmasi da gevre planlamasini kaginilmaz kilacaktir. Belirli bir planlama dahilinde
yerlestirilen yasam kapstilii modeli, birey iligkileri ve degiskenler kapsaminda yan
yana gelis bigimlerinden etkilenecektir.

Gorsel 4. Yasam kapsdillerinin potansiyel kullanici sayisi

"Istasyon” olarak tabir edilen ve yasam kapsiillerinin depolanmasina olanak
taniyan alanlarin, goérevlendirilmis vyetkililer tarafindan periyodik takibinin
yapilarak mevcuttaki gida stogunun kontrolintn saglanmasi (son kullanma
tarihleri veya mevcut durumlar: gibi) gerekliligi de diisiiniilmektedir.

Toplum yapisini ciddi boyutta etkileyen olaganiisti hal durumu, su, gaz, elektrik
temini gibi yapisal olanaklarinda kaybedilmesine veya bu olanaklara erisimin
saglanamamasina/kisitlanmasina yol agabilmektedir. Bu dogrultuda tasarlanan
yeni yasam modeli tim bu gereksinimleri reddederek insanin temel yasamsal
gereksinimlerine 72 saatlik stire¢ kapsaminda odaklanmaktadir. Gegici yeni
yasam modelinde kullanicinin yeme/igme gereksiniminin birincil 6ncelikli
oldugu diigtintlerek konserve gida yaklagimi ve pet sular uzun siireli depolamalar
icin uygun kabul edilmektedir. Ikinci temel ihtiyag gevre kosullarindan
korunmak amaciyla korunakli bir barinma ihtiyac: olarak goérilmektedir. Ayrica
hijyen faktort dolayisiyla birtakim paketli Griinlerin depolanmasi gerektigi
distntlmektedir. Is1 degiskenleri termal tekstil elemanlarinin da bulundurulmas:
gerekliligini yansitmaktadir. Gereksinimlere yonelik imgesel ifade Gorsel 5S'te
verilmistir.
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Gorsel 5. 72 saatlik siirede temel yasamsal gereklilikler

Olagantstiu durumun etkisi altinda distntlen tim bu gereklilikler tasarim alt
yapisina dair ilk ve en 6nemli olusumlarin izleridir. Kaos ortaminin 6n plana
gikaracagdi yetersizlikler/engeller ve sorunlarin ongoérilmesi; modelin gtivenilir
alanlarda, ulasilabilir ve yeterli sayida olmas1 gerektigi distincesini, beraberinde
ise "yasam kapsuli” ile bu kapstillerin depolanacad: “yasam kapstli istasyonlar:”
fikrini ortaya gikarmugtir. 72 saatlik hayati stire¢ dogrultusunda modelin kullanim
stresinin belirlenmesi ise hayati gereksinimlerin kisitlanmasi ile modelin mobil
olma durumunun yap: ve prensibini belirlemistir.

Yagam kapstliniin, konumlandirilacad: bolgede gevresel faktor olarak kabul edilen
iklim ve cografi yapi ile es zamanl etkilesim halinde olacad: kaginilmazdir. Bireyi
ve mekani dogrudan etkileyen ve kendi igerisinde birgok degiskeni barindiran
cevresel faktorlerden iklim yapist dogrultusunda, oncelikli olarak modelin
ruzgara karsi etkinligi, suya/yagmura karsi gegirgenligi, karli kosullara kars:
tasiyiciidn, gunisigi kabuld, 1s1 gegirgenlidi, hava sirkiilasyonu, nem dengesi gibi
malzeme yapisini ve modelin formunu da igine alan birtakim kistaslar géz éntinde
bulundurulmaktadir. Bu dogrultuda ilk olarak modelin formu tizerinde basit fakat
etkili bir yaklagim gergeklestirilmistir. Kapstl bigimindeki model 6nerisinde formu
ortaya gitkaran 6ncelikli amag, taginabilirlige karsi malzeme segiminin oldukga hafif
olmasi planlanan modelin, siddetli hava kogullarina kars: da ayakta durabilmesidir.
Ruzgarin etkinligini arttirdidn siddetli hava kosullarinda, formun ruzgar:
emme olasih@inin azaltilarak riizgarin itici gii¢ olusturmasinin 6niine gegilmek
istenmesi, kogeli ve digey yonde ilerleyen yaklagimlardan kaginilmasina neden
olmustur. Ayrica egimli yapisi sayesinde yagmur ve kar olmak tzere diger hava
kosullarina kars: da tutuculugu engellenmektedir. Olas1 kar yagisi durumunda
modelin Gzerinde yiginti olabilmesi, egimli yapis1 nedeniyle s6z konusu degildir.
Hava olaylarina kars: modelin imgesel ifadesi Gorsel 6'da verilmistir.

Gorsel 6. Yasam kapsilinin hava olaylarrile iligkisi

Gereksinimlerin olagantistii durum kapsaminda oldukga kisitlandigi modelde,
gunisigr ile baglantinin ne miktarda kurulmas: gerektigini modelin 06lgegdi
belirlemektedir. Gida stogunun da iginde yer alacadi modelin, dogrudan gines
15191 almamasi veya belirli miktarda almasinin yararh olacag: distintlmektedir.
72 saatlik stire¢ dogrultusunda kapstlde gegirilecek siire ve kapsiilde yer alan
gereksinimler goéz ontne alindiinda ginisiginin i¢ hacme kisith ulagmas:
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sorun tegkil etmemektedir. Bu dogrultuda, formun butinligint bozmayacak
yaklagimda vyuzeyde vyirtiklarin olusturularak bu yirtiklarda lumbozlarin
kullanilmas: ve istendiginde acilip/kapatilabilmesi uygun bulunmaktadir.
Denizcilik sektérit uzaginda ve alisilmigin diginda lumboz kullaniminin hem
direkt hava sirkiilasyonunda hem de ginisigi baglantisinin kurulmasinda faydal
olacagi dustnilmektedir. Giin 15131 ve hava sirkiilasyonu ile modelin iligkisi Gorsel
7'de verilmistir.

Gorsel 7. Yasam kapsUlinln gln 1s1g1 ve hava sirkilasyonu ile iliskisi

Yasam kapsiilinde renk kombinasyonu olarak beyaz rengin tercih edilmesindeki
fayda, modelin gtines 1sinlarini dogrudan emmesinin ve i¢ hacimde olusacak
151 yogunlugunun onitine gegilmek istenmesidir. Ayrica nem dengesinin
saglanabilmesi, i¢ hacmin siireklilik esasinda hava alan yapisi sayesinde meydana
gelmelidir. Bu dogrultuda kapstl yiizeyinde hava mazgallarinin yer almasi ve ig
hacme havanin dolayli olarak ulastirilmas: yararh olacaktir. Havanin dolayli olarak
taginmak istenmesi, yagmur sularinin da i¢ hacme girmesinin ¢éntine gegecek bir
yaklagimin sonucudur.

Modelin malzeme vyapisi olarak fiberglass; ekonomik, uzun Omurld, cevre
kosullarina dayanikli, esnek ve hafif yapisi sayesinde de tasinabilir olmasi
dolayisiyla tercih sebebi olarak gortinmektedir. Ayrica korozyon direnci, 1si,
elektrik, su ve yangin yalitimi olumlu yonlerindendir. Istenilen 6lcekte, modelde
ve renkte tiretime uygunlugu, hafif olmasinin yaninda gelikten 4 kat daha gekme
dayanimina sahip olmasi da alternatif iirtin arayisinin éntine gegmektedir.

Cevresel faktorlerden cografi yap: dogrultusunda, onerilen modelin 6ncelikle
nerelere ve neden kurulacadi sorusu Uzerine bir distince slreci baslatmak
gerekmektedir. Bu sorunun cevabina yonelik olarak yer kavrami on plana
¢ikmakta ve modelin kara, hava ve su yluzeyine karsi nasil ayakta duracagdi sorusu
akla gelmektedir. Bu dogrultuda modelin kara zemin yapisi ile iligkilendirilecegi
ve zemin ile baglantisinin belirli bir ylkseklikte koparilarak konumlandirilacag:
dustnilmektedir. Bu sayede olumsuz zemin kogullarindan (yagmur sulari, atiklar
vs.) modelin gévde yapisimin uzaklagtirilmas: amaglanmaktadir. Ayrica zemin
yapisina karsi paralelligin saglanmasinda kullanilmasi amaglanmaktadir. Formun
butlnligine vyabancilastirilmayacak bigimde ayaklarin, goévde vyapisindan
gikarilarak 4 farkll yénden manuel olarak agilmasi planlanmaktadir. Modelin
zemin yapist ile iligkisi Gorsel 8'de verilmistir.

Gorsel 8. Yasam kapsulinin zemin yapisi ile iliskisi
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Kullaniciya dair géz éntinde bulundurulan antropometrik veriler 1s1ginda model
Onerisinin boyutlari, sinirlandirilmig bir yaklagim ile ortaya gikmaktadir. Belirlenen
boyutlar kullanicinin hacim igerisine girebilmesi, uzanabilmesi, oturabilmesi ve
temel gida vb. ihtiyaglar: sunan depolama alanina erigebilmesi dogrultusunda
ergonomik yaklagimlar sunarak fiziksel zorlugu en aza indirmeyi amaglamaktadir.
Bu noktada alisilagelmis boyutsal konfor beklentisinin olugmamasi, kisith hacim
yaklagimi ile modelin ele alindigi unutulmamalidir. Boyutsal disiince stirecine
giren bir diger yaklagim ise modelin insan giici etkinliginde tasinacak olmasi
ve bu siiregte tasima kolayhigi sunulmak istenmesidir. Modelin depolanmasi ve
istenilen bodlgeye taginmas: sirasinda katlanabilmesine ve kurulumu esnasinda
yeniden boyutlandirilmasina yonelik tasarim yaklagimi, bu diisince siirecinin bir
sonucu olarak ortaya gikmaktadir.

Duyusal, algisal ve psikolojik durum dogrultusunda modelin kapsiil formunun
sundugu yumusak gegislerin, kullanicida konfor, sicaklik, samimiyet ve rahatlik
algisini olusturabilecedi distintlmektedir. Beyaz rengin ise, hacmin oldugundan
daha buyiik, ferah ve aydinlik algilanmasina ayrica giiven duygusunun agiga
gikarilmasina etkisi olabilecegi gergedi tzerinde durulmaktadir. Dokunsal
anlamda kabukta malzemenin sundugu purtzsizlik ve sertlik ise hem soguk hem
de yakin bir etki olusturmaktadir. Diger tasarim 6gelerine ek olarak modelde 151k
kullanimina yaklasim ise dogal 1sik kaynagini stirece dahil ederek baglamaktadir.
Bu dogrultuda 1sik kaynadinin yagam kapsiili Gizerine yerlestirilen lumbozlardan
geldigi, kiigiik, paralel bir aydinlatma saglayarak golgelerin keskin ve ortamin
daha kontrast goriinmesine yol agabilecedi séylenebilmektedir. Ayrica glinisiginin
yer degistiriyor olmasi nedeniyle hacim igerisinde 151k-golge anlaminda dinamik
bir etki yakalanacagini soylemek miumkindir. Kullanic: faktori ile sekillenen bir
diger yaklasim ise digaridan igerinin goriilemeyecedi fakat kullanicinin digar: ile
baglantisini stirdrebilecedi camlarin tercih edilmesi gerektigidir.

Benzerlikleri ve farkliliklar: tek kimlikte toplayan model 6nerisinde, olagantsta
duruma maruz kalmis kullanicinin, kimlik ve aidiyet problemi tzerine disince
slUrecine girebilecegi gergedi tzerinde durulmaktadir. Kullanicinin kendini
ifade etme yontemi ve varlhigmin ispati olarak, tek kimlik caligilan model
Onerisinde numaralandirma yapilmas: disunilmektedir. Bu yontemle her
kullanicinin varliginin ispati olarak kimlik kazandidi bir hacme yonlendirilecegi
distntulmektedir. Mekani tamimlayabilmek ve aidiyet kurabilmek adina da
ilk yaklasim 6rnedini olusturmaktadir. Ayrica her kapsulin kullanici ozelinde
(bireysel veya sosyal dediskenler kapsaminda) yanyana yerlestirilebilir olmas:
da kullanicinin aidiyet bagini kurabilmesi igin bir yaklasim olarak ifade
edilebilmektedir. S6z konusu model, ylizey izerinde ¢ok sayida yasam kapsulinin
dizilimi tizerine de bir yaklagim ¢nerisi getirmektedir. Oneriye yonelik imgesel
ifade Gorsel 9'da verilmigtir.

Gorsel 9. Yasam kapsdllerinin dizilimi
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72 saatlik siiregte kullanicinin yagamsal ihtiyaclarina cevap arayisinin olagantsti
durum goz ontunde bulundurularak kisitlanmasi durumu, kullanici faktora
kapsaminda tekrar ele alimmaktadir.  Merkezinde kullanicimin yer aldid:
gereksinimler piramidinde, ilk sirada fiziksel ihtiyaglar yer almaktadir. Fiziksel
ihtiyaglar; yiyecek, su ve barinma ihtiyaci olarak Maslow piramidinden de yola
cikilarak rahatlikla soylenebilmektedir. Bu ihtiyaglar kapsaminda konserve gida
ve su stogunun hacim igerisinde kullaniciya yetecek miktarda yer almasi énem
arz etmektedir. Ilgili ihtiyaglara yénelik mekansal bigimlenisin imgesel ifadesi
Gorsel 10'da verilmigtir. Fiziksel ihtiyaglarin tamamlandidi noktada kullanicinin
guvenlik ihtiyaci s6z konusu olmaktadir. Burada risk teskil eden olagantsti
kogullara karsi modelin nasil bir etki/tepki sunacad: tzerinde, olaganiistii ve
cevresel faktorler kapsami altinda durularak yer verilmistir. Fakat giivenlik
maddesine ek olarak, modelin kullanic: 6zelinde paylasilacag: ve yabanci olarak
tanimlanabilen sahislarin kapsil igerisine girisinin s6z konusu olamayacag:
uzerinde durulmaktadir. Digsa dontk olmaktan ziyade ige dénuklugu ifade eden
ve gegirgen olmayan yapisiyla kapsiil tasarimi bu maddenin bir yansimasidir.
Fiziksel ve glvenlik ihtiyaglarina karsiik bulan kullanici kimlik ve aidiyete
odaklanmaktadir. Diger ihtiyaclarin olusabilmesi ve piramitte yer alabilmesi igin
onerilen yeterli stire kapstl tasariminda ¢nerilmemektedir.

Gorsel 10. Kullanici faktoér kapsaminda mekansal bicimlenis

Yagsam kapstlinde olaganustii durumun ilk ve kritik olan 72 saatlik stirecine
odaklanilmasinin nedeni, kullanicinin fiziksel ihtiyaglarindan en temeli olan
gida ve su stokunun sonuna gelinecegidir. Fakat giivenli kosullarda barinma
eylemi stirdurilebilir. Gida ve su stokuna digaridan ulasilabilirligin s6z konusu
oldugu durumlarda ise uygun saklama kosullari sunan hacim igerisine ilgili
ihtiyaglar yeniden eklenebilir. Kapstlin depolanmasi veya tasinmasi sirasinda
da en temel ihtiyag olan gida ve suya kolaylikla erisimin séz konusu olabilecegi
soylenebilmektedir.

Gorsel 11. Kullanici faktériniin modele etkisi

Kullanici merkezli olagantistilik kapsaminda belirlenen temel gereksinimler
dogrultusunda, mekéansal faktorler bu gereksinimlere hizmet eden eylem
alanlarinin, eylem alanlarinin birbirleriyle olan iligkisinin ve boyutlarinin
belirlenmesinde o6nem bir rol oynamaktadir. Diger faktoérler kapsaminda
sekillenen model dnerisinin, katlanabilen yapisi ile degiskenlik gosteren mekansal
bigimlenisinin tizerinde planlanan eylem alanlari ise yeme/igme, oturma/yatma
ve depolama olmak tizere hacim igerisinde planlanmaktadir. Boyutlandirmaya
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yonelik imgesel ifade Gorsel 12'de verilmistir. Ayn1 zamanda mekanin boyutu
fonksiyonellik agisindan goz 6ntinde bulundurulmaktadir. Bu dogrultuda oturma
ve yatma eylemi igin ayni alan planlanarak, oldukga kisitli olan i¢ hacimde eylem
alanlari, agik bir plan geklinde sunulabilir. Modelin kisith bir i¢ hacmi olsa dahi,
minimum olgtler ile kullanici 6zelinde ve mekansal sinirlar kapsaminda gerekli
eylem alanlarinin model igerisinde biitinlitk esasina dayali olarak olusturulmas:
istenmektedir.

Gorsel 12. Yasam kapsulindn boyutlandiriimasi

Mekéansal formun baskin bir bigimde etkiledigi i¢ hacimde iglevsellik ve kullanim
kolaylig1 en temel esastir. Sistemli bir yaklasimdan ziyade manuel ¢éziimlemeler
ile kullaniciya bir barinma alani sunulmak istenmektedir. Bu dogrultuda
depolama alanlarina ulasilabilirligi saglayan kapaklarin, hacme giris kanadinin
ve lumbozlarin kullanicinin itme-gekme giici esasina dayanilarak galismasi
planlanmalidir. Mekanin mobil olma durumunun yansimasi olarak depolama
alanlari igerisinde yer alan stoklarin diismesini engellemek ve hareket etmesini
kisitlamak adina da gerekli g¢ozimlemelerin ifade edilmesi gerekmektedir.
Ayrica mekanin katlanarak boyutlandirilmasi sirasinda oturma/yatma olarak
ifade edilen alanda konfor degigimleri 6n goérulerek bir takim dizenlemelerin
yapimasi gerekli gortilmektedir. Boyutlandirmanin i¢ mekana etkisi Gorsel 13'te
verilmektedir.

Gorsel 13. Boyutlandirmanin ic mekana etkisi

SONUC VE ONER]

Mikro-mobil mekanin tasarim strecini gekillendiren birgok faktér arasindan,
faydacilik esasiyla konu 6zeline gekilen "olaganiistii durum” faktort kapsaminda
ele alinan tasarim stirecinde, ilk olarak kullanim amacinin belirlenmesi gerektigini
soylemek mimkindir. Olaganiistli durum kapsaminda mekéanin tercih mi yoksa
empoze olarak mi kullanilacak olmasi, kullanim amacina bagli olarak mekéanda
gegcirilecek stire (gegicilik/kalicilik hali) mekan organizasyonunda ki énceliklerin
belirlenmesinde yararli olmaktadir. Bu dogrultuda onerilen tasarim modelinin,
olaganiistli durum kapsaminda kullanicinin hayati gereksinimlerini karsilamak
amaciyla mecburi olarak yonelim gostermesi beklenen bir mekén olmasi gerektigi
ifade edilmistir. Bu kullanim amaci goz 6ntine alindiginda “gegicilik” yaklagimai ile
olaganiistli durum sonrast 72 saatlik hayati kriz stireci boyunca kullaniciya cevap
verebilecek bir mekan tasarimi yaklagimina dikkat gekilmistir.
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Bu kapsamda oOnerilen tasarim modelinin, temelde birey c¢ikish olmasi ve
degiskenler kapsaminda en fazla 2 yetigkin +1 gocuk kullaniciya cevap verebilmesi
istenmigtir. Fakat 6ncelikli olarak “tek birey, tek mekan” yaklagimu ile kullanici ile
mekén arasinda “aidiyet kimligi” olusturulmas: gerektigi ve sosyal yap: gevresinde
sekillenerek gogalan birden ¢ok mekanin, tek mekan olarak yonetilebilecegdi
uzerine dikkat gekilmistir. Bu dogrultuda hem tek birey 6zelinde hem de birden
¢ok kullanici kapsaminda model ifade edilmistir. Kullanici sayisinin belirlenmesi,
mikro mekénin o6lgedinin tespitinde, genel ve o6zel alan yaklasimlarinda
fonksiyonel ¢oziimler getirilmesinde, temel yasamsal ihtiyaglarin hiyerarsik
dizende ve kullanici 0Ozelinde planlanmasinda yardimci olmustur. Hareket
yapisinin belirlenmesi, “mobil olma hali” durumunda tasinabilirligi planlamakta
yardimct olmaktadir. Mekan tek parga tasinabilecedi gibi modiler olarak da
taginabilmektedir. Burada belirteg, kullanici sayist ve hareket kabiliyetidir.
Onerilen tasarim modelinin, hareket yapisi olarak tek parga taginmasi gerektigi
distntlmistir.

Hareket kabiliyetinin belirlenmesi, mobil olma durumu igin énemli belirteglerden
olup, hareket yapisi ve kullanici sayisi ile es zamanli distinilmesi gereken
sinirlayicilardadir. Tekerlek veya kiirek gibi yapisal elemanlar ile insanin itici
glctnden yararlanilabilecedi gibi, modele entegre edilmis motor veya hava, kara,
su araglarinin tasima giiciinden de yararlanilabilmektedir. Onerilen tasarim
modelinde, hareket kabiliyeti olarak insan giicinden faydalanilmas: gerektigi
distntulmistir. Kaos ortaminda 72 saatlik kritik stire¢ géz ontine alindiginda en
dogru yaklagim var olan insan giiciniin potansiyelinden faydalanmaktir. Birey
+ mekan kapsaminda kurulacak mekéanin tek parca ve insan giici ile tasinacak
olmasi fikri, modelin yerlesimi yapilacak alanda tekrar boyutlandirilabilmesi
fikrine kabaca yon vermistir. Belirtegler ile yola gikilan tasarim stirecinde model
Onerisi, kendi igerisinde olaganiistii durum faktorii, gevresel faktorler, kullanici
ve mekan faktori ile bigimlenmigtir. Mikro-mobil mekan yaklagimi ile degisim
gostermis ve 72 saatlik hayati stirece vurgu yapilmistir.

"Olagantsti durum” kapsaminda, mikro-mobil mekan tasarim modeli énerisinin
nasil ifade edilmesi gerektigi ve tasarim suirecinin nasil ele alinmasi gerektigine
dair nitel arastirma yéntemine dayandirilarak bir galisma gergeklestirilmistir.
Gergeklestirilen calisma ile bir takim basliklar belirlenerek bir yaklasim modeli
Onerisi sunmak da sonug kadar strecin farkinda olmayi gerektirmektedir. Bu
agidan arastirmada stireg ve sonug birlikte degerlendirilmesi gereken bir olgudur.
Fakat ortaya ¢ikan model 6nerisinden gok konu 6zeline ¢gekilen tasarim siireci ve
tasarlama yontemleri Gzerinde durulmak istenmistir. Modelin ilgili basgliklardan
etkilenis bigimi grafik anlatim egliginde imgesellik ile ifade edilmistir. Boylece
teorik alt yapinin model tizerinde kabaca ifadesi kurulmak istenmistir.

Aragtirmanin sonug Urtni olarak gorilen tasarim modeli Onerisinin, kesin
bir sonucu ifade etmedigini, Uretilebilirligi konusu Uzerine gelisim/degisim
gostermeye devam edecedini (etmesi gerektigini) soylemek gerekmektedir.
Fakat gelecek calismalara klavuz model olabilecedini soylemek mumkinduar.
Ortaya ¢ikan model 6nerisi, teorik alt yapinin temsili bir 6rnegidir. Segilen diger
alt baglklar ile farkl klavuz ornekler olusturulabilir. Bu dogrultuda gelecek
calismalara yonelik diger alt basliklar ile yeni klavuz modellerin olusturulmas:
onerisinde bulunulabilir. Mevcut kogullarin ve olagansttii durum kogullarinin
karsilagtirmali olarak incelendigi, uretimin odaginda ve pratikte caligabilir
olmasinin 6nitindeki engellerin asildigi bir model onerisi de ele alinabilir. Ek
olarak, olagantsti durum kapsamina alinan afet tiirlerinden sadece birine yonelik
kapsaml bir ¢alismanin yiriitilmesi de faydal olacaktir.

Arastirmacilarin Katki Orani Beyani

Calisma iki yazarl bir ¢alismadir ve yazarlar ¢alismaya esit oranda katki saglamistir.
Catisma Beyani
Herhangi bir potansiyel ¢ikar gatismas: bulunmamaktadir.

Etik Kurul Beyani

Etik kurul onay: gerektiren bir galigma degildir.
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ABSTRACT

Architectural practices that sustain economic power structures often overlook
the complexity of place, prioritizing rationality and utility for funding while
perpetuating issues like climate crises and income inequality. In contrast,
art offers critical perspectives unconstrained by immediate practicality. This
research examines how contemporary artists understand and create space
to reach a spatial design approach that activates subjects and fosters new
connections between humans and non-humans. In the scope of this research,
seven contemporary artists who produce artworks related to either the body
or space have been chosen. The discourses of artists exploring the body-space
relationships serve as primary sources. Two methods are employed: logical
argumentation and analysis by analogy. The latter involves visualizing the
analysis of textual discourses through messy word maps to extract insights
from artists’ concepts and tactics. "Artist topographies” contribute to a collective
"cognitive topography,” revealing commonalities around themes of exploitation,
oppression, profit, borders, otherness, agency, and complexity. The conclusion
presents suggestions for an alternative spatial design approach based on the
discourses and cognitive topography.
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INTRODUCTION

In Stelarc's (2017) performance Remixed and Rewired, in which he looks like a
cyborg, all of the artist's senses are split; his eyes see other cities, his ears hear
other places; prosthetic arm attached to his body is moved by visitors of the
museum via a digital interface (Figure 1a). While electronic and digital prosthetics
continue to transform the human condition in the 21 century; behind the scenes,
maintaining the system requires the continuous exploitation of human labor
and natural resources. Crawford and Joler (2018) present the entire life cycle of
a small electronic device called Amazon Echo in the anatomical map: Anatomy of
an Al System (Figure 1b). All human labor, data and planetary resources used for
each stage from the device's production to its end of life as a waste are shown in
a comprehensive graph. The infographic is accompanied by an explanatory text
consisting of 21 chapters. Just as Echo transcends its physical existence in terms
of its impact, an architectural production does too; setting a domino effect with
each event and actor participating. The exchange value in the economic sense
does not account for all the resources or participants. The climate crisis and
other challenges have made it unsustainable to think about architecture from an
anthropocentric perspective, as with other disciplines.

Anatomy of an Al System and Stelarc's performance draws a framework where
both the micro and macro scales are relevant and related to each other. Staying
with a similar sense of scale, it's evident that the body and space share a similarity
and imply a continuum as they are both subject to the impact of political
dynamics, social structures, economic forces, cultural norms and emotional
experiences. There's an immediate and tangible contact between these factors
and the body-space continuum which makes it possible to read the systematic
and thematic effects and changes from the embodied perspectives in art rather
than a top-down analysis. The main character of Murata's (2019) novel Cashier
cannot adapt to the static rules of society but becomes almost an inseparable part
of the market which functions day and night without a break, where she's quickly
adapted to its clearly outlined rules and worked for many years. She cannot think
of her own life apart from the rhythm and order of the market, her body becomes
an integral part of it, and she finds happiness there. The character "chooses” to
become part of the grocery machine instead of the social order which permeates
all parts of life.

Anatomy of an Al system

Figure 1a. Stelarc, Re-Wired Figure 1b. Kate Crawford and Vladan Joler, Anatomy of an Al System: The Amazon
/ Re-Mixed: Event for Echo as an Anatomical Map of Human Labor, Data and Planetary Resources, 2018,
Dismembered Body, 2016, Digital image file, Al Now Institute and Share Lab.

Performance, Perth Institute

of Contemporary Arts, Perth
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The disruption brought about by the specialization and division of labor and
the disintegration in the perception of space is added to the urban experience.
Sennett (2014: 13) argues that the technological advancements of the 19th century
transformed bodily movement into a passive encounter. In other words, the
acceleration of machines and means of transport reduce the need for attention and
sensory engagement. The logistics of speed detaches the person from the places in
which they move, so the bodily experience also influences the perception of space.

While the pressure of the system weighs on the body and space, architectural
design processes often conform to the establishment. Architectural designs are
expected to be rational, functional, and aligned with the values of the economic
system to be realized. Spencer (2018) highlights that some of the key actors
within architectural culture serve the aims of the neoliberal agenda, intentional
or otherwise, which has a big impact on architectural practices, pedagogy and
theory. These key actors view aesthetics as something that needs to be completely
stripped of knowledge and critical thinking. Dale and Burrell (2003) define the
encouragement of substance use in Huxley's novel Brave New World as an ironic
manifesto for anesthesia. Similarly, they also suggest that buildings that seek to
create a captivating effect often numb the person who comes into contact with
them. Existing power relations and rules are continuously reproduced by all sign
systems and normalized. In other words, they become transparent (Baudrillard,
2010). This process desensitizes the subject while emotions and conditions
outside of the system are disregarded. In an architectural space constructed in
this way, the agency of the subject diminishes. Vassaf (2020: 67) describes this
phenomenon as “what a barrack is to a soldier, an apartment is to a citizen".
Spaces in close contact with the subjects conceal this condition from them. It
becomes the plane of existence for the aimless production-consumption cycle.
The architecture of neoliberalism helps in making and remaking the sameness
culture. The research looks for a spatial design approach that doesn't limit the
potential of the space to neoliberalist and capitalist aims, ways and values.

In contrast to the pressures within architecture, art is not bound by the need for
quick, practical solutions or the exclusion of negative emotions. It possesses the
ability to be critical and authentic, offering a space for the existence of otherness
and enabling its exploration and discussion through a unique language (Guattari,
1995: 106). Within this context, the research aims to uncover how contemporary
artists conceive and shape space in their own works, with the ultimate goal of
developing an ethical design approach that emancipates the subject and fosters new
modes of connection while remaining adaptable. Haraway's (1987) Cyborg Manifesto
explores the notions of body, production, and consumption as embodiments of
change, representing both the present and the future. The research's methodology
aligns with the comprehensive approach employed by Haraway.

Emergencies like income disparity and climate crisis indicate that the emancipation
of the subject cannot be limited to the human subject because the limitation
of the liberation to only the human is the framework that perpetuates the said
emergencies. "During the long adventure of Western metaphysics, the huge
responsibility that has been placed on the human subject and its failure to fulfill the
requirements of this responsibility in a way that adequately embraces the entire
cosmos has gradually led to doubts about the unshakable privilege of the human
subject” (Balanuye, 2008). According to Braidotti the human subject in this context
excludes positions such as women, animals and nature (Harvard GSD, 2019).

As the ecological crises caused by human activity challenge the notion of human
superiority over nature, the blurred boundaries between humans, machines, and
organisms profoundly disrupt established philosophical frameworks, rendering
them increasingly fragile. The human body transforms its existence into an
augmented reality with its extensions. These extensions cause human beings
to exist on a plane that transcends their biological body, both in the mechanical,
virtual or digital sense. Taken literally, this can equate to the advances in
biotechnology such as organ transplantation, vaccines, psychiatric drugs; less
obviously instant feeds on the internet, on-demand music and video, financial
tools can also be considered inseparable extensions of people's emotional and
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intellectual bodies. According to Haraway (1987) at the end of the 20th century,
everybody is a cyborg that is the hybrid of machine and organism. According to
her, technology is two-pronged, the first is a conventionally masculine, war-loving
perspective, and the other is the social and bodily reality in which we are not
afraid to be kin to animals and machines. In her recent work, the writer invites
humans to a compost partnership with non-humans (Haraway, 2016). Random
and even bizarre collaborations that are not rational or predefined create new
meanings for the body. In a similar context, Braidotti defines the posthuman as a
meeting point between anthropocentric critique and the critique of the humanist
tradition (Harvard GSD, 2019). With the help of feminist theory, new materialist
philosophies and environmental social sciences; a new vocabulary criticizing the
anthropocentric perspective is emerging.

Although technology has a liberating potential, its use for the goal of reinforcing
the existing power structures has a big impact on the planet. This usage begins
to define a paradigm that forces everybody who wants to survive to reproduce
itself. Haraway (1987) draws attention to the translation of the world into a coding
problem. Morton (2020: 31) makes it clear why this is problematic: "An algorithm
is an automated past”. More precisely, the precision, stability, and predictability
required by sequential operations mean that the algorithm is restricted to
controlled operations, or “the future is barred,’ according to Morton. If it is
presumed that the future is at least as important as the past, imagining new
fictional architectures is critical.

Methodology

Artistic creations offer a different field of expression than architectural works
in terms of temporality, scale, and concepts; yet they both operate within the
capitalist mode of production and consumption. Therefore, the study examines
contemporary artworks related to body and space to understand how artists
create spatial fictions and realities. Works from seven artists have been selected
and analyzed. Discourses through various sources such as lectures, interviews,
statements of the artists and reviews about the artworks were examined. The
discourses as a whole are being opened to discussion with the method of logical
argumentation that Groat and Wang (2013: 379) define. Instead of a design-
polemical theory based on architectural designs, the study searches for a design-
polemical theory based on contemporary artworks.

In addition, words and phrases that fit to “concept, tactic, tool, link, and
descriptor” categories are marked and drawn from the discourse texts: After
the sources were selected and saved in the reference manager, the texts were
transferred to a transcript file for each artist. This file allows searching through
all sources at once. Parameters are then marked in the transcript file (Figure 2a).
The concept parameter drawn from the source texts are related to which subjects
the artist says they are interested in. The concepts that the artist uses in more
than one source help to understand their focus. The second parameter, tactics,
refers to the methods by which the artist relates to concepts or how they both
understand and respond to the problems they see in the dominant narrative and
the methods they use while constructing their works. Tactics can also be thought
of as the methods used by the artist to create new meanings or methods to
present fictional alternative realities. Thus, tactics are essential parameters for
architectural design, as they can be used flexibly in different contexts. Other than
two main parameters, the other three; tools, links and descriptors put everything
in context and help to have a clearer picture. These layers overlap in the cognitive
topography, which is the visualization of the research (Figure 2b). The topography
map of artist discourses that belong to the same era and economic context points
out the commonality and differences in the conceptual (what) and tactical (how)
layers, which constitute a critical part of the research.
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In addition to producing videos that blend Utopian and dystopian modes of

speculation, Neil Beloufa also establishes, through architectonic structures, specific conditions
for viewing those videos—and for being viewed in turn. In “The Colonies,”
Museum of Modern Art through June 12, these conditions are defined by a group of clunky metal
epoxy resin, and Plexiglas fixtures, occasionally adorned with crushed aluminum cans and cigarette
butts as well as speakers, cameras, and other electronic components. A wall text informs visitors that
some of these pieces can be used as benches and seats. But it’s not always apparent what’s sculpture
and what’s furniture, and the invitation to touch runs counter to ingrained habits of polite museum
behavior. The awkwardness of deciding how to engage the installation—whether to sit on or look at
it—is heightened by the eventual realization that everyone in the space is also being recorded on

on view at New York’s

closed-circuit video.

Positioned throughout the installation are Plexiglas cylinders and spheres with small cameras on
rotating arms inside them. On the interior surfaces of these structures, Beloufa has affixed an
assortment of banal images: stock photos of women jogging, a snapshot of a funny-looking dog, a
printout of some attractive partygoers. The moving cameras’ output runs on two monitors hung on
one side of the gallery. The result is a live video collage, where images of museum visitors—captured
at extreme angles, distorted by the plastic’s sheen, obscured by the scrapbook array of feel-good
pictures—appear in real time.

Being surveilled is supposed to make us feel tense, but there’s a funhouse quality to Beloufa’s work
that renders the experience pleasant and goofy. (It might even make visitors temporarily forget that
MoMA'’s “real” security cameras aren’t missing a thing.) It’s hard to feel threatened while sitting on
one of his benches, which include seats made of repurposed bicycle saddles. The visual language of
“The Colonies” is familiar and inviting. There’s even a “Friends” DVD positioned in one the Plexi
vitrines.

Figure 2a. Marking the parameters on an
artist's transcription file
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Figure 2b. A part of the Cognitive
Topography, consisting of superimposed
layers of the marked parameters from
the transcription file

The study identifies the concepts and tactics employed by the artists using source
texts like interviews and presentations. After introducing each artist’s background,
their concepts and tactics are explained. The research explores their understanding
of the body-space continuum and its construction by focusing on two of each

artist’s works and referencing several others.

TheLab-lab is an architectural office that produces scenarios about society, people's
desires, needs, habits, rules, beliefs, problems, futures, and traditions; in short,
about life (n.d.). The office then creates spaces suitable for these scenarios. It brings
back emotions to architecture with both content and narrative techniques. The
Celebatorium project spatializes society's desire to exclude the loners and is an
isolated final waiting place, a final housing for unwanted, unloved singles (MIT List
Visual Arts Center, 2020) (Figure 3). The project depicts a seamless communication
between society and marginalized bodies maintained by technological tools based
on a circular economy. Sentimental photographs are transmitted to residents
through a channel in an urban space. Alcohol and sad photos provoke residents
to cry and produce tears. Tears are collected through mechanical tools and then
used to make fire extinguishing water, unlacing water and producing hot pepper.
The designer's non-judgmental approach reveals the dystopian results of the
flawless communication between technology and society's desire to ostracize.
The project reveals the ironic consequences of a market-driven architecture while
critical thinking is out of the equation. According to the architect, even though the
scenario is fictional, technical drawings are realistic architectural work (Faruki,
2018c). His Buffalo course offers a tactically rich example that can be seen as the
behind-the-scenes of his architectural practice (Faruki, 2018b). The course brings
together a diverse set of precedents. It opens a space for designerly dialog between
them and students by following provided works of precedents with a response
to them by students (Faruki, 2018a). The diversity of inspiring examples implies
the multilayered and dynamic quality of space. Reconstructing the space with
transdisciplinary inspirations and handling the context in a way that includes
culture and subcultures bring a rich design approach. Tactics such as play,
experiment, speculation, critique are highlighted throughout the course. Emotional

qualities are revealed with the inspiring works of precedents.
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Figure 3. TheLab-lab for architecture, Celebatorium: Tear droplet collection unit,
2014, Digital image file

Similar to Faruki, Sondra Perry tackles the way culture and politics damage the
human body and others. "I talk about blackness and technology, or blackness
as technological a lot because our bodies, our flesh (Il say our flesh) is
technologically connected to these things that I'm talking about. Our coming over
here was related to our object associations. We were machinery. We were chattel.
We were production spaces.” Perry (2018) says in an interview. She is interested in
blackness, oppression of black people, racism, collective trauma, labor, capitalism,
being in the minority and the relationship all of these with technology.

She creates a complete spatial reality by using multiple monitors, mechanical
parts, sounds and speech. She explains the reason for making installation art as
creating a space where a group of people can co-exist and this space enables a
kind of “cosmic commingling of minds” (Seattle Art Museum, 2018). In Wet and
Wavy Looks for Triple Monitor two videos follow each other on a monitor which is
connected to a workstation (Perry, 2016). One of them is the modified animated
image of Turner's painting describing the Zong massacre. Black bodies and water
mingle in the painting, which depicts the murder of slave workers for insurance
money. In the gallery space, the screens connected to the rowing machine draw
attention to the instrumentalization of the body of the office worker, who works
and exercises to stay healthy to keep working. In Eclogue for Inhabitability, the
story of Central Park built on black bodies is told by a modified backhoe (Pothast,
2022). The human body, body of nature, metal mechanical bodies are all objectified
to keep the capitalistic system working.

Unlike the documenting approach in Eclogue and Wet and Wavy Looks, Perry and
her collaborators American Artist, Caitlin Cherry, Nora N. Khan; imagine a home
beyond the capitalist system with the installation A Wild Ass Beyond: ApocalypseRN
(Figure 4). The zine accompanying the installation contains the manifesto of the
artists (Perry et al., 2018). It calls for a future where everyone contaminates each
other in a baroque maximalist world different from war-loving exclusionary
apocalyptic culture. The zine emphasizes the concepts of "metabolic adaptation,
modularity, breakable and castable icons” which is in line with the fragmentary
approach of the installation. The zine also contains an interview with media
theorist Fred Turner by artist Nora Khan in which Turner draws attention to the
absence of a critical field in science and technology.
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Figure 4. American Artist, Caitlin Cherry, Nora N. Khan, and Sondra Perry, A Wild Ass Beyond:
ApocalypseRN, 2018, Installation, Performance Space New York, NY.

For this exact reason, artist and quantum physicist Libby Heaney shows how
capitalism-driven science and technology perpetuate existing inequalities and
prejudices in her work FIGURES, figur€$, go figure? (Somerset House, 2020).
In this video essay, she shows how human bodies are reduced and ignored by
algorithms. Throughout the video, the artist deconstructs the ideal body with
many different references. The notion of an ideal human body in Western art is
maintained by contemporary algorithms. Classification of the human body for
economic circulation means the destruction of its subjectivity. She uses quantum
computing, complexity and ambiguity as an antidote to standardization and
categorization as well as to open up new modes of artistic expression. With the
installation work CLOUD utilizing computation, randomness and metaphors
related to quantum physics, Heaney (2019) constructs a new spatiality, open to
play and experimentation (Figure 5). "Heaney's practice uses humor, surrealism
and nonsense to subvert the capitalist appropriation of technology, the endless
categorizations and control of humans and non-humans alike” (Heaney, n.d.).
She has made her works accessible through numerous instructional videos and
interviews she has provided. Additionally, the sensitivity of her art contributes
to accessibility. touch is response-ability presented as an Instagram story, requires
the touch of the viewer (Libby Heaney, 2020). As the title of the work implies,
Heaney draws a link between responsibility and the act of touching, hence
between ethics and aesthetics, quoting the concept of response-ability from Barad
here. According to Barad (2012), response-ability is about agency. In the context
of Heaney's art, the body transcends being a mere figure and becomes an active
participant, experiencing and responding. By foregrounding active participation,
the artist counters the diminishing agency caused by surveillance capitalism.
Through the utilization of technical tools like quantum computing, Heaney
constructs an ethical and critical framework that operates outside the confines of
existing power structures. CLOUD installation exemplifies how the critical use of
technology expands the expressive possibilities within spatial design.

Figure 5. Libby Heaney, CLOUD, 2015, Interactive installation
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Known for her hyper-realistic sculptures Patricia Piccinini invites visitors to
empathy and activates them by drawing attention to the relationship between
humans and non-humans. She often explores themes such as human-animal
relationships, motherhood, the bond between mother and child, birth, and
the experiences of womanhood (QAGOMA, 2018). Specifically, her focus lies
in the ethical obligations associated with the emergence of new life through
biotechnology, gene technologies, and other interventions to nature. "Empathy
is at the heart of my practice. I don't think that you really can - or indeed should
- try to understand the ethics of something without emotions” (Piccinini, 2007).
By using facial expressions, postures and spatial possibilities, she creates an
emotional space similar to literature or cinema. Hybrid bodies or chimeras
establish affinity between species by pointing to the boundary disruptions that
Haraway (1987) refers to in the Cyborg Manifesto. Within her artistic practice, the
body is not merely a symbol.

In the artwork Pneutopia, after entering the cabin, visitors find themselves under a
huge, inflated balloon instead of a roof. The significance of this idea becomes more
profound when juxtaposed with the artist's recurring exploration of themes like
motherhood and fertility (e.g. The Young Family, Big Mother, Kindred, The Bond). In
the context of motherhood, the body is the first place the baby meets. The genuine
convergence of body and space offers a fresh perspective on the environment, as
it is no longer an external entity to be disregarded. This convergence becomes
the starting point for contemplating space as a subject/object capable of evoking
emotions of care and compassion. Noting that it takes a few months for the baby
to realize that it is a different being from his mother, the artist says, “So we all
understand what it's like to have no boundaries, we've experienced it" (Cairns Art
Gallery, 2019).

Figure 6. Patricia Piccinini, Pneutopia, 2018, Installation, Curious Affection
at GOMA, Brisbane, Australia

Alone with the Gods is a collaborative artwork that uses the narrative possibilities
of a literary story and installation (Piccinini & Hennessey, 2016). The story is
about a closed society working towards becoming self-sufficient. The cult-like
society is led by the big guy whose “skills and his systems — while impressive —
just didn't seem to keep to up with our needs — with us. So we had to reduce those
needs: reduce ourselves.” Then everything is radically transformed when the big
guy gives birth to a daughter and she eventually takes his place. Unlike the big
guy, the daughter is associated with “Excrescence, diversity, unnecessary, useless
abundance, bizarre variation for its own sake”. If the rational man is associated
with the failed dreams of modernism, the existence and tactics of the girl reflect
the dreams of artists for the future.
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The artists discussed so far have tried different ways to activate the person who
encounters the artwork. Piccinini uses empathy, Heaney creates an installation
open to play with CLOUD, with touch is response-ability, she chooses Instagram
story as her medium and transfers art to the outside of institutionalized spaces.
Neil Beloufa, on the other hand, reveals the irony in the system with a process-
oriented performative and playful approach that reduces the symbolic value
of the final product. He was sent with the school as a class to Mali to make a
documentary. Being aware of the assumptions and burdens of making a
documentary in Africa as a Westerner, in his documentary film Kempinski; the
artist transforms the problematic situation in the project description of the lesson
with a grammatical error, breaking the rule and then re-constructing it (The
Museum of Modern Art, 2016). "I don't like authority. I'm interested in creating
an authoritarian system, and then breaking it. I like displaying my authority in
order to challenge it." Beloufa (2015) states in an interview. The authority he is
interested in breaking are the rules that are taken for granted in the system: "My
enemy is efficient, is industrial, is communicative, is designed. It's something that
you don't think about when you use it—that's my enemy. My way of fighting is to
fail, or to play with it.”

Figure 7. Neil Beloufa, Global Agreement, 2018, Installation, Schirn
Kinsthalle Frankfurt

In the Global Agreement exhibition, the gallery space engages visitors and soldiers
in a dialogue about their everyday situations, opening a new kind of public space
that cannot exist elsewhere. He states that every representation of the army
includes either praise or criticism, and he wants to make a sincere representation
where the people in the army can be seen (Schirn Kunsthalle Frankfurt, 2018). The
exercise device-like structure makes the visitor feel as if they are in dialogue with
the soldier in the video. The form of the instrument does not allow the visitor to
sit back and watch passively and comfortably (Draganova, 2018).

The film in the Colonies exhibition depicts the dystopian life of a closed community,
which Beloufa defines as a neoliberal utopia (Goethe-Institut Schweden, 2020).
Transparency is idealized, while the "freedom” of residents consists of well-
defined options. What makes this utopia safe and secure is the control through
surveillance. In the exhibition space, visitors are watched by cameras and
watch themselves on monitors, just like the people in the movie. According to
Thomas Lax (2016), curator of the exhibition at MoMA, "Rather than representing
surveillance as a total threat out there, Beloufa renders it as something specific
that is mediated by people and thus, perhaps, more susceptible to critique or even
dismantling”. In this context, the body is revealed both as an accomplice and as a
spectacle. the body must be tamed and controlled like nature. According to the
artist, the installations that he customized for different exhibition spaces along
with the film are derivatives of each other which mimic the way the system
hides standardization (The Museum of Modern Art, 2016). Apart from imitating
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the system and juxtaposing different elements, Beloufa uses tactics such as
distorting, blocking, dramatizing, and parodying.

Hale Tenger creates dialogue and confrontation spaces similar to Beloufa's Global
Agreement. In addition to readymade ones, she brings various mediums and
objects into the gallery space such as projection, mechanical tools to provide
movement, photographs and sound. The artist doesn't limit herself in terms
of tools or medium and uses whatever is available to create a strong spatial
narrative. In the work Decent Deathwatch: Bosnia-Herzegovia, Tenger juxtaposes
the audio recordings of the interviews she did with the victims of war who came
to Turkey; with the news reflected in the media: "During my visit to the camp, I
experienced the terrible gap between media coverage and direct contact with the
victims, and I wanted to reflect this aspect of the work in the exhibition” (Tenger,
2019). With her work The Closet, similar to Decent Deathwatch, she keeps the
memory of the aftermath of a crisis by transforming them into tangible spaces
that facilitate open discussions.

Figure 8. Hale Tenger, Decent Deathwatch: Bosnia-Herzegovia, 1993, Installation,
Kunst Werke, Berlin

Through the utilization of various forms of expression, she creates an immersive
experience that facilitates a deeper understanding and accessibility to these
complex issues. In this context, space exists as a medium of discussion, emotion,
experience and even collective memory, the meaning of which is constructed by
the artist with a critical and questioning approach. Similarly, We didn't go outside;
We were always on the outside/We didn't go inside; We were always on the inside
depicts a politically tense time in recent Turkish history. “To fully comprehend
the artwork it was not enough to step into this isolated area from a narrow
corner of the barbed wire closest to the wall. it was necessary to open the door
of the guardhouse and enter. The first contact of the audience with the work was
this moment of decision” (Antmen, 2007: 71). Thus, the tense political climate
in question unfolds in the gallery space as the visitor comes face to face with
their reflex against authority. The installation Where the Winds Rest is based on
Edip Cansever's poem of the same name. On the one hand, Tenger relates the
installation to social traumas that concern Turkey such as political murders,
repression and acts of violence; on the other hand, she associates it with the
"climate disaster caused by human-nature collision”’, which she describes as the
most vital issue of our time (Tenger, 2020).

Sarah Sze, an artist with a background in painting and architecture, was chosen
to represent the US at Venice Art Biennale in 2013. Instead of adhering to the
original building plan, Sze created a new route for the visitors. She intended
to subvert the principles of the structure, such as hierarchy, centrality, and
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symmetry, which had already been disrupted due to the loss of all but one tree
in the garden (Sze, 2016). "It's a very filmic idea: the meaning happens in the edit”
she states in the same interview. In line with her other artwork, Sze employed
a multitude of objects to construct intricate installations as her focus lies not
on the individual states of the objects, but rather on the meanings that emerge
from their interconnected relationships (Nasher Sculpture Center, 2016). The
participants follow the choreography created by the artist while witnessing the
formation process of the work and the objects that transform space by colonizing
it in various ways. The use of mass-produced, ordinary materials makes
installation accessible and intimate, unlike classical painting and sculpture, which
require technical expertise. “The other thing that's interesting is, I've never had
things taken from my work, but what I have had often is people leaving things—
they add.” (Sze, 2016); the use of easy-to-find, small objects make it possible to
erode the border between artist and visitor which leaves space for the visitor's
own imagination rather than dominating it. Instead of defining the space
externally with a structure, objects create meaning by starting a new dialogue
with the space.

V.I—Zr'- 4
e oyt b

Figure 9. Sarah Sze, Centrifuge, 2017, Installation, Haus der Kunst, Munich

She places mass-produced, easy-to-find objects in scaffolding and thus tries
to spatialize the abundance of objects that is a defining feature of our age. Her
installation Centrifuge adds projected images and videos to the mix. Digital images
are embodied by torn paper and visible projectors. Based on its name, it can be
said that the artist aimed to separate and sort out the multiplicities. Writer Zadie
Smith mentions her children likened Centrifuge to an exploded iPhone (Hessel,
2023). As the artist constructs a space through the arrangement of selected
elements within the artwork, the visitor, in turn, creates a new meaning through
their bodily movements and gaze, shaping a fresh montage of experience.

COGNITIVE TOPOGRAPHY

Artists and their works constitute the “cognitive topography” of the research
(Figure 10). Discussion of common concepts in the artworks, points to the current
affairs of the beginning of the 21st century. While examining the concepts
emphasized by the artists, it becomes evident that the focal points revolve around
the themes of “capitalism, exploitation, oppression, surveillance, control, injustice,
classification, profit, labor, hierarchy and value". Heaney openly states that the
classification that surveillance capitalism maintains over the ideal body image
is unfair (Somerset House, 2020). Perry similarly draws attention to the parallel
between the bodies of slave workers and the bodies of office workers, who must
keep their health to keep working. In the Celebatorium project of Thelab-lab,
benefits are obtained from the bodies of lonely people through the provocation
and collection steps, similar to farm animals. In all of these examples, space and
the body, like technology, are a means of exploitation.
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Figure 10. Cognitive Topography of the research

In relation to the first set of concepts, the act of classifying for exploitation
necessitates the marginalization and exclusion of a particular group. In
other words; the intellectual framework of categorizing diverse entities and
their socially constructed labels serves to uphold the hierarchical structure
of exploitation. The concept of boundary becomes important here. Gated
community is a common theme addressed by the artists. Beloufa's film part of
the Colonies exhibition shows that the exploitation of the outside is not sufficient
to ensure security, it's also necessary to establish a controlled society inside.
Tenger's artwork we didn't go outside; we were always on the outside/we didn't go
inside; we were always on the inside underscores the futility of drawing a clear line
between inside and outside, revealing that there exists no space untouched by
the prevailing dominance of established order. In the artwork Alone with the Gods,
Piccinini and Hennessey illustrate how ensuring the cult's continued existence
necessitates control and brute force. However, as the narrative unfolds, a new era
starts with a pivotal birth event that ultimately shatters the rigid boundaries and
opens exciting possibilities. Similarly, Sondra Perry and fellow artists imagine a
new world with the installation A Wild Ass Beyond: ApocalypseRN where people
contaminate each other to become new. It's a place to heal and an alternative past
for Afro-American people whose labor was exploited through enslavement. At
the end of Heaney's video essay Figures, another realm beyond the status quo is
portrayed. This alternate reality, reminiscent of the baroque maximalism found
in ApocalypseRN, is a space where amorphous shapes intertwine and coexist
without outside control.

Technology plays a critical role in this system of exploitation. While Piccinini
primarily focuses on biotechnology; theorist Fred Turner draws attention to the
absence of critical discourse within science in an interview in the ApocalypseRN
zine. Heaney, who is also a quantum physicist, agrees. The anthropocentric
perspective perpetuated by technology and science exacerbates urgent problems
such as the climate crisis and social inequality. These phenomena arise from
the artificial boundary drawn between the privileged human species and
the environment, as well as marginalized communities. Perry’s installation,
titled Eclogue for InHabitability addresses these issues by highlighting the
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interconnectedness of the exploitation of land, human bodies and technology.
The spatial reality created by the artwork is the place where all these phenomena
are opened for discussion. Tenger constructs places for collective memory
through their practice. Similarly, Beloufa utilizes the gallery space as a site of
confrontation and encounter. In the practices of both artists, the space is a
medium for intersubjective play, capable of facilitating dialogue, as seen in Global
Agreement, or provoking confrontation, as seen in Where the Winds Rest. Likewise,
the spatial realities of Piccinini's are a site of play that provides a platform for the
artist to address critical discussions.

For Sze, space is much more introspective. Portable Planetarium is about entering
the model instead of seeing it from the outside according to Sze (The Museum of
Contemporary Art, 2021). The inner spheres are big enough to allow only one or
two persons to be present at the same time. The scale evokes a sense of sincerity.
In an email to Sze, Bruno Latour interprets this change of perspective regarding
the scientific model of the earth as an emphasis on the fragility of the planet.
Piccinini's analogy between the maternal body and the planet is also relevant
here. The additions Sze makes to vitalize the space can be viewed as a means of
emancipating the subject. In Triple Point, the artist arrays each step of production
for an artwork, showcasing a creative approach free from technical expertise
thereby normalizing the act of artistic making. The cognitive topography of the
research shows that artists draw attention to concepts such as emancipation
and agency which are linked to the aim of disrupting the status quo. Likewise,
with the CLOUD installation, Heaney regards space as a realm where the visitor
can actively engage through playful exploration. As Piccinini highlights the
inseparability of ethics and emotions, the interactive spaces crafted by Heaney
and Sze align with principles of ethics and responsibility. The tactical layer of
the cognitive topography offers insights into how artists relate and respond
to the elements of the conceptual layer. Accordingly; "playing, experimenting,
deconstructing, documenting” are the most used tactics.

CONCLUSION

The artists reveal that the existing power relations molded by neoliberal
aims exert pressure on the body and space, resulting in the pacification of the
subject. Therefore, there is a need for architectural practices that empower the
subject and restore its agency. In the context of architecture, the existence of
a transdisciplinary experimental space outside the market is vital for agency
because challenging the existing dynamics can be possible only outside of the
status quo. As demonstrated by the artists, the utilization of technology for profit
purposes exacerbates pre-existing inequalities. Experimental use of technological
tools has exciting potential for both theory and practice. If negation draws
a boundary between humans and others, thinking about affinity is a start to
building an environment that is habitable for everyone. In the same vein, breaking
the boundary between architect and non-architect will be the beginning of a
better built environment. Expanding the definition of architectural production
will make the discipline more inclusive.

When the spatial design is based on a single conceptual idea, it becomes more
rational and rigid; closed to any questioning and ultimately pacifies the subject.
For this reason, it is crucial to embrace spatial design approaches that are
unafraid of fragmentation and inconsistencies. This will erode the authority of
the architect and the boundary between them and the person who experiences
the building. If the prerequisite for a quality-built environment is the presence of
people who are interested in architecture and love to talk about it, these oddities
in the building will attract a mass that is numbed by the monotony of overused
templates. Similarly, instead of going through cycles of demolish-forget-build
new, re-use and re-vitalize will increase its questionability. Instead of a consistent
and rational space, a fragmented and inconsistent space will be open to criticism
and criticism will build the new.

Space is not just a medium that serves social, economic and political order;
it also contains the traumas of society, preserves collective memory, embodies
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expectations about the future and is an inter-subjective field of emotion. The
spatial context encompasses more than just historical and formal relations. It is a
multifaceted and expansive concept that encompasses the hopes and wounds of
society. In this context, the responsibility of spatial production is not only about
physical comfort. Both the potential it holds for fostering diverse relationships and
the meanings it produces or fails to produce are also part of the responsibilities it
entails. Hence, it is crucial for architects and other actors in the spatial production
process to comprehend the contextual dynamics. Culture, as both the source and
catalyst of this context, is continually reproduced by a diverse set of subjects and
plays a primary role in these processes. Therefore, architecture that activates
the subject establishes a symbiotic relationship with culture. In order to realize
the dream of an accessible, breakable, moldable architecture; it is not enough to
use transparent materials and visual designs. It is essential to bring the forces
of the system into visibility and nudge them collectively. This responsibility also
liberates architecture because architects no longer have to think of the discipline
as something solid that can only be done with walls and structural elements.

In the context of architecture, the designer can only respond to the issues if
they are aware of them. Perhaps what separates the architect from the product
designer is that, despite the currents of the systems of oppression, they can create
aresilient field of agency for the subject. Hence, the necessity of the architect’s role
for the built environment can be related to not technical proficiency, but rather
ensuring ethical agency. If we acknowledge that the complex and ambiguous
nature of life and reality inevitably permeate processes of spatial production and
the space itself; the lack of tactics required to construct non-positive emotions
and worlds of feeling in an architect's toolbox means that a critical transfer of
information about the production processes and the material reality of the space
itself is out of the question.

If the goal is to create a space that is adaptable, changeable, breakable, moldable
by all, it requires new modes of contemplating material processes and, more
importantly, collective local movements. The role of architectural design and
architects should involve employing nuanced tactics that resist certain forms
of use (such as the tendencies of capital) while remaining open to the public. To
accomplish this, architects must embody an understanding of the ecological,
economic, political, and social contexts. Given that space is a multifaceted and
layered phenomenon, it necessitates a broad range of references.

The potential of technology can be described with the ethical-aesthetic quality
related to its capacity to create sensible spaces. In other words, its capacity to
make the continuity of body-space sensible. Thus, it can be possible to erode
the arbitrary border between things that paints nature as an externality. The
different qualities of technology other than function have the potential to provide
a new aesthetic that will enable the space to develop a more participatory and, as
a result, a more ethical approach by increasing the agency of the subject.

Authors' Contributions

The authors contributed equally to the study.
Competing Interests
There is no potential conflict of interest.

Ethics Committee Declaration

The study does not require ethics committee approval.

REFERENCES

Antmen, A. (2007). Hale Tenger: Igerdeki yabanci=Stranger within. YKY no: 2468 Tirkiye'de
Guncel Sanat 01. Yap1 Kredi Yayinlari.

Balanuye, C. (2008). Beden ve agkinlik. FLSF Felsefe ve Sosyal Bilimler Dergisi, 6(September),
49-59.

BODRUM SANAT VE TASARIM DERGISI BODRUM JOURNAL OF ART AND DESIGN

158



Barad, K. (2012). Matter feels, converses, suffers, desires, yearns and remembers. Open
Humanities Press.
https:/quod.lib.umich.edu/o/ohp/11515701.0001.001/1:4.3/--new-materialism-interviews-cart
ographies?rgn=div2;view=fulltext#note_1(05.02.2024).

Baudrillard, J. (2010). Kétuliigun seffafigu. (I. Erguden, Trans.). Ayrint: Yayinlari.

Beloufa, N. (2015). I don't think we should be too serious about art: Neil Beloufa on making
images for a post-artist world interview by Dylan Kerr. Artspace.
http:/www.artspace.com/magazine/interviews_features/neil-beloufa-interview
(05.02.2024).

Cairns Art Gallery. (2019, October 1). Patricia Piccinini: Life clings closest,Cairns Art Gallery
artist talk [Video]. YouTube. https:/www.youtube.com/watch?v=LIHvA2P _mvE (05.02.2024).

Crawford, K., & Vladan J. (2018). Anatomy of an Al system: The Amazon Echo as an anatomical
map of human labor, data and planetary resources. Al Now Institute and Share Lab.
http:/www.anatomyof.ai (05.02.2023).

Dale, K., & Gibson B. (2003). An-aesthetics and architecture. In Art and Aesthetics at Work,
Eds. A. Carr, P. Hancock, (p. 155-173). Palgrave Macmillan UK.
https:/doi.org/10.1057/9780230554641_11

Draganova, V. (2018). Neil Beloufa reveals the multi-dimensional mechanisms of power. Frieze,
November 8.
https:/www.frieze.com/article/neil-beloufa-reveals-multi-dimensional-mechanisms-power
(05.02.2024).

Faruki, M. (2018a). My own private Buffalo: Course syllabus for ARC 493 & 593. Google Docs. 2018.
https:/docs.google.com/document/d/15bflgbDVDHpjHBpA3K_ij9EQ7LghVoaorleadpK3thA/
edit?usp=drive_open&ouid=110970827448515595095&usp=embed_facebook (05.02.2024).

Faruki, M. (2018b). My own private Buffalo: Towards an encyclopedia of representational
agendas. TheLab-Lab. 2018. http:/www.thelab-lab.com/ub2018 (05.02.2023).

Faruki, M. (2018c). Taking humor seriously: An interview with Mustafa Faruki, winner of the 2017
League Prize. Interview by Catarina Flaksman and Matt Ragazzo. The Architectural League
of New York.

https:/archleague.org/article/league-prize-2017-interview-mustafa-faruki/ (05.02.2024).

Goethe-Institut Schweden. (2020, March 31). Keynote speech of French-algerian artist Neil
Beloufa with a response from Linda Zachrison. [Video]. YouTube.
https:/www.youtube.com/watch?v=kOOKCy_00To (05.02.2024).

Groat, L. N., & David W. (2013). Architectural research methods. John Wiley & Sons.
Guattari, F. (1995). Chaosmosis: An ethico-aesthetic paradigm. Indiana University Press.

Haraway, D. (1987). A manifesto for cyborgs: Science, technology, and socialist feminism in
the 1980s. Australian Feminist Studies, 2(4), 1-42.

Haraway, D. J. (2016). Staying with the trouble: Making kin in the Chthulucene. Duke University
Press.

Harvard GSD. (2019, March 13). Rosi Braidotti, “Posthuman Knowledge” [Video]. YouTube.
https:/www.youtube.com/watch?v=0CewnVzOgsw (05.02.2024).

Heaney, L. (2019). Quantum computing and complexity in art. Leonardo 52(3), 230-235.
https:/doi.org/10.1162/leon_a_01572

Heaney, L. (n.d.). Programming the Weird: A guide to quantum computing for artists. The Space (blog).
https:/www.thespace.org/resource/programming-the-weird-a-guide-to-quantum-
computing-for-artists/ (05.02.2024).

Hessel, K. (2023, April 17). “Like an exploded iPhone”: Why Sarah Sze is the perfect artist for the
age of information overload. The Guardian, sec. Art and design.
https:/www.theguardian.com/artanddesign/2023/apr/17/exploded-iphone-sarah-sze-age-
of-information-overload (05.02.2024).

Lax, T. J. (2016). Projects 102: The colonies by Neil Beloufa [Exhibition Catalogue]. MoMA (The
Museum of Modern Art).
https:/www.moma.org/calendar/exhibitions/1623%locale=en (05.02.2024).

Libby Heaney. (2020, June 11). Touch is response-ability: Documentation [Video]. YouTube.
https:/www.youtube.com/watch?v=6CefRCdcdHc (05.02.2024).

BODRUM SANAT VE TASARIM DERGISI BODRUM JOURNAL OF ART AND DESIGN

159



MIT List Visual Arts Center. (2020, December 2). Shifter session: Mustafa Faruki and
Kameelah Janan Rasheed [Video]. YouTube.
https:/www.youtube.com/watch?v=eP_NM1vUwWA (05.02.2024).

Morton, T. (2020). Insan tiirii: Insan olmayanlarla dayanigma. Profil Yaymcilik.
Murata, S. (2019). Kasiyer (H. C. Erkin, Trans.). Turkuvaz Kitap.

Nasher Sculpture Center. (2016, November 16). Redefining space: artist Sarah Sze [Video].
YouTube. https:/www.youtube.com/watch?v=c1Yd8ymJ8Dc (05.02.2024).

Perry, S. (2016). Wet and wavy looks—Typhon coming on for a three monitor workstation.
Sondra Perry.
https:/sondraperry.com/Wet-and-Wavy-Looks-Typhon-coming-on-for-a-Three-Monitor-
Workstation (05.02.2024).

Perry, S. (2018). A chat with Sondra Perry on black radicality + things that are yet to happen in
"Typhoon coming on” Interview by Tamar Clarke-Brown. AQNB.
https:/www.agnb.com/2018/05/01/adrift-in-the-chroma-key-blues-a-chat-with-sondra-
perry-on-black-radicality-things-that-are-yet-to-happen-in-typhoon-coming-on/
(05.02.2024).

Perry, S., Nora K., & Cherry C. (2018). A wild ass beyond: Apocalypse RN. American Artist.
https:/americanartist.us/works/a-wild-ass-beyond (05.02.2024).

Piccinini, P. (2007). The naturally artificial world interview by Laura Fernandez Orgaz. Patricia
Piccinini. https:/www.patriciapiccinini.net/essays/29 (05.02.2024).

Piccinini, P, & Hennessey, P. (2016). Alone with the gods | Stories & Ideas. MCA Australia.
https:/www.mca.com.au/stories-and-ideas/alone-gods/ (05.02.2024).

Pothast, E. (2022, March 16). The tactical utopianism of Sondra Perry. Medium (blog).
https:/emilypothast.medium.com/the-tactical-utopianism-of-sondra-perry-59cd3ff3casc
(05.02.2024).

QAGOMA. (2018, June 25). Go behind-the-scenes as Patricia Piccinini discusses her artwork
[Video]. YouTube. https:/www.youtube.com/watch?v=0613V38a38s (05.02.2024).

Schirn Kunsthalle Frankfurt. (2018, August 29). Schirn Interview. Neil Beloufa [Video).
YouTube. https:/www.youtube.com/watch?v=EFRduSzySNo (05.02.2024).

Seattle Art Museum. (2018, May 23). Sondra Perry: Eclogue for [in]Habitability [Video].
YouTube. https:/www.youtube.com/watch?v=u2Vofws7aqo (05.02.2024).

Sennett, R. (2014). Ten ve tas: bat1 uygarh§inda beden ve sehir (T. Birkan, Trans.). Metis Yayinlari.

Somerset House. (2020, November 30). Amplify 2020 | FIGURES, £igur€s, go figure? by Libby
Heaney [Video]. YouTube. https:/www.youtube.com/watch?v=daixJKnzc4o (05.02.2024).

Spencer, D. (2018). Neoliberalizmin mimarlig (A. Terzi, Trans.) (1. Basky). lletisim Yayinlar1.

Stelarc. (2017). Rewired/remixed: Event for Dismembered Body. Journal of Posthuman
Studies, 1(1), 44. https:/doi.org/10.5325/jpoststud.1.1.0044

Sze, S. (2016). Sarah Sze on why she had to invent a new way of making sculpture interview by
Okwui Enwezor. Artspace.
http:/www.artspace.com/magazine/art_101/sarah-sze-okwui-enwezor-interview
(05.02.2024).

Tenger, H. (2019). Hale Tenger interview by Idil Deniz Tiirkmen. QP Women.
https:/www.galerinevistanbul.com/usr/documents/press/download_url/100/2019_gp_i-dil-
deniz-turkmen.pdf (05.02.2024).

Tenger, H. (2020). Hale Tenger'le Yeni Sergisi Riizgdrlarin Dinlendigi Yer: Ctkarmadik Su
Altindaki Oltiyti Interview by Anil Olcan and Aygegtil Oguz. 1+1 Express.
https:/birartibir.org/cikarmadik-su-altindaki-oluyu/ (05.02.2024).

The Museum of Contemporary Art. (2021, March 27). Virtual studio visits: Klaus Biesenbach in
conversation with Sarah Sze [Video]. YouTube.
https://www.youtube.com/watch?v=1-ZggzriWsE (05.02.2024).

The Museum of Modern Art. (2016, June 3). An evening with Neil Beloufa | Modern Mondays
[Video]. YouTube. https:/www.youtube.com/watch?v=sUawV3ZVKKI (05.02.2024).

TheLab-Lab. (n.d). TheLab-Lab. http:/www.thelab-lab.com (25.06.2023).

Vassaf, G. (2020). Cehenneme 6vgii - Giindelik hayatta totalitarizm (Z. Gencosman and O.
Madra, Trans.) (37. Baski). lletisim Yayinlar:.

BODRUM SANAT VE TASARIM DERGISI BODRUM JOURNAL OF ART AND DESIGN

160



Figure References

Figure 1a: Stelarc. (2016). Stelarc, Re-wired / Re-mixed: Event for dismembered body. Stelarc.
http:/stelarc.org/_activity-20353.php (31.05.2024).

Figure 1b: Crawford, K. and Joler, V. (2018). Anatomy of an AI system: The Amazon Echo as an
anatomical map of human labor, data and planetary resources. Anatomy of Al
https:/anatomyof.ai (24.05.2024).

Figure 3: Faruki, M. (2016). A+R+P+A Journal, Celebatorium: Tear droplet collection unit. Arpa
Journal. https:/arpajournal.net/proof-of-life/ (24.05.2024).

Figure 4: American Artist, Cherry, C., Khan, N. N, Perry, S. (2018). A wild ass beyond:
ApocalypseRN. Performance Space New York.
https:/performancespacenewyork.org/shows/a-wild-ass-beyond-apocalypsern/ (31.05.2024).

Figure 5: Heaney L. (2016, December 7). Cloud installation [Video]. YouTube.
https:/www.youtube.com/watch?v=19vYAo4c0OAs (31.05.2024).

Figure 6: Piccinini, P. (2018). Curious affection at GOMA. Patrici Piccinini.
https:/www.patriciapiccinini.net/a-show.php?id=2018-GOMA (31.05.2024).

Figure 7: Beloufa, N. (2018). Schirn Kiinsthalle Frankfurt, Global Agreement. Schirn.
https:/www.schirn.de/en/exhibitions/2018/neil_beloufa/ (31.05.2024).

Figure 8: Tenger, H. (1993). Decent deathwatch: Bosnia-Herzegovia. Galeri Nev Istanbul.
https:/www.galerinevistanbul.com/tr/artists/39-hale-tenger/works/9439-hale-tenger-
nezih-olum-gardiyanlari-bosna-hersek-1993/ (31.05.2024).

Figure 9: Sze, S. (2017). Centrifuge. M+.
https://www.mplus.org.hk/en/collection/objects/centrifuge-2019124/ (31.05.2024).

BODRUM SANAT VE TASARIM DERGISI BODRUM JOURNAL OF ART AND DESIGN

161



BODRUM

SANAT

VE TASARIM DERGISI BODRUM JOURNAL OF ART AND DESIGN
AGUSTOS|AUGUST 2024 CILT|VOLUME 03 SAYI|ISSUE 02

asst. prof. mehmet remzi demirel (sorumlu yazar|corresponding author)
dicle university, faculty of art and design, visual communication design
mremzi.demirel@dicle.edu.tr orcid: 0000-0002-9075-4513

3D SURREALISM AND EXAMPLES IN
VISUAL COMMUNICATION DESIGN

arastirma makalesi|research article
basvuru tarihijreceived: 08.05.2024 kabul tarihilaccepted: 23.07.2024

ABSTRACT

The main purpose of this research is to discuss the concept of 3D surrealism,
which has become an important trend in the field of visual communication
design in recent years, and some related visual works. With its ability to evoke
subconscious emotions, surrealism is treated as a theme in various fields.
However, here the topic of surrealism is limited to three-dimensional design
and animation examples in the field of visual communication design. Document
analysis is the preferred research method. A literature review is carried out
using digital resources on the internet on the subject. In addition, examples of
surreal images and animations created in 3D design software are included. The
research concludes that the audience’s interaction with the product takes longer
when visual communication products use 3D surrealism. Elements such as the
visualization of subconscious elements, including objects with different functions
in the same composition, and the uncertainty between the real and the virtual
effectively create this time-based difference.
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INTRODUCTION

Surrealism, with its tendency to juxtapose seemingly disparate objects to
produce surreal imagery, has found a significant response in the field of visual
communication, with its emphasis on creativity and original expression. The
essence of surrealism is the disruption of real and habitual behavior. It introduces
the viewer to an imaginary universe full of subconscious objects that are
independent of the rules of the physical world. Similarly, visual communication
design creates a unique reality based on visual design elements and principles by
manipulating imagery, typography and other design elements. Reality is fictional
and its boundaries are quite wide. Within this bounded reality, each designer
tries to achieve original forms beyond the usual and create strong audience
associations. In recent years, 3D surrealism has also begun to take its place
among the innovations in designing visual communication. The development of
3D design technologies is one of the main reasons for this. Surrealism, which had
previously found its place in 2D visual communication, has begun to appear in
3D. This situation has led to the emergence of a skilled body of work based on
surrealism. Designers are now able to visualize whatever comes into their minds
thanks to rich 3D design tools.

The review of the literature revealed that there are several qualified sources,
such as books and articles, written in a variety of fields related to surrealism.
The sources primarily focus on Surrealism as an artistic movement and provide
disciplinary interpretations (Richardson, 2006; Ball, 2008: 983-984; Brooks, 2019).
Additionally, there are sources dealing with the digital aspect of Surrealism. One
may notice a two-dimensional perspective dominating these studies dealing with
digital surrealism (Ferguson, 2017; Giindiiz & Ozener, 2024: 139-162). The influence
of collage and surrealist techniques on the practices of contemporary female
graphic designers was examined in a study on surrealism in the field of graphic
design (Czolacz, 2021). The influence of surrealism on contemporary design was
analyzed in another study that may be related to this topic. This study included
surrealist reflections in graphic design, environmental design, digital illustration
and cinema (Yan, 2024: 116-119). Surrealism in the context of poster design and
illustration also exists in Turkish sources. However, like other studies, Turkish
studies have treated Surrealism in a two-dimensional context (Yalur, 2019: 145-152;
Mercin & Tikit, 2021: 1155-1170). As a result of the literature review, it was found
that there are no scientific articles that directly deal with surrealism in terms of
three dimensions in a way that is specific to visual communication design. Thus,
the main objective of the article is to address the issue of 3D Surreal and related
examples in the context of visual communication. The study is limited to the
concept of three-dimensional surrealism and the examples related to it in the field
of visual communication. It is these concepts that differentiate the research from
other related scientific studies. Therefore, this research on 3D surrealism in visual
communication design was conducted to fill the gap on this topic.

METHODOLOGY

Document analysis, a qualitative research method, was used to make the article
scientifically solid. In this context, the following 5 steps preferred by Forster
(1994) for document analysis were considered: 1. accessing the documents (for
document analysis, the words "surrealism” and “three-dimensional” were used
to access documents via Google Academic, Springer and DergiPark), 2. checking
the authenticity, 3. understanding the documents, 4. analyzing the data and 5.
using the data. In this regard, the first step was to access sources related to 3D
surrealism. These sources consist of books, articles, important websites related
to the field and images and videos shared in these environments. Documents/
studies related to both concepts "surreal” and "three-dimensional” were included
in the study.

However, they were not included if they only referred to a single keyword. For
example, a study was not included if it was not related to the concept of the
surreal, even though it was a study of the three-dimensional. The primary sources
related to surrealism were considered in the second step. For example, the articles
included in the research were taken directly from the journal in which they were
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published and were checked for their originality. To check the originality of the
books, the relevant keywords were scanned directly from the books and the
documents to be dealt with were identified. In the case of videos, screenshots
were taken from the official websites of the organizations. For example, a
screenshot was taken from an animation published on the official website of
Porche. Thirdly, the documents were analyzed for their relevance to the field. The
sources that could be related to the topic were linked. It was examined whether
the scope of the study was related to visual communication design, in addition
to the inclusion of the keywords mentioned. To understand this, attention was
paid to the criterion that the design in the study has the potential to be a product
of visual communication design. The fourth step of the process was to select a
sample of the social disciplines of art, design and philosophy (from the available
literature) and to limit the sources to surrealism and 3D. The fifth step in using of
the data was to draw some conclusions based on the available sources.

DEVELOPMENT OF 3D DESIGN TECHNOLOGY

The transition from a very laborious method such as manual design to a very
practical one such as digital design is an important development in the history
of visual design. The basis of this development is the computer, which consists
of two important components such as hardware and software. This development
based on computer technology has led to digitalizing graphic design, which plays
an important role in human life. This development based on computer technology
is often called digital revolution (Goodman, 1990: 248-252; Meggs & Purvis, 2016).
This process, the digital revolution, was roughly at the stage of maturity between
1950 and 1990. As computer technology evolved, designs that were previously
created by hand using physical equipment became virtual. The digital design
technique in the field of graphic design has made it easier for designers in many
ways, such as experimentation, speed, multi-dimensionality, geometric flexibility
and cost. This digital environment allows designers to express their creativity.
Over time, this has led to the emergence of various trends. 3D design is one of
these trends.

The use of computer graphics and 3D modeling in technological devices dates
to the 1960s. William A. Fetter, a graphic designer at the Boeing Company, and
his team leader Verne Hudson were pioneers in the use of the term (Fetter, 1964;
Sabry, 2022). Peddie (2013) argues that Hudson, a designer of three-dimensional
vector graphics, was the first to use the term computer graphics in 1959, before
Fetter. Then, in 1962, Ivan Sutherland developed a piece of software known as
Sketchpad (Kerlow, 2004). This software allowed users to draw and organize
simple shapes. Sketchpad is considered to be the first 3D rendering software in
the genre of object oriented programming using geometric shapes. Sutherland's
software was the starting point for the rapid development of 3D modeling and
computer-aided design (CAD) software. This is because 3D design is becoming
essential in various sectors including game design, augmented reality, graphic
design, communication design, film, simulation, health and architecture (Chopine,
2012: 253). People have chosen to learn specific design software in order to work
in these areas. Today, software such as 3ds Max, Cinema 4D, Blender, Maya,
Zbrush, Unity, Unreal Engine and Houdini have been developed for 3D design
and have a large number of users. Designers who want to create successful 3D
surreal designs generally prefer to use these software packages (Evans, 2014: 16;
Mongeon, 2015: 3).

3D SURREALISM AND ADVERTISING IN VISUAL COMMUNICATION DESIGN

Companies are experimenting with different advertising and marketing
techniques to impress and attract customers. One of these methods used in the
advertising industry today is 3D advertising. In 3D advertising, the product that
is being marketed or promoted is made to appear three-dimensional through the
use of various visual techniques. The audience perceives the three-dimensional
moving objects on a billboard or a screen as if they were real. If one examines the
examples on this topic, it can be seen that this surreal attitude is created with
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elements such as shape, color, light and shadow, depth and dimension (Seleka &
Letaba, 2023: 7; Yassin, 2023: 24-25; Akoren, 2015: 802).

One of the characteristics of 3D surrealism is the juxtaposition of objects from
different worlds and the creation of dream-like environments. In graphic design,
this method is applied in the form of collage techniques and digital manipulation.
The atmosphere in the resulting digital image is completely surreal and is an
attempt to influence the perception of the viewer. Surrealist designs combine
objects that would not normally appear to be related to each other, drawing
attention to a particular point and allowing the viewer to re-interpret the objects
in his or her mind. The viewer can interact with the product in different ways in
surrealistic designs. However, in this interaction with the design product, reality
and imagination are intertwined (May, 2023).

>4 A

Figure 1. Peter Tomaszewicz and Christiana Perdiou, The Shrewd Awakening. [3D Animation],
2020, Tomaszewicz Studio, London

Surrealism inherently uses abstraction to express subconscious desires. To
manipulate the viewer, surrealism opts to represent objects contrary to their
characteristics. In graphic design, striking compositions based on shape, color
and typography are often used in this way. Figure 1 shows a screenshot from
the animated film The Shrewd Awakening. In this 3D animation, which has a
completely surreal structure, it can be seen that ordinary objects have a number
of characteristics that are outside of their nature. The animation was created by
Peter Tomaszewicz and Christiana Perdiou and is an example of 3D Surrealism
(Maxon.net, 2020).

It is somewhat difficult to identify standard characteristics that are specific to
three-dimensional surrealism, since it has no boundaries in terms of reality and
subject matter. However, when some studies that have been popular with the
audience are analyzed, it is seen that there are some recurring characteristics.
Holographic patterns, volumetric illusions, technological objects based on
science fiction, texture-based distortions, shimmering colors, experimental
fonts, distorted organic shapes, the coexistence of non-conceptual objects,
neon lighting, an atmosphere without gravity have become characteristic of 3D
surrealist works.

RESULTS

The research found that examples of 3D surrealism in visual communication
are mainly found in outdoor advertising and the web. Therefore, this part of the
research includes a total of 5 examples of 3D surrealism, 3 outdoor and 2 web, in
order to understand the topic.
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3D Surrealism and Examples

Avariety of media can provide examples of 3D surrealism in visual communication.
However, the most common examples can be found on billboards and the web.
3D graphics and augmented reality are used to create fun, remarkable and
interactive experiences on devices like smartphones, tablets and computers.
Although the web uses only digital techniques, 3D billboards combine digital and
physical techniques (Clear Channel, 2024). The degree of surrealism is greater in
digital billboards because the real and the virtual are intertwined. The reason for
this is that digital billboards have a twofold effect on consumers' emotions and
behavior. As an example, consider the Nike Air Max Day 3D billboard study shown
in Figure 2. The billboard was designed by CEKAI an independent community in
Japan (Cekai, 2022). The 3D work is physically located inside the buildings. This
creates the illusion of a dimensional perception. The shoe has a size that is beyond
the required dimensions, and when the shoe is associated with all the objects in
the frame, the result is a surreal appearance.
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Figure 2. Taro Mikami (Producer) and Kota Iguchi (Director), Nike Japan’s Air Max Day 3D
Billboard, 2022, Cekai, Japan

The surrealism that is achieved with the 3D Billboard goes beyond any of the
traditional design-based products of 2D surrealism. This is because 3D billboards
remove the boundaries between the virtual world and the real world. Virtual objects
and other elements are so successfully designed that they are indistinguishable
from their real-world counterparts. Through a physical object with volume, such
as a 3D billboard, these objects are connected to other objects in everyday life. This
outdoor advertising product, typically installed in crowded urban locations, has
the potential to interact with people of all classes and ages. For example, in Figure
3, the billboard that reflects the 3D virtual image is advertising a Netflix movie.
Many surrealist assessments can be made of the billboard work here. This is
because the billboard as an object occupies a very large space in the real world. The
objects on the screen are also larger than normal compared to their counterparts
in the real world. Looking at this product in the context of design principles, we
can see that several principles are used together. The fact that the objects have
different sizes shows the principle of proportion, and the fact that one object on
the panel looks large as if it has been zoomed in several times among other objects
shows that the principle of emphasis has been applied. In addition, the fact that
the virtual exceeds the dimensions of the human scale creates a kind of confusion
of perception. The real seems to be added to the virtual.

The Pepsi Max bus stop advert in London is another important work that can
be used as an example of 3D surrealism. In this ad, a kind of mixed reality was
created by combining video footage from a camera mounted on a bus stop with
pre-designed special effects. The advertising campaign included an alien invasion,
a giant robot with lasers coming out of its eyes and a creature emerging from the
sewers and attacking people on the street. The ad, which featured videos of people
at the bus stop and their reactions, was created by Grand Visual and was well-
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received and viewed on social media. The commercial, which gave an augmented
reality experience to the people on the street, has won several awards (BBC, 2014;
Grand Visual, 2024).

Figure 3. Marcus Taormina, 3D Army of the Dead Zombie Tiger, 2021,
3D Billboard Advertising, 2021, Netflix

Figure 4. Pepsi Max Bus Shelter Augmented Reality Digital OOH, 2014

Examples of 3D surrealism that could be reached online are usually created in 3D
design software. These examples are transformed into a product in photo, gif and
video formats. An example of this is the short 3D animations that Peter Tarka has
created for Porsche. The image shown in Figure 5 is taken from a 7 sec. animated
movie. There is a model of the Porsche Taycan car in a surreal atmosphere,
as the image shows. The cars in the animation have different colors and are
moving in different directions. Some objects in the animation appear to be in an
environment without gravity. The architectural structures in the animation are
mainly in pastel colors. The full moon in the blue sky in the background appears
in daylight just above the palm trees. This creates a surreal effect. In addition to
this animation, Tarka has also prepared two other animations. Each of the 3 short
animations, which are a continuation of one another, is designed to be 7 seconds
long. So, the surrealistic effect in the animations is constructed in the same way
in all the animations. Tarka says about these animations that he combines reality
with surrealism, architecture with illustration and abstract art. When the viewer
looks at his works, he wants them to see the reality and to feel as if they are on a
different planet (Porsche, 2024).
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Figure 5. Peter Tarka, No Small Dreams, Porsche

The short animation The Circle by the Argentine designer Ezequiel Pini is another
important work with surrealist influences. This work is part of the collection of
the Moco Museum. It combines different moments through a circular shape. The
animation shows a continuous movement through the shapes of a circle. Pini
explained that he wanted to evoke time and time fragments accumulating in a
great scenario of memories through the circular form he uses in his works (Pini,
2022; Arias, 2022).

Figure 6. Six N. Five (Ezequiel Pini), The Circle, 2022, Digital Art

A digital magazine called Designboom (2022) highlighted the surreal aspect of the
work, stating that it takes the viewer on a journey into a silent world and that the
circle, the protagonist of the story, is abstract and has different characteristics.
Analyzing the animation shows that the circle is sometimes a celestial sphere
emitting light, and sometimes a growing void. The fact that the circle is in a
constant state of flux, with changes in its structure because of different events, is
reminiscent of many events for the audience.

CONCLUSION

As a result of the research, it was found that 3D surrealism in the design of
visual communication is mainly used in outdoor advertising and web products.
The examples of 3D surrealism in outdoor advertising combined real and
virtual environmental objects. In contrast, the web examples used only virtual
environmental objects. The examples of 3D surrealism in outdoor advertising
were found to be more effective in terms of intertwining with life. That was due

BODRUM SANAT VE TASARIM DERGISI BODRUM JOURNAL OF ART AND DESIGN

168



to its ability to interact with people of all ages and classes in outdoor advertising.
Moreover, outdoor advertising exposes the target audience to the advertising. In
the web environment, however, the ad is viewed by the target audience at their
own convenience.

In the research for this theme, it was found that modeling and animation
processes in relation to objects in virtual environments are carried out through
three-dimensional design software. Computer software such as 3ds Max, Autodesk
Maya, Cinema 4D and Blender were the most used softwares for the modeling and
animation processes. In different studies, it was found that the relevant software
was used for this purpose (Appelt & Winter, 2003: 1; Hendriyani & Amrizal, 2019:
2; Scianna, 2013). It is possible to go beyond the usual and increase the audience's
interaction with the ad by using 3D surrealism in the design. Surreal three-
dimensional objects have the power to have a spiritual impact beyond the delivery
of the message by activating subconscious experiences through association. An
example of this is the placement of three-dimensional advertising objects in living
spaces. Visual illusions lead viewers to change the direction of their thoughts and
actions.

Visual communicators can achieve more remarkable advertising by integrating
elements of 3D surrealism, one of the new trends, into their creations. Designers
are advised to make use of three-dimensional surrealist objects in order to better
connect with the subconscious world. The result can be a prolongation of the
time during which the ad is under analysis by the target audience. Moreover, this
method allows designers to transcend reality and make the visual communication
established with the audience through the product more entertaining and
effective. This research demonstrates that 3D surrealism is an important and
therefore necessary tool in visual communication design. Due to this necessity,
the development of the related field needs to conduct further research, including
quantitative research methods, in addition to this research conducted through a
literature review.
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OZET

Satrang, disinme ve strateji yeteneklerini gelistirme amaciyla sadece bir spor
dali olmanin 6tesinde arkeoloji, edebiyat, felsefe ve sanat gibi gesitli alanlarda
da 6nemli bir konu olarak ele alinmaktadir. Farkli tarihlerde ve cografyalarda
gesitli malzemelerle sekillendirilmis satrang takimlari, sanatgilar ve tasarimcilar
tarafindan gesitli form, renk ve dokularla zenginlestirilerek 6zgin bir sanatsal
ifade aracina déntugmektedir. Bu galigma, modern teknolojilerin (3D yazic1 ve CNC
teknolojileri gibi) kullamimiyla geleneksel satranci guinimuz tasarim anlayigiyla
bulusturmay: amagclamigtir. Calisma bu amag¢ dogrultusunda nitel arastirma
yontemleri ve literatiir taramasi yani sira miize ziyaretleriyle desteklenmis,
satrancin tarihsel gelisimi ve farkli malzemelerle tasarlanmis satrang
takimlarimin incelenmesi tizerine odaklanmstir. Ozellikle seramik malzemeden
uretilen Ozel bir satrang takiminin tasarim streci, bu anlamda 6énemli bir adim
olarak sunulmustur. "Kast” kavraminin satrang tablasinda felsefi bir tasarim
unsuru olarak ele alinmasiyla, tasarimin ¢zgiinligu ve teknoloji tabanli tiretim
yontemlerinin vurgulanmasi, tasarimci ve sanatgilar i¢in ilham verici bir 6rnek
olugturmasi beklenmektedir.

Anahtar Kelime: Satrang, Oyun, Satrang Takimi, Seramik, Tasarim

Taligac, M. M., Hakan, E. (2024). Evrensel bir oyun olarak satranc ve satran¢ takimina seramik
malzemeyle tasarim onerisi. Bodrum Journal of Art and Design, 3(2), 172-186.
https://doi.org/10.58850/bodrum. 1468763
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CHESS AS A UNIVERSAL GAME AND CHESS SET DESIGN
WITH CERAMIC MATERIAL

ABSTRACT

Chess is considered not only a sport to improve thinking and strategy skills,
but also an important subject in various fields such as archaeology, literature,
philosophy and art. Chess sets shaped with various materials in different dates
and geographies are enriched with diverse forms, colors and textures by artists
and designers, turning into a unique tool of artistic expression. This study aimed
to combine traditional chess with today's design approach through the use
of modern technologies (such as 3D printing and CNC technologies). For this
purpose, the study was supported by qualitative research methods and literature
review, as well as museum visits, and focused on the historical development
of chess and the examination of chess sets designed with different materials.
The design process of a special chess set, especially made of ceramic material,
is presented as an important step in this context. By considering the concept
of "caste” as a philosophical design element on the chessboard, it is expected
to emphasize the originality of the design and technology-based production
methods and set an inspiring example for designers and artists.

Keywords: Chess, Game, Chess Set, Ceramic, Design
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GIRIS

Buglin dinyada birgok tlkenin egitim ve kultiirel tarihinde 6nemli yere sahip
olan satrang oyunu, distinme, strateji gelistirme, problem ¢ézme, konsantrasyon
ve karar verme gibi pek ¢ok zihinsel beceriyi gelistirmedeki etkisi bakimindan
onemli bir yere sahiptir. Zihinsel ve matematiksel becerileri gelistirmenin yaninda
sanat alanlarinda da etkisini gosteren satrang oyunu, sanatgilar igin ilham
verici bir tema olarak kabul gérmektedir. Satrang taslari ve tablasi bakimindan
sanatgilar igin estetik bir malzeme olarak gortlen oyun, form bakimindan da
heykelsi bir ifadeye sahiptir. Yapilan arastirmalar sonucunda gorilduga tzere
uygulamada gesitli 6rnekleri bulunan satrang oyunu ne yazik ki sanat alaninda
¢ok fazla kaynaklandirilmamigtir. Satrancin sanat literattirinde yeteri kadar
yer almamasina karsilik bir kaynak olusturmak igin yapilan arastirmalar hem
uygulama hem de yazinsal olarak desteklenmistir. Nitel arastirma yontemleri ve
literatlr taramasi sonucu elde edilen bilgilerin dogrulugunun teyit edilmesi igin
miuze ziyareti yapilmis olup ¢rnekler incelenmisgtir. Yapilan galismalar sonunda
satrancin arkeolojik buluntulardaki benzerliklerinin, malzeme gesitliliklerinin,
farkl sanatgilar tarafindan ele alinig bigimlerinin ve oyunun kurallarinin tespit
edilmesi sonucu oyuna seramik malzemeyle yeni bir tasarim o6nerisi sunulmasi
amaglanmistir. Iginde gesitli iilkelerden getirtilen ve kiiltiir, malzeme, renk, boyut
yontnden farkli birgok oérnedin bir arada yer aldigi ayni zamanda Guinness
Rekorlar Kitabinda adi gegen Gokyay Satrang Vakfi Mizesi ziyaret edilerek
satrang oyunu hakkinda bulgular arttirilmigtir. Bu ziyaret sonucu edinilen
bulgular satrang oyununun sanat ve tasarim yonunden gesitliligi hakkinda
daha fazla bilgi edinilmesini saglamigtir. Edinilen bilgiler telif izinleri alinarak
makalede yer almakta, bu sayede malzeme, tasarim gesitliligi agisindan makaleye
katk: saglamaktadir. Yapilan arastirmalar ve edinilen veriler sonunda tasarlanan
dzgun satrang takimi, ergonomi, renk doku uyumu, stirdiiriilebilirlik, tasarimda
yaraticilik konular: agisindan tartigilarak nihai sonuca ulagtirilmigtir. "Kast'i”
isimli satrang takiminin tasarlanmasi asamasinda kullanilan 3d yazict ve CNC
makinesi, tasarimin teknoloji destegiyle gelistirilmesi, tasarim ve uygulamanin
hem yenilikgi hem de 6zgin olmasina olanak saglamuis, teknoloji destekli bir
tasarim strecinin nasil gergeklestigini orneklendirmistir. Makale genelinde ilham
alinan kast sistemi ile satrancin strateji iretmeye odakli oyun felsefesi arasinda
distinme ve anlama ortak kavramlar olarak belirlenmis; bu kavramlar tizerinden
tasarlanan modern satrang takimina felsefi anlamlar yiklenerek oyuna yeni bir
bakis agis1 kazandirilmas: hedeflenmektedir.

Satrancin Tanimi ve Tarihgesi

Satrang, iki kisi arasinda kare geklinde bir tahta tizerinde, 16 beyaz 16 siyah tas ile
oynanan ve amaci rakip sahi mat etmek olan zeka oyunudur (Capablanca, 1995:
3). Turk Dil Kurumu Guincel Turkge Sézluk'te (ty.) satrang, iki kigi arasinda altmug
dort kareli bir tahta tizerinde degerleri ve adlari degisik siyah beyaz on altigsar
tagla oynanan bir oyun olarak tanimlanmaktadir. Bu genel tanima ek olarak
tarihte satrang, farkli tahta boyutlar: ve tas sayilariyla gesitlenmis bir oyundur.
Ornegin, Bizans Satranc: dairesel bir tablada, Oblong Chess (dikdértgen satrang)
4x16 cm'lik dikdortgen tahtada, Tam Satrang 10x10 cm'lik kare bir tahtada normal
satrang taslarina ek olarak dabba adinda fazladan iki ek tagla oynanarak oyunun
poptlerligini arttirmaktadir (Cazaux & Knowlton, 2017: 10). Satrancin tarihgesi
konusunda strekli yeni buluntular ortaya ¢ikmakta ve tarihte farkl rivayetlerle
anilmaktadir. MO 2000 yillarinda Misir kabartmalarinda oynandiina isaret
eden sahnelerin goraldugu satrancin, arkeolojik kazilar 1s1ginda farkli bulgularla
Mezopotamya, Anadolu ve Cin'de de oynandigi bilinmektedir. MS 10. yuzyilda
Asya'ya, Ortadogu ve Avrupa'yva yayilan satrang, 15. ylUzyilin sonlarina dogru
Avrupa'da soylular arasinda gok poptler bir oyun haline gelmeye baglamis, kraliyet
oyunu olarak da adlandirilmigtir. Satrancin oyun sistemindeki dizilis ve hamle
kurallar1 zaman igerisinde gesitli degisiklikler gostererek, 19. yuzyilda bugtnka
standart halini almistir. 20. yUzyil Avrupa'sinda toplumun entelektiiel Ust
tabakasinda yayilma gdstermis ve dinyanin en poptler oyunlarindan biri haline
gelmistir (Gokyay Satrang Vakfi, 2015). Bir oyun olarak satrancin gintumuzdeki
seklini almasina 6ncilik eden asil hikaye gaturanga oyununa dayanmaktadir.
Satrancin koékeni konusunda belirleyici olan gaturanga ile ilgili efsane, 6. yiizyilda
Hindistanli bilge Brahman Sissa'nin hiikiimdarina bir savag oyunu buldugunu
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ve bu oyunun yapisini Hint ordusundan aldigini soylemesiyle baglamaktadir.
Brahman Sissa zamanindaki Hint ordusu filler, atlilar, savas arabalar: ve yayalar
olmak tizere dért gruptan olusmaktadir. Brahman Sissa, Sanskrit dilinde dort
demek olan gatur ve kisim (kol) anlamina gelen anga kelimelerini birlestirerek
urettigi oyuna daha sonra farkl dillerden dontiserek benzer sekilde kullanilacak
gaturanga adini koymustur. Bilgenin satran¢ tahtasinin karelerinin bugdayla
dolmasini istemesi hikayesi kralin, akillica buldugu bu oyunu destekleyip biitin
ulkeye yayilmasini sagladig: seklinde anlatilmaktadir. Ayn1 dénemde komutanlara
da bu oyun 6gretilerek, savaglarda uygulanmak istenen stratejiler satrang tahtasi
uzerinde prova edilmeye baglanmigtir (“Sissa (mythical brahmin)”, 2023). En eski
Hint taglar1 gah (kral), wazir (vezir), pil (fil), asp (s6valye), rukh (kal) ve piyade
(piyon) olarak adlandirilmaktayken, Bati tlkeleri en eski isimlere olabildigince
sadik kalarak yeni tag isimlerini terctime etmiglerdir (Kugtkyildiz, 2010).

Satrang oyunu sonradan 7. yiizyilda Islamiyet'in yayilmasiyla birlikte Orta Dogu ve
Afrika'da ilerleme gostermis, Avrupa'ya ise 11. yuzyilda Endilis Emeviler vasitasiyla
gelmis, 15. ylzyildan sonra ginimiizde oynanan formuna en yakin halini almis,
Ispanya, Italya, Fransa, ingiltere ve Rusya'da oynanmaya baglamistir (Gérsel 1).

Gorsel 1. Sofonisba Anquissola, Satran¢ Oyunu, 1555,
Tuval lzeri yagliboya, 72x97 cm, Paris

Bugtinkt Tirkmenistan sinirlarinda yapilan kazilarda, bu bélgede yasayan Kushan
Tarklerine ait ve M.S. 150. yuzyila ait oldugu saptanan satrang taslarina benzer
taglar bulunmustur. {1k satrang taglar1 M.S. 760 yilinda Afrasiyap'ta, satrang takimi
ise Nisabur'da ortaya gikmistir. Buradan Hindistan'a yayildid: iddialarini gindeme
getirmistir. Satrang taglarimin FIDE (Diinya Satrang Federasyonu) tarafindan
kabul goren formlars, arkeolojik kazilar sonucunda bulunan bu bulgulardan ilham
alinarak tasarlanmigtir (Gokyay Satrang Vakfi, 2015).

Kurallariyla Satrang

19. yuzyilda baslayan satrang turnuvalari ve Fransa'da FIDE'nin (Dunya Satrang
Federasyonu) kurulmas: dinyada standartlar olusturulmasina onculik etmis,
dizenli turnuvalarla daha da yayginlasmistir. Standartlarin olusmasiyla birlikte
satrang taslarinin da olmasi gereken boyutlar: belirlenmis ve tiretilen yeni satrang
takimlarinin bu standartlara uygun olmasi gerekliligi ortaya ¢ikmistir. Tasarimda
taglarin buyukliklerinin birbirleriyle orantili olmasi, denge, estetik, ergonomi
ve iglev gibi tasarim unsurlarinin bu orantili élgeklerle saglandid: uluslararasi
standartlar su sekildedir; sah 9,5 cm, vezir 8,5 cm, fil 7 cm, at 6 cm, kale 5,5 cm,
piyon 5 cm yiksekliginde olmalidir. Taglarin taban yarigaplar: boylarinin %40-%50
arasi olmasi gerekmektedir. Satrang tablasinin olgtleri ise her bir karenin 5-6
cm arasinda olmast ile saglanir. Tablada bulunan bir karenin kenari piyon taban
gapinin en az iki kati olmalidir. Dért piyon bir kareye sigabilmelidir. Bu odlgiiler
tavsiye edilen 6l¢ti izerinden en fazla %10 degisebilir. Taglarin renkleri birbirinden
kolay ayirt edilebilir renkler olmalidir. Vezir ve sahin tepelerinin birbirinden kesin
sekilde ayrilmas: ve kolay algilanmasi gerekmektedir. Uluslararas: yarigsmalarda
kullanilmas: tavsiye edilen taglar, Staunton stilinde olup uzun yillardir bu takimlar
kullamilmaktadir (Gorsel 2) (Turkiye Satrang Federasyonu, 2022).
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Gorsel 2. Staunton stili satrang takimi taslari

Arkeolojik siraya gore buluntular incelendiginde, bilimsel bulgular sonucunda
en eski satrang taslar1 olarak adlandirilan fildisi taslar, Ozbekistan'n Semerkant
yakinlarinda bulunan Afrasiab bolgesinde tespit edilmistir. Toplam yedi pargadan
olusan buluntu kral, savas arabasi, vezir, at, fil ve iki askerden ibarettir. Bu satrang
taglarinin MS 760 tarihli oldugu dastuntlmektedir (Gorsel 3) (Kigukyildiz, 2016).

Gorsel 3. Yedi parga set, MS 760 (tahmini), fildisi, Afrasiab

Malzeme ve Form Agisindan Satrang Takimlar:

Tarihsel stirece bakildiginda farkl cografyalar ve medeniyetlerde, satrang oyununun
oynandidy, fakat malzeme, boyut ve figlir anlaminda gesitlilik gostermeye bagladidy,
zaman ve mekansal farkliliklar géz éntinde bulundurularak form tasarimlarinin da
degistigi dikkat ¢ekmektedir. Taglarin Gretiminde en yaygin malzeme tiirii olarak
fildisi gortlirken, bu dénem ile birlikte ardindan gelen stireglerde de malzeme
yelpazesi bir hayli genislemistir. Dolomit, kaya kristali gibi dogal taslar, yakut,
firuze gibi degerli taslar, geyik, balina, hayvan boynuzu gibi kemik tiirleri de satrang
malzemesi olarak ortaya ¢ikmaktadir (Gorsel 4).

Gorsel 4a. Fil satrang tasi, 7. yizyil, dolomit, Afrasiab
b. Vezir (Piskopos), 7.-8. ylzyil, fildisi, Saqgizabad, Iran
c. Fil, 8-10. yuzyil, fildisi, Hermitage Mizesi, St. Petersburg, Rusya

Satrang taslarinin figtirleri, Gretildigi cografyaya ait olan malzemenin 6zellikleri
ve satrang taglarini tasarlayanin yorumuyla gergekei, kabartmali, oymal figtir gibi
tarz agisindan farklilik ya da benzerlikler gosterebilmektedir (Gorsel 5). Genellikle
insan ve hayvan figurlerinin stilize edildigi taglarin gorildiga tasarimlara, soyut
formlar ya da geometri gikish yalin bigimler de eslik edebilmektedir.
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Gorsel 5a. Sah, 10. ylzyil sonu, geyik kemigi veya boynuzu, Loisy, Macon
b. Sah,11. ylzyil fildisi, Louvre Miizesi, Paris '
c. Charlemagne seti, 11. ylzyil, fildisi, Gney Italya, Kabine des Médailles, Paris

Her ne kadar farkh kilttrler kendilerine has stillerle satrang taglarini tretmis
olsalar da yakin donemler igerisinde hem malzeme hem de form benzerligi olan
birbirine benzeyen satrang taglari gorilmektedir (Gorsel 6). Bu benzerliklerin
genellikle kale ve fil formlarinda oldugu gézlenmektedir (Gorsel 7).

Gorsel 6a. Leke siislemeli at figiirti, 8-9. yiizyll, fildisi, Dogu iran
b. At figlirt 1. ylzyil sonlari, balina kemigi, Witchampton, Dorses. _
c. At, 12. ylzyil, kizil geyik boynuzu, Malting, Museum, St Albans Hertfordshire, Ingiltere

Gé_rsel 7a. Nisabur'da bulunan satranc taslari; soldan sada: kral, kralice, kale, sdvalye, 9. yiizyil baslari, fildisi, iran
b. Iskandinav Satrancg taslari, 11-12. ylzyil, kemik, Nuremberg, Germanisches Naitonalmuseum, Almanya
c. Sandomierz Seti, 11-12. ylzyil, geyik kemigi, Disctric Museum, Sandormiertz, Polonya

Satrang, Osmanl ve Selguklu dénemlerinde de saray oyunu olarak oynanmistir.
Arkeolojik  buluntularda benzer formlarin farklh malzemelerle iglendigi
gorulmustir. Formlardaki kale benzerlikleri ile uzun bir dénem ayni formlarin
uretildigi varsayimina ulasilmaktadir. Ayrica Osmanli déneminde saraya gelen
hediyeler arasinda degerli taglarla tretilmis dekoratif takimlarin yer aldig:
koleksiyonlar da gériulmektedir (Gorsel 8, 9).

Gorsel 8a. Selguklu Satrang Seti, seramik,11-12. yiizyil, Nisabur, Metropolitan Mizesi
b. Satrang taslari, 1. ylzyil, Serge Limani Cam Batigi Kazisi, Turkiye
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Gorsel 9. Murassa satrang takimi, 16. ylzyil, yakut- firuze taslari, Topkapi sarayi

Modern donemlere gelindiginde malzeme ve form yelpazesi daha fazla geniglemis
ve buglinki halini alarak malzeme agisindan sinirlari ortadan kaldirmistir.
Dinyanin en buytk satrang koleksiyonu olarak Guinness rekorlar kitabinda yerini
alan Gokyay Vakfi Satrang Muzesi bu konuyu ¢ok agik bir gekilde 6zetlemistir. 110
ulkeden 703 satrang takiminin sergilendigi miizede mermer, liletasi, metal, kagut,
plastik, cam, beton, ahsap gibi ¢ok ¢esitli malzemelerden tretilen farkl formlarda
olan satrang takimlarini gérmek mtimkundir (Gorsel 10, 11).

Gorsel 11. Yunanistan'dan miizeye bagislanan Bizans satrang takimi, metal dokim, Tlrkiye

Satrang evrensel bir oyun oldugu igin, satrang takimlar: malzeme agisindan zaman
zaman benzerlik gosterse de taglar ve tablalar genel olarak form, renk, kiiltiirel
izler, boyut farkliliklar1 gibi karakteristik oOzellikleri biinyesinde barindirarak
birbirlerinden ayrilmaktadir. Ornegin Fransa ve Tiirkiye'de iiretilen iki porselen
satrang takimi malzeme bakimindan ayni olsalar da tasarimda kullanilan
stilizasyon ve dekor bakimindan birbirinden ayrilmakta, her kiiltirin kendine has
izler tagiyan formlarini iretmis oldugu dikkat gekmektedir (Gorsel 12, 13).

Gorsel 12. Fransa'dan mizeye bagislanan porselen satrang takimi, Tirkiye
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Gérsel 13. Ozel Gretim satranc takimi, Kiitahya porselen, Gokyay Satrang Vakfi Miizesi, Tirkiye

SANATCI YORUMLARIYLA SATRANC TAKIMLARI

Satrang, farkli disiplinlerden sanatgilara esin kaynadi olurken, sanatsal bakig
agilarini farklh malzeme ve yorumlarla ortaya koyduklari bir ifade aracina
déntigmektedir. Dunyada farkli alanlardan sanatgilarin 6zel yorumlar: ile
orijinal ornekler sundugu goértlmektedir. 20. yuzyildan itibaren miizelerde ya
da sergilerde form boyut ve sunug bigimiyle satrancin sanata da konu oldugu,
konsept tasarimlar dikkat ¢ekicidir. Sanatci kisilikleri yaninda iyi birer satrang
oyuncusu olarak bilinen Marcel Duchamp ve Man Ray tasarladiklar: ve trettikleri
satrang takimlar: ile sanatsal ifadelerinde satrang imgesine yer vermislerdir
(Gorsel 14, 15). Marcel Duchamp satrang takimini trettikten sonraki yillarda
satrang oynamaya devam ederek 1925'te Fransiz Satrang Federasyonu tarafindan
satran¢ ustast unvanina layik gorulmiis, Fransiz Olimpiyat takimina katilarak
1920'ler ve 30'lar boyunca bir dizi uluslararas: turnuvada oynamigtir (Gorsel 16).

Gorsel 15. Man Ray, hus adaci satrang takimi tasarimi, 1945

T

Gorsel 16. Marcel Duchamp ve Man Ray, Man Ray'in Urettigi satrang takimi ile oyunlari
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Yakin tarihlerde Bauhaus ekolinde egitmenlik yapmis olan Josef Hartwig
derslerinde tzerinde durdugu vyalinhk ilkesini drettigi satrang takimiyla
vurgulamigtir. Ahgabin iglenmesi sirasinda gereksiz gordugi ayrintilardan
siyrilarak maddenin 6zlne inerek tasarimini ¢zgunlestirmistir. Taglarin kendi
oyun igi hareketlerini géz 6nitinde bulundurarak taslarin gorintslerini de bu
hareketlere gore tasarlamigtir (Gorsel 17) (Worldchesshof, 2016).

Gorsel 17. Josef Hartwig, ahsap satrang takimi tasarimi, 1920'lerin basi

Max Ernst satrang takiminda keskin agilar ve dinamizm ile yakaladigi denge
sonucunda farkli bir tasarim ortaya koymustur. Tasarim Afrika, Kizilderili
motiflerinden gikarak form haline getirildigi i¢in modernizm ile gelenekseli de
birlestirici niteliktedir. Bu satrang takiminin bir diger ¢arpici 6zellidi ise, satrang
takimlarinda aligilmadik bir gekilde vezir formunun en buytk parga olmasidir.
Sanatci bu davranisiyla aslinda vezirin oyundaki glictine ve énemine bir génderme
yapmigtir (Gorsel 18). Bu satrang takiminin bir diger 6zelligi, Marcel Duchamp'in
1944 yilinda gesitli isimlerin g6z badi rekortmeni olan George Koltanowski'ye
kars1 hazirladigi davetiyenin kapak tasariminda yer almasidir (Worldchesshof,

2016) (Gorsel 18).
i ‘
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Gorsel 18. Max Ernst, simsir agaci satrang takimi tasarimi, 1944 ve Marcel Duchamp'in g6z bagi
rekortmeni olan George Koltanowski'ye karsi oyun davetiyesinin kapak tasarimi (sagda)

1z IMAGERY or CHESS

A GROUP EXHIBITION

OF PAINTINGS,

Daha ileri tarihlerde satrang oyununun kurallarina miidahale eden performans
sanatgisi Yoko Ono tamamen beyaz bir konsept ile tasarladigi satrang takiminda,
oyuna yeni bir felsefe yuklemistir. Taraflarin oyun ilerledik¢e kendi taglarim
rakip taslardan ayirt edemedigi i¢in birbirleriyle konusma ihtiyac: hissetmelerini
saglarken, satrancin savas ve rekabete dayali durusuna midahale etmistir. Bu
sayede oyundaki hirsi azaltmig ve oyunu daha ¢ok birlikte oynanabilir bir hale
getirmistir (MoMA, 2015) (Gorsel 19).

Gorsel 19. Yoko Ono, 1966, ahsap
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21. yuzyia gelindiginde standart satrang formlarinin o6tesinde postmodern
anlayigla Uretilmis satrang takimlar: belli olaylara farkindalik olusturma ya
da elestirme amacini da iginde barindiran farklh ele alig bigimleriyle dikkati
cekmeye baglamaktadir. Oyunun amacinin Otesinde, takimlar disa vurum
niteligi kazanmaktadir. Orta oyununu satrang oyununa adapte ederek, yeni bir
uyarlama yapan Betil Demir Gunesdogdunun tasarladii Turk goélge oyunu
karakterlerinden g¢ikigh satrang takimi, form ve renk bakimindan zengin olmakla
beraber, satrang takimi yorumunda farkli bir tasarim 6nerisi olmustur (Gérsel 20).

Gorsel 20. Betiil Demir Glinesdoddu, 2001, kalip ile
sekillendirme ve el ile dekorlama teknigi

Irkcihiga kars: soz soylemek tizere gorsel sanat tretimleriyle dikkat geken Jake
ve Dinos Ingiliz kardeglerin satrang takimi tasarimu ise, bir kars1 durus tavrinin
yansimasidir. Bu satrang takiminda taraflarin giplak olmasi ve satrang tablasinda
yer alan kuru kafalar irkciliga kars: bir durus niteligindedir. Bu satrang takimi
tasarlanirken unlii Ressam Francisco Goyamin Savasin Felaketleri tablosundan
esinlenilmigtir (Pijak, 2012) (Gorsel 21).

Gorsel 21. Jake ve Dinos Chapman, 2003, ahsap

Ispanyol tasarimci Jaime Hayon'un tirettigi dev seramik satrang takimi da sanatsal
anlatimu ile satrang takimui tasarimina farkh bir 6rnek olarak sayilabilir. Londranin
Trafalgar meydaninda sergilenen bu tasarimi Hayon 1805 yilinda Fransiz ve
Ispanyol donanmalar1 arasinda gegen Trafalgar Savasina adamis ve bu savastan
ilham alarak taglarin tizerlerine desenler gizmigtir (Fairs, 2009) (Gorsel 22).

Gorsel 22. Jaime Hayon, 2009, seramik dev satran¢ takimi
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Fortify isimli satrang takimi Cekyali Daniel Skotéak tarafindan tasarlanmis oldukga
minimal bir satrang takimidir. Siyah ve beyaz figlirlerin net bir sekilde ayirt
edilebilmesini saglayan sanatci, beton malzeme kullanarak modern sanayilesmis
¢aga bir gonderme yapmaktadir. Bu sanayilesmeyi beton ve demir birlikteligini
kullanarak ve ayni zamanda satrang taglarinin formlarinin ideal gergevelerine
sadik kalarak etkili bir gsekilde ifade etmigtir (Skotak, 2015) (Gorsel 23).

i, gy

Gorsel 23. Daniel Skoték, 2015, beton ve demir

Cagdas seramik sanatinda ve satrang takimi tasarimi konusunda eser Uretmis
bir diger isim olan Ilyas Arapoglu, Japoncada diizgiin oturus anlamina gelen seize
felsefesinden yola gikilarak tasarladigi oyun sehpasi, satrang oynama stirecinden
ilham alarak olusturulmus bir tasarimdir. Tasarim, oyuncularin karsilikl olarak uzun
slire oyun oynama deneyimi yasamasini vurgulamaktadir. Ayni zamanda tasarimin
sadeligi oyunun oynanis stratejisine olan dikkatin dagimasini oénlemektedir.
Oyun sehpasi, satrang oyununun yani sira tablanin diger yuzlerinde farkl oyun
tablalari tasarlanmasi sebebiyle dama ve sudoku da oynamaya elverislidir. Ahsap ve
seramigin birlikteligi denge ve uyumu da gagristirdidi igin, sehpa oyuncularin daha
sakin bir oyun gegirmelerine davet olugturmaktadir (Gorsel 24).

Gorsel 24. ilyas Arapoglu, 2018, seramik ve ahsap, kalip ile sekillendirme

KiSISEL SERAMIK SATRANG TAKIMI ONERISi

Satrancin kurallar1 dogrultusunda, oyunun tum belirleyici 6zellikleri dikkate
alinarak arastirma kapsaminda yeni bir satrang takimi tasarlanirken, konsept
galismasinda ifade odakli bir yaklagim 6n plana gikarilirken, fonksiyon ve estetik
basliklar: temel alinmigtir. Boyutlar ve oranlar konusunda uluslararas: standartlar
referans alinirken (FIDE Satrang Kurallary, 2023) tasarimda; taglarin olgileri,
renkleri, her bir tagin kurallara uygun hareket edebilmesi ve ergonomi faktorleri
g6z 6ninde bulundurulmustur.

Satrancin, ilk caglarda yapilan savaglarin modellenmis hallerinin oldugu
bilinmektedir. Dolayisiyla bu kisisel uygulamada satrang takimi, liderini kaybeden
bir ordunun yenik diigsmesini tasvir etmesi ve gahin da goérevi olarak oyunu
kazanmak istiyorsa sarayindan inip halka, ordusuna karigarak sorumlulugunu
yerine getirmesi gerektigi fikrini temel almaktadir. Eger halka karigmiyor ve
sorunlari gérmezden geliyorsa bunun kasti (bilerek) yapilma durumu ortaya
¢ikmaktadir. Satrang takiminin ismi Kast(i) bu fikirden ilham alinmistir. Peki,
oyunun hangi tarafinda olmak istiyorsunuz? Oyunun igindeki piyonlardan my,
oyunu oynayarak oyunun gidisatini degistirenlerden mi? Bu mesaji vermek igin
uretilen satrang takiminda, bitkiilme ve keskin kenarlar kullanilarak her bir tagin
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kendi basina gagdas bir form olarak ifade bulmas: amaglanmigtir. Her bir tasin
genel hatlarini olusturan bu kivrimli dontigler takimin karakteristik 6zelligi haline
getirilmis, birbirleriyle uyumlu durusu bu sekilde saglanmisgtir.

Tasarimin Uygulama Asamalari

Eskizlerle tasarimina baglanan kisisel uygulamada, Solidworks programinda 3
boyutlu CAD c¢izimleri gergeklestirilmistir. Tamamlanan formlar render iglemi
ile iglenerek gergek¢i gortintmleri elde edilmistir. Birbirleriyle uyumlari, tabla
uzerindeki duruslar: ve temsil ettikleri formlarin son hallerine karar vermeden
once seramik malzemenin ne tur reaksiyonlar verecedi ve taglarin struktur
yapisini ne sekilde etkileyecegini gérmek adina prototip galismasi yapilmistir.
Uretilen seramik maketler yardimiyla satrang takiminin nihai élgtleri belirlenerek
yenilenmesi gereken unsurlar belirlenmigtir.

i

a b

Gorsel 25a. Soldan saga: Sah, vezir, fil, at, kale, piyon
b. Solidworks programinda modellenen satrang takiminin 3d goruntdsu

Daha sonra satrang takiminin her bir tas: bilgisayar ortaminda stl formatinda
baski stirecine hazirlanmig ve Cura programinda belirlenen olgtler dahilinde PLA
baskilar: yapilmistir. Bu baski asamasinin avantaji formlarin keskin hatlarinin
bozulmamis olmas, Giretim stirecinde zaman kazandirmasi, kolay yenilenmesidir.

inll

Gorsel 26. Test edilip onaylanan prototip PLA baskilar

Tasglarin tasarimi yapilirken oyun esnasinda kolay tutulabilmesi igin govde
kistmlarinin  inceltilmeleri ve bu sayede tutus ergonomisi saglanmasi
hedeflenmistir. Tabladaki karelerin boyut orani her birine 4 piyon sigacak sekilde
ol¢tll olmasi gibi oyunun oynanis esasina dayanan kurallara dikkat edilmistir.
Taslarin taban kisimlarinin genis olmasi yere saglam basabilmesini, sirlamadan
sonra kullanilan altin ve platin yaldiz da taslarin kolay ayirt edilmesinin yani sira
formlara gorsel deger saglamistir.

Satrang takiminda kullanilan altin ve platin yaldiz dekor, oynayan kisilerin stattleri
ne olursa olsun kendilerini 6zel hissetmelerine yol agmay1 hedeflerken, boylece
kast sistemi zincirinin kirilmasina da génderme yapmaktadir. Satrang oyununda
ve dlnyann gesitli bolgelerinde etkin olan kast sistemi insanlari statiilerine
goére konumlandirmakla beraber onlari kendi aralarinda gruplandirmaktadir.
Bu gruplandirmanin insan psikolojisine olan negatif etkilerine kars: bir durus
sergilemeyi amaglayan satrang takimi, girintili ¢ikintili tabla formuyla, kasti
(bilerek) bir bigimde gruplanmaya maruz birakilan halkin kargisina gikan engelleri
temsil etmektedir. Satran¢ tahtasiyla bagdastirilan kast sistemi ve tablanin
basamakli yapisy, siyah beyaz renklerden uzaklastirilarak tek renk tasarlanmig ve
bu sayede esitlik algisinin fark ettirilmeden oyuncuya dayatilmas: amaglanmuistur.
Tablanin yapisinda yer alan algak yiiksek dama sisteminin oyunun oynanigina bir
engel tegkil etmedigi gézlemlenmis ve oyunu oynayan kisilerin fikirleri alinarak,
renk degil yukseklik farkiyla kast sistemine yapilan génderme, bu goézlemlerin
dogrulugu ile tespit edilmistir.
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Gorsel 27. Altin ve platin yaldiz dekorlu pekismis ¢ini seramik satrang takimi taslarinin gérinimi

Gorsel 28. Satrang tablasinin CNC makinesinde sekillendirilme asamasi

A i

Gorsel 29. Altin ve platin yaldizli taslarla tablanin birlikte kullanimi

Tablo 1. Satrang tablasi ve birimlerinin él¢ileri.

Tabla: 32 x 32x4 cm

Sah:8x2x15cm

Vezir: 75x 2x 1,8 cm

Fil: 6x16x17cm

At:52x16x21cm

Kale:4,7x1,7x 17 cm

Piyon: 4,3x1,5x15cm

SONUC

Satrang, tarih 6ncesi gaglara dayanan kokli bir oyun olmasindan dolay: siireg
iginde evrilerek ¢ok farkl tasarimlar ile ortaya g¢ikmakta, farkli cografyalarda
benzer ozellikleri de igeren formlar ile gesitlenmektedir. Bu tasarimlar renk,
doku, malzeme ve bigime dayali farkli 6zellikleri de barindirarak, ginumizde
cagdas bir dille ve teknoloji birlikteligiyle yeni varyasyonlarinin yorumlandids,
uygulandigi gorilmektedir. Genellikle stilize edilmis insan ve hayvan figiirlerine
rastladigimiz taglarin yani sira, soyut formlar ya da geometri gikigh yalin bigimler
ve tasarimlarda, sira digi form ve kiiltiirel yansimalarin etkileri dogrultusunda
sanatsal uygulama siireci gergeklestirilmektedir.
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Bu kadar gok alternatifinin olmasi, satrang oyununun her yastan ve kiltirden
insana hitap etmesi, alternatifleri gok olan genis bir tasarim boyutuyla
karsilagilmaktadir. Bu baglamda sanatgilar agisindan farklhi fikirlerin ifade
edilmesine olanak saglayan bir arag halini almigtir. Modern ¢adin vazgegilmez
oyunlarindan olan satrang, belirli standartlar gergevesinde gelismis, sanatgilarin
farkli yorumlariyla, bazen kurallarin digina gikilan sira disi estetik yorumlarla hem
tasarim hem de gagdas sanata konu olmaya devam etmektedir. Seri tiretime dayal
yontemlerin kullanildid, ancak sinirli sayida ifade odakl tirtine de dontisebilecek
nitelik kazanan tasarimlar, farkli temalarla harmanlanarak, yeni konsept
onerileriyle, felsefesi ve mesajiyla da sanatsal bir ifadeye dontisebilmektedir.
Burada tasarimin igleve yonelik unsurlari olmasi, Uretilebilir olmasi diginda
ozgunlik, sira disi Ozellikler barindirmasi géz 6niinde bulundurulurken, Kasti
isimli satrang tablasinin girintili ¢ikintili yapisi gergek diinyada gortlen kast
sistemi ve satrang oyunundaki taslarin oyun i¢i konumlarini esdeder kilarak,
bu oyunun gergek hayatla da ne kadar baglantili oldugunu vurgulamigtir. Buna
ek olarak satrang takiminin tasarlanmasi ve iretilmesi asamalarinda kullanilan
bilgisayar destekli ¢ boyutlu tasarim ve uretim yontemleri, seramik alaninda
teknolojinin disiplinler arasi birlikteligine érnek olmanin yani sira, tasarimin
surdirulebilir olmasini saglamistir.

Ele alinan calismada satrang takiminin gunimiz kosullarinda teknolojiden
yararlanan bir Uretim yontemiyle uygulanmas: hedeflenmistir. Bu dogrultuda
yapilan arastirmalarin sonucu olarak satrang oyununun felsefesini bozmadan
uretilen satrang takiminin, tasarim boyutu ve tretim yéntemiyle ¢caga uygun bir
ornek tegkil etmesi amaglanmistir. Kast sistemi kavramindan ilhamla tasarlanip
gelistirilen satrang takimi, ahsap tablada renk ayrimi yerine yikseklik farkiyla
dikkat gekmektedir. Tasarim, oyuncularin bu tema tizerinden disiinmelerini ve
kast sistemini pratikte deneyimlemelerine olanak saglayarak satrang oyunu ile
kast arasinda bir bag kurulmasini hedeflemektedir. Tablasinin yani sira oyun
taglarinda modern kivrimlarin yer aldidi satrang takimi altin ve platin dekorlama
teknidi ile kast sisteminde yer alan zengin kesime gonderme yapmaktadir. Sonug
olarak, strateji gelistirmeyi ve oyuncular: diiginmeye tesvik etmeyi amaglayan
bu satrang takimi, geleneksel oyunun giicini modern sanatla birlegtirerek oyun
deneyimini zenginlegtirmektedir. Kast(i) isimli satrang takimi, oyuncular: sadece
satrang oynamaya tegvik etmekle kalmayip ayni zamanda derin diisinmeye, oyun
ile gergek diinya arasinda ortak bir fikir olan kast kavramini iligkilendirmeye
tesvik etmektedir.

Arastirmacilarin Katk: Orani Beyani

Yazarlar galismaya esit oranda katk: saglamistur.

Catisma Beyani

Herhangi bir potansiyel ¢ikar ¢atismasi bulunmamaktadir.
Etik Kurul Beyan

Etik kurul onay: gerektiren bir galisma degildir
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ABSTRACT

The aim of this article is to present and study contemporary video practices
since the 2000s in Turkey through the representation of time and collective
memory. The article features the four video artists who have structured the
video art scene in Turkey: Ali Kazma, Halil Altindere, Erkan Ozgen and Seza
Paker. This research addresses two interconnected issues: firstly, the purpose is
to examine how the distinct technical parameters of video production shape a
synthesized temporality. This inquiry naturally gives rise to a secondary purpose:
in what manner does this constructed temporality facilitate the exploration of
memory and historical discourse? The hypothesis is that the video image, both
as a technical artifact and a conceptual construct, inherently possesses its unique
framework for temporal construction, thereby actively contributing to novel
reinterpretations of collective memory and historiography The methodology
involves conducting a formal analysis of the video content. This approach focuses
on examining the visual elements, composition, use of color, sound, editing
techniques, and overall aesthetics of the video to gain deeper insights into
its artistic significance and meaning. By employing formal analysis, the aim of
this article is to decipher the visual language employed by the video artists and
uncover nuanced layers of interpretation.

Keywords: Video Art, Turkey, Collective Memory, Time

*This study is prepared from the thesis titled "Les images mouvantes, le temps et la technique” which
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INTRODUCTION

The burgeoning art landscape in Turkey mirrors the widening scope of the
global contemporary art market, extending its reach to regions traditionally
perceived as peripheral. Istanbul, in particular, has emerged as a pivotal hub for
cultural interchange, facilitating dialogue between the Balkans, the Caucasus,
the Middle East, and beyond. Through its array of international fairs, biennials,
exhibitions, and diverse museums, the art scene is experiencing unprecedented
growth and vitality. As noted by Fanny Roustan, (2009: 25) the confluence of
intellectual vibrancy and robust economic infrastructure both within Istanbul
and in peripheral regions since the 1990s has been a driving force behind this
flourishing phenomenon.

The advent of a liberal regime and the influx of migrants from rural areas to urban
centers during the 1990s catalyzed the expansion of neoconservative ideologies.
Consequently, in 2002, with the ascension to power of the Islamoconservative
AKP (Justice and Development Party), which staunchly advocates for economic
and cultural globalization, Istanbul assumed the mantle of a regional metropolis
(Tutal, 2014). This influx, predominantly comprising Muslim and Kurdish
populations, is precipitating a socio-political metamorphosis encompassing the
myriad societal differences and oppositions inherent in the urban landscape,
resonating within the public sphere. This socio-political dynamic necessitates
swift urban development and the bolstering of the city's image to assert itself
amidst commercial and touristic competition. On one hand, there is a concerted
effort to democratize culture, symbolized by the establishment of new concert
halls, cinemas, and art galleries. Conversely, the emergence of a new conservative
elite is reshaping cultural values to align with the imperatives of cultural
globalization and its attendant market forces.

As a consequence, during the 2000s, there was a notable surge in the
establishment of art galleries and museums, including Borusan Sanat, Proje
4L-Elgiz Museum of Contemporary Art, Istanbul Modern, Garanti Platform, Pera
Museum, Sabanci Museum, Kasa Galeri, Siemens Sanat, and Santral Istanbul,
alongside the emergence of influential curators such as Ali Akay, Erden Kosova,
Bagak Senova, and Levent Calikoglu. This marked a significant opening of the
sector to global influences, a departure from the situation two decades prior when
works by Turkish artists were primarily acquired by a limited segment of local
collectors. In tandem with the emergence of new thematic concerns and diverse
perspectives, there has been a proliferation of expressive modalities reflective of
the ethos of the 2000s. Particularly noteworthy is the increasing prominence of
new media as a domain for artistic exploration. Video art, being among the most
accessible forms within the realm of new media, has emerged as a pivotal domain
within contemporary Turkish art, a trend that gained momentum from the mid-
1990s but has notably accelerated since the 2010s (Akay, 2001).

In the article, contemporary videographic practices in Turkey, particularly since
the 2000s, are examined in terms of their representation of time and collective
memory. The exploration of the relationship between videographic images and
their construction techniques naturally led to an inquiry into the concept of time.
This stems from the fact that the techniques employed in producing these images
inherently shape temporal dimensions, durations, and rhythms within the visual
medium. This temporal correlation entails two interconnected notions: firstly, the
creation of a synthesized temporality facilitated by specific technical parameters
that engender aesthetic forms unique to video. This inquiry seeks to elucidate the
aesthetic strategies employed by video artists to evoke the viewer's perception of
temporality through visual imagery.

The second idea revolves around a critical examination of memory. Drawing
on Aby Warburg's (2012) conception, collective memory is conceived as an
amalgamation of impressions stored in mental archives, governed by principles
emerging from a novel understanding of images through their juxtaposition.
In the context of videographic imagery, one method of juxtaposition involves
establishing temporal connections between images. Hence these temporal
attributes are assessed to elucidate the potential imprints that videographic
images may leave on Turkey's collective memory. By pursuing these dual
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concepts emanating from the temporal correlation, this research confronts two
interconnected challenges: firstly, to explore how the specific technical aspects of
video production engender a synthesized temporality. This inquiry naturally leads
to a second question: how does this temporal construction contribute to raising
inquiries about memory and history? This paper contends that the videographic
image, both as a technical and conceptual entity, engenders its unique framework
for temporal construction, which in turn facilitates novel reinterpretations of
collective memory and historical narratives.

The research focuses on video imagery crafted by Turkish video artists. The
utilization of video as an artistic medium in Turkey began to gain traction in the
late 1990s, but it wasn't until the 2000s, with advancements in production and
exhibition infrastructure, that video art proliferated within the country (Berensel,
2016). As a result, the corpus under examination comprises videos exhibited
from 2010 onwards. Four prominent video artists have been selected to provide
a representative overview of the Turkish art scene: Ali Kazma, Halil Altindere,
Erkan Ozgen, and Seza Paker.

The task of citing the most renowned artists within the post-2000 art scene
involves a certain degree of subjectivity, as it relies on factors such as reputation,
which may not necessarily reflect the objective quality of the works or the artists
themselves. Therefore, the selection methodology adhered to three distinct
criteria: First, citations from prominent art historians and critics such as Hasan
Bilent Kahraman, Ali Akay, Levent Calikoglu, and Beral Madra were consulted.
Additionally, consideration was given to the prevalence of video artists in
contemporary art literature in Turkey, as well as their participation in exhibitions
with significant national and international visibility, such as biennales.
Employing this methodology yielded approximately fifteen video artists. Given
the research focus on the representation of time, it was imperative that these
artists demonstrated a distinct approach to temporal communication in their
works. Consequently, the selection was narrowed down to four video artists
deemed most conducive to an analysis of temporality. Considering the thematic
focus on the representation of time, priority was given to videos that depict either
the artist's personal memories, such as childhood experiences or significant life
events, or explore broader themes related to collective memory through historical
references, the transmission of cultural traditions, socio-political issues, or
interactions with public spaces. Subsequently, descriptions encompassing both
the content and structural aspects of the selected videos were provided. Secondly,
an attempt was made to delineate the forms of temporal representations, aiming
to elucidate time as duration, eternal present, or speed, utilizing aesthetic
techniques such as repetition and juxtaposition. Thirdly, an examination was
conducted on the theme of memory, exploring motifs of embodiment and
confrontation with the memento mori, with a focus on how each artwork has
contributed to shaping collective memory within the Turkish art milieu.

The methodology to decipher these temporal representations and the repeating
theme of memory involves conducting a formal analysis of the video content.
Formal analysis is a qualitative research method that focuses on examining the
visual elements, composition, use of color, sound, editing techniques, and overall
aesthetics of the video to gain deeper insights into its artistic significance and
meaning. By employing formal analysis, the aim is to decipher the visual language
employed by the video artist and uncover nuanced layers of interpretation within
the artwork.

AFEW REMARKS ON THE ART SCENE IN TURKEY

Nilgtin Tutal explains that with the accession of the AKP to power, to attract
new clientele to Turkey and Istanbul, promotional policies shifted towards “the
search for a greater market share in cultural tourism” (2014: 45). As a result, by
the 2000s there was an increase in the number of art galleries and museums such
as Borusan Sanat, Proje 4L-Elgiz Museum of Contemporary Art, Istanbul Modern,
Garanti Platform, Pera Museum, Sabanci Museum, Kasa Galeri, Siemens Sanat,
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Santral Istanbul as well as curators Ali Akay, Erden Kosova, Basak Senova, Levent
Calikoglu. In this way, the sector opened up considerably to the world, whereas
20 years previously works by Turkish artists had only been bought by a small
proportion of the country's collectors.

Gallery owner Murat Pilevneli points out that the economic crisis in 2001 was an
advantage for the development of contemporary art because the established art
market was no longer worth what it used to be, giving way to a new art form:

With the crisis [..] art objects that were worth a few thousand dollars, all of a
sudden, became worthless. That was the turning point for today's art. Fresh and
worthless in the marketplace. The majority of the institutions present, such as
Istanbul Modern, Proje 4L, Aksanat with their new program and galleries belonging
to other banks, all came into being after this date. Although the increase in the
number of galleries was not particularly noticeable, contemporary art has truly
become a sector. (2007: 139)

However, lker Birkan (2012) suggests that Istanbul's ranking as Europe's cultural
capital in 2010 is one of the reasons for this artistic interest, which at the same
time attracts investment to Istanbul and especially to the cultural aspect of this
city. He explains that the relationship between the increase in tourist numbers in
Turkey and the number of museum visits should not be ignored.

The consequence of such cultural richness can also be seen in today's art scene,
with artists addressing issues of identity (including gender, ethnicity, culture,
urbanity, and otherness), criticism of the media and the state, globalization,
urbanization and deterritorialization. With the emergence of new issues and the
formation of different perspectives, the means of expression are multiplying in
line with the spirit of the 2000s. In particular, new media have become a territory
for artists to invest. Video art, then, as the most accessible of the new media, has
been one of the most important territories of contemporary art in Turkey since
the mid-1990s, but especially in the 2000s.

Sociologist/curator Ali Akay (2001: 141) argues that video as an artistic medium
found its place in the Istanbul art market in the 2000s. Although national and
international exhibitions, biennials and fairs in the second half of the 1990s
contributed to the medium's integration into the art world, the production and
distribution of video works increased, especially among young artists, in the
2000s. There may be several reasons for this expansion. This research focused
on the economic aspect of this development because, quite simply, the expansion
of the international contemporary art market and the development of video
art in Turkey took place in the 2000s, thanks to improved means of production
and exhibition. The Turkish art world's definition of contemporary art took a
different path after the 2000s. Prior to this date, video, installation and space-
related works held a more experimental or alternative place for viewers, who
had the only opportunity to encounter them at biennials. What's more, they were
not given a market value, as the number of galleries was not that high (Sénmez,
2007). Yet being visible and being integrated into the art market are two different
things. While in the 1990s, thanks to biennials and exhibitions organized by a few
curators, video art became visible in the history of art in Turkey, its integration
into the market would take place in the 2000s. Although still avant-garde in the
1990s, video research at GISAM METU in Ankara and the efforts of video activists
(such as Karahaber, Videa and Xurban) are examples that show us that artists had
already begun to produce in Ankara.

Ege Berensel (2016) also espouses the notion that in the 1990s, Ankara,
particularly through GISAM, served as a focal point for video art production,
albeit its assimilation into the art market primarily occurred in Istanbul post-
2000. However, the artistic praxis during this period markedly differed from
contemporary conceptions of video practice in Turkey. Artists in Ankara cultivated
their distinctive artistic lexicon, which remained largely unrepresented elsewhere
(Berensel, 2016). Their approach paralleled that of artist Ursula Biemann, as their
adherents generated videographic compositions imbued with a predominantly
documentary ethos. This documentary inclination diverges from contemporary
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perceptions of video art in the art world. The prevailing artistic praxis in
videographic imagery today does not trace its lineage to the documentary
explorations of Ankara in the 1990s. Furthermore, the ascendancy of this current
praxis, entailing the integration of video into the Turkish art market in the 2000s,
is not exclusively attributable to Istanbul-based artists. Diyarbakir, serving as a
significant center, also exerted considerable influence on the artistic production
of videographic imagery.

In addition to this viewpoint, Melis Tezkan (2014: 47) advocates the notion that
video art validates itself through its responsiveness to artists’' needs, owing to its
ease of transport for production and its financially accessible semi-professional
nature. This attribute elucidates why, in locales such as Diyarbakir-a city in
southeastern Turkey characterized by a predominantly Kurdish population-
artists opt for video as a medium to engage with the social and political dynamics
of their immediate environment. Tezkan underscores that contemporary artists
demonstrate a heightened interest in micro-cultures, communities, and societal
issues compared to preceding generations. This shift is attributed to "the
challenge of political engagement beyond the relatively uninhibited sphere of art”
and "the proliferation of artists with diverse local backgrounds, spurred by the
evolution of cultural policies” (Tezkan, 2014: 47).

Around the year 2000, exhibition venues commenced outfitting themselves with
video projectors to facilitate the showcasing of videographic works. Similarly,
Beral Madra, a critic and curator, identifies this period as pivotal for the
proliferation of video practices in Turkey. She notes, "the video workshops and
screenings of video imagery held in 1995 at the BM Contemporary Art Center,
featuring Angela Melitopoulos (a protégé of Nam June Paik) and Claus Blume, a
German video artist, laid the groundwork for the burgeoning of video art in the
2000s" (Madra, 2007: 34).

COMMON THEMES IN TURKISH VIDEO ART

When queried about prevalent themes and methodologies among Turkish artists
working in video art, curator René Block posits that contemporary art in Turkey
does not adhere to a singular direction or stylistic movement akin to Western
avant-garde movements like Futurism, Zero, or Fluxus. Instead, he suggests that
artists are engaged in a quest for their own distinct individuality (Block, 2007:
174). Conversely, Block (2007) contends that a shared characteristic among
these artists is their utilization of new media such as photography, video, and
installations-an attribute that aligns with the broader global trends observed in
contemporary art.

From this line of reasoning, one could assert that contemporary art necessitates
technological mediums that offer swifter responsiveness, capture capabilities,
and dissemination channels, such as video and photography. Dissident
political viewpoints find a more accessible platform for documentation and
communication through these mediums. This trend is evident among artists
who emerged after the 2000s and increasingly focus on themes of resistance or
acquiescence. Considering the socio-political landscape in Turkey post-2000s,
it could be argued that the presence of a religiously influenced government,
aligned with capitalist interests, has spurred artists toward either resistance
or compliance, often infused with sardonic humor born out of despair. This
shared thematic thread is palpable in the works of artists like Halil Altindere or
Erkan Ozgen. Furthermore, one might contend that these artists function akin
to documentary filmmakers or sociologists in their video production, crafting a
visual narrative that critiques or satirizes official historical narratives.

The artists endeavor to illuminate Turkey's political, economic, and social
challenges, spanning both overarching and nuanced issues, while exploring
existentialist themes concerning the individual. However, it should be noted
that this disposition is not exclusive to contemporary artists; similar subject
matter was also addressed by artists in the 1980s and 1990s. What distinguishes
the contemporary approach is the employed technique: in earlier periods, such
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content was often presented alongside other media, whereas in post-2000s art,
there is a preference for mediums that are swiftly comprehensible and easily
transportable, such as video.

THE REPRESENTATION OF TIME AND COLLECTIVE MEMORY IN THE WORKS
OF ALI KAZMA, HALIL ALTINDERE, ERKAN OZGEN, AND SEZA PAKER

In order to get a general idea of the video artists on the art scene in Turkey, the
corpus of this article contains the major video artists who have been part of this
scene since the early 2000s.

Ali Kazma

The first video artist to be mentioned is certainly Ali Kazma. He is internationally
renowned for his work at the Havana Biennial in 2006, the Lyon Biennial in 2007,
the Sao Paulo Biennial in 2012 and the Venice Biennial in 2013. He has exhibited
three times at the Istanbul Biennial, in 2001, 2007, and 2011 with works that
generally deal with man's relationship with manual labor.

In the majority of his video works, Kazma contemplates the notion of human
existence within the framework of temporality, particularly by examining the
production and transience of spatial environments. By capturing settings
associated with production or maintenance, such as factories, dance studios,
ceramics workshops, surgical theaters, and slaughterhouses, the artist
underscores humanity's existential struggle against the backdrop of the
second law of thermodynamics. A notable example is his 15-minute video Clock
Master (2006), a segment of the Obstructions series, which centers on a master
clockmaker from the Dolmabahge Palace. In this piece, the elderly clockmaker
meticulously disassembles, cleans, repairs, and reassembles a 19th-century
clock solely from memory. The camera focuses closely on his hands as they
manipulate the intricate mechanisms of the clock, occasionally offering glimpses
of his aged visage and wrinkled eyes adorned with a monocle. The interiors of the
workshop, adorned with an array of antique clocks and watches, intermittently
punctuate the visual narrative. Notably, the ambient sounds of the workshop,
predominantly emanating from the workings of the clock itself, constitute the
sole auditory accompaniment to the film. Kazma's deliberate omission of music
or dialogue in favor of ambient soundscapes serves to immerse viewers in the
sensory experience of the depicted spaces, underscoring his thematic exploration
of temporality and human endeavor.

The primary mode of representation employed by the artist is visual or plastic,
as opposed to narrative or fictional approaches, within the realm of videographic
practice. Rather than relying on traditional storytelling techniques, Kazma
opts to imbue images with meaning through the strategic use of repetition. It
is important to clarify that by repetition, it refers not merely to the duplication
of identical images, but rather to a theoretical device employed to convey a
particular motif over time. In the artist's videos, this theoretical tool manifests
in the repetition of imagery featuring hands, depicted from various perspectives
and framing, consistently captured in close-ups. Additionally, commonplace
activities associated with daily work, habitual behaviors, and learned gestures are
recurrent themes favored by the artist for cinematic exploration. In an interview,
the artist elaborates on this approach:

In all my work, I'm very interested in the point of communication between man and
the world. How a man touches the world, and of course, how the world responds to
him. Most of the time, I direct my camera to this circular interaction. Man touches
the world with his hands. I'm fascinated by this wonderful organ/tool, and that's
why they're often featured in my videos. (Kazma, 2014)

Ali Kazma meticulously captures the dexterity of the human hand, intricately
documenting the interplay between hand gestures and the passage of time.
Through observing the repetitive motions of the hands, viewers are invited to
contemplate time directly, transcending the need to seek meaning solely within
the movement itself. Within this cycle of repetition, time emerges as a tangible
entity, rendered visible through the artist’s lens.
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Employing repetition and the recurrent reappearance of imagery, Kazma subtly
guides the viewer's gaze, seemingly rendering time perceptible within his works.
Through this repetitive aesthetic, the conventional sense of temporal duration
dissipates; the imagery presented appears suspended in an eternal present, devoid
of past or future. It is an infinite continuum of hand gestures that bridges the
temporal chasm between past and future, evoking a sense of eternal recurrence.

In this contemplation of constant production, inscription, and maintenance
-a motif reminiscent of the existentialist myth of Sisyphus- Kazma prompts
reflection on the intricate relationship between time and human existence.
Moreover, his works evoke the notion of combating entropy by constructing a
virtual temporality intrinsic to the medium of video, wherein order is perpetuated
through the mechanism of repetition.

In Roland Barthes' exploration of cinema and photography in Camera Lucida
(2014) he articulates a preference for cinema, attributing it to the inherent hurried
nature of the cinema viewer's experience. Barthes suggests that the cinema-goer
is constantly propelled forward, lacking the leisure to pause before the screen,
reflect on the unfolding narrative, or infuse the viewing with personal experiences.
Closing one's eyes offers no reprieve, as alternative images immediately flood the
mind (Barthes, 2014). However, this assertion is challenged by instances such
as the final scene of Frangois Truffaut's The 400 Blows (1959), where viewers are
presented with a prolonged shot of Antoine's impassive countenance. Truffaut
masterfully extends time, allowing for a contemplative pause within the narrative,
despite the medium's typically brisk pace. Through this deliberate choice, Truffaut
accommodates the hurried cinema-goer, providing an opportunity for reflection
and emotional resonance.

Similarly, in Ali Kazma's video works, despite the inherent mobility of the medium,
a sense of eternal present is evoked through the strategic use of repetition. By
returning to familiar imagery and gestures, Kazma creates a temporal loop,
inviting viewers to linger within the moment and experience a heightened sense
of immediacy. In this way, Kazma, like Truffaut, disrupts the conventional rhythm
of cinema, offering a space for contemplation and introspection within the
fleeting passage of time.

From an alternative perspective, the repetition of images can also be interpreted
as imbuing a sense of rhythm. Here, rhythm refers to the tempo and structure of
the sequence of shots, or sometimes, more abstractly, the temporal arrangement
of a slightly prolonged shot. In cinema, the content of the images typically
dominates, making it challenging to precisely delineate and quantify rhythms.
However, in video, it is often the duration of shots that imparts a sense of rhythm
to the viewer. For instance, in The Clock Master (2006) the rhythm is established
through the repeated close-up shots, each lasting roughly the same duration.
This repetition not only echoes the concept of time as an eternal present but also
serves to engender a rhythmic cadence within the viewing experience.

Moreover, the repetition of gestures, as observed in Kazma's video works, can be
interpreted as a means of grappling with the body's inherent vulnerability in the
face of time. Through documenting the body's resilient and productive capacities
amidst the inexorable passage of time, the artist underscores humanity's ongoing
struggle against temporal constraints. This thematic exploration reaffirms the
artist's intention: "I see things disappear that seemed to me to be good things for
human beings; it's a shame to lose them. I want to keep them safe, even if only
through my images. I don't want to forget them” (Scorida, 2017). This quote takes
us back to his relationship with the concept of memory. In Image and Memory,
Agamben (1998: 17) explains that the stylistic and formal solutions adopted each
time by artists are presented as ethical decisions defining the position of individuals
and of an epoch in relation to the legacy of the past, and the interpretation of the
problem becomes, by the same token, a diagnosis of man struggling to heal his
contradictions and to find, between the old and the new, his own vital home.

In this context, Kazma's artworks serve as a testament to humanity's inherent
vitality, encapsulated in the acts of production and transmission of knowledge.
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Through his meticulous documentation, Kazma sheds light on the individual's
capacity for innovation, technical prowess, and remarkable feats of labor, all of
which stand as defiant bulwarks against the inexorable march of entropy.

In particular, The Clock Master (2006) emerges as a quintessential exemplar
among Kazma's repertoire, showcasing how time becomes preserved within the
spaces and objects captured by the artist’s lens. Indeed, it would not be amiss to
posit that this video constitutes one of the most compelling artistic illustrations
for comprehending philosopher Bernard Stiegler’s notion of tertiary retentions.
According to Stiegler (1998), tertiary retentions encompass all remnants of the
past that resist the transience of time, existing as cultural, historical, and social
imprints. Through the lens of an object, one can decipher the cultural milieu from
which it emerged; a clock, for instance, serves as a tangible artifact that reflects
the societal norms and values of its era.

The clockmaker depicted in the video commands admiration as he meticulously
restores this instrument of societal synchronization to its original condition,
imbuing it with the ability to measure time with unparalleled precision. As the
clock bears the indelible imprint of history, it becomes a conduit through which
people glimpse the collective memory engendered by its historical lineage: not
only the technical expertise required for its craftsmanship but also the profound
significance accorded to the mastery of time itself.

Halil Altindere

Halil Altindere, an artist and publisher, originates from Mardin, a city nestled in
southeastern Turkey known for its rich cultural mosaic, where diverse religious
and ethnic communities coexist harmoniously, including Kurds, Turks, Arabs,
and Assyrians. Altindere's artistic endeavors are deeply imbued with the eclectic
influences of this multicultural milieu. His artistic journey commenced with the
unveiling of his debut video, Hard&Light, in 1999. In this seminal work, Altindere
employs Marlboro cigarette packs as potent symbols, provocatively exploring
themes of sexual allure within the public realm. Building upon this symbolic
framework, his subsequent creation, The Walk in 2002, ingeniously transforms a
Marlboro packet into an animal figure, serving as a poignant critique of the values
propagated by the capitalist system.

Throughout his artistic career, Altindere has maintained a steadfast focus on
themes pertinent to contemporary society. His oeuvre delves into the intricacies
of capitalist values, the dynamics of cultural transmission and memory, as well
as the aspirations for identity, libertarianism, and egalitarianism. These thematic
threads serve as the bedrock of his artistic inquiry, reflecting his unwavering
commitment to interrogating societal norms and power structures.

An exemplary manifestation of Altindere's artistic perspective is evident in his
2016 video Space Refugee: On July 22, 1987, Syrian President Hafiz Al-Assad
received a heartfelt message from his country's first astronaut, Muhammed
Ahmed Faris, who had ascended to this esteemed position after undergoing
rigorous training in Moscow and spending seven days aboard the Soviet space
station. Faris, a former army pilot, conveyed his deepest respect and affection to
President Assad, becoming a symbol of national pride and heroism for millions
of Syrians. However, in 2011, amidst the onset of the Arab Spring protests, Faris
found himself grappling with a profound moral dilemma. As a general in the
Syrian Air Force, he was confronted with the government's violent crackdown on
dissenting voices. Unable to reconcile his duty with his conscience, Faris made the
courageous decision to depart Syria, citing his refusal to partake in the repression
of his fellow citizens. His act of dissent transformed him from a celebrated
national figure into a defector, as he sought refuge in Istanbul, Turkey. Today,
Muhammed Ahmed Faris resides in an apartment located in Kocamustafapasa,
a conservative district of Istanbul, where he shares his living space with five
other members of his family. Despite the stark contrast between his former glory
as an astronaut and his current circumstances as a refugee, Faris's principled
stance against oppression serves as a poignant reminder of the enduring human
capacity for resilience and moral courage in the face of adversity.
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In this video, Altindere utilizes Faris's story to explore themes of civil war,
migration, and the future of humanity, incorporating elements of politics and
satire. The work sarcastically highlights the challenges faced by Syrian refugees,
with over two million currently residing in Turkey, making it the second-largest
host country after Lebanon. By blending Faris's astronautic history with his
current status as a refugee, the artist presents a mock documentary depicting
Syrian refugees planning to colonize Mars, drawing parallels to their historical
efforts on Earth centuries ago.

Altindere's videos, despite their humorous tone, delve into a profoundly serious
subject matter. The juxtaposition of various scenes serves to underscore the
absurdity inherent in this grave circumstance: scenes from Faris' childhood,
depicted in his astronaut attire; archival footage documenting both the Soviet
space conquest and the Syrian conflict; Faris' personal narratives intertwined
with imagery of three young Syrians traversing the Martian terrain. The
amalgamation of disparate temporal elements imbues these visuals with a
significance transcending their original contexts. Essentially, the amalgamation
of heterogeneous images, characterized by differing speeds and meanings,
establishes novel connections across temporal planes. Ultimately, this
convergence engenders a new temporality, evoking a sense of the absurd or
a speculative narrative wherein the refugee exodus to Mars materializes as an
alternate reality -a divergent narrative that might have unfolded had historical
circumstances taken a different course.

In this endeavor, the artist engenders within the viewer's cognitive framework an
alternative mode of image reception and its ensuing ramifications. The images
appropriated or captured by the artist, stemming from disparate epochs of the
past, metamorphose into a reservoir of memory that the viewer may perceive
through diverse lenses: as an artistic reverie, a fabricated documentary, a
dystopian projection, or even a utopian aspiration for European policymakers
eager to alleviate the refugee crisis by resettling individuals on Mars. The
amalgamation of heterogeneous imagery serves as a conduit for embodying
the prospect of an alternate reality within the viewer's mnemonic construction.
Drawing upon a Warburgian sensibility regarding the imagery, the artist adeptly
crafts an alternative narrative -a narrative of absurd science fiction. Through
this interplay of cinematic visuals depicting historical junctures such as civil
strife, the scientific zenith of the U.S.S.R., and Faris's valorous exploits, Altindere
engenders a novel cultural significance: a direct confrontation with the hubris
and irrationality underpinning prevailing discourses of power.

Erkan Ozgen

Erkan Ozgen, another contemporary Kurdish artist, is based in Diyarbakir, where
he conducts his artistic practice. Primarily utilizing video and photography,
Ozgen finds these mediums advantageous due to their cost-effectiveness in both
production and dissemination. Through his artistic endeavors, Ozgen interrogates
the mechanisms of individual conditioning perpetuated by the dominant powers,
particularly Kemalism and militarism, which have exerted influence in Turkey
since the inception of the republic. Additionally, he underscores the absurdity and
tragedy inherent in the plight of the Kurdish populace within Turkey. Aligning his
artistic output with his political convictions, Ozgen identifies himself as an artist-
activist, thereby solidifying the inseparable connection between his creative
expression and his advocacy for socio-political change.

In his most characteristic video, Lost Body (2005), Ozgen shows us a pair of
combat boots with bare legs turning the corner of the wall, dribbling a white ball.
The camera follows the legs from knee level. The dirt track is quite narrow, partly
muddy with stone walls on two sides, half in sunlight, half in darkness. The tempo
is slow, and the person driving the ball would look like some kind of Baudelairean
passer-by if they weren't wearing those military boots. It's a tiny village, even
abandoned, yet children's sounds can be heard from distant. The person, with
his ball on his foot, continues along the path, which seems circular to us, as it's
hard to tell whether he's going through the same streets or not. Is this a bored
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soldier? The village fool? The audience doesn't know. Gradually they begin to
double up, the tension rising. The audience even hears the player's breath and
wait to witness a scene of violence. With this new tempo and multiple close-up
montages of scenes, the viewer is left with a feeling of vertigo. There is a struggle
for control between the player and the ball, which from time to time becomes
difficult to watch because of this sensation of vertigo. Trying to follow the ball,
the audience even feels virtually lost in this village. In the end, they press the ball
against the wall and bursts it.

The combat boots undoubtedly signify a kind of physical and emotional violence.
From one perspective, it's a ball game, but from another, it's a struggle between
power and the subjugated. As the title suggests, the individual as a soldier loses
his identity and becomes a means of power to control and manipulate subjugated
peoples. The military power represented by the combat boots controls both the
bodies of the soldiers and those of the subjugated, even by violence if necessary.
The camera angle, the high tension and the player's repetitive movements create
an atmosphere of anxiety and discomfort. Just as with this body lost in the dead
ends and circular streets, the viewer ends up feeling uncomfortable because
of the video's aggressive tension. Ozgen makes frequent use of metaphors and
symbols. On closer analysis, one can see that the political and social relationship
between power and the subjugated is placed here in a ball game. The pairs of
combat boots signify tyranny, while the ball symbolizes the bodies subjected to
this force. The player’s face is hidden behind a scarf, a reference to the fact that
tyranny never has an identity and is impersonal. In fact, the only rule of the game
is that the player has no identity; he is everywhere, determining the rules of the
game, constructing language and devouring bodies.

Repetition as an aesthetic gesture plays an important role in Ozgen's work.
Firstly, the player's circular movement through the same streets takes us back
to an eternal present: one feels that this movement has neither a beginning nor
an end. The main thing is the infinite nature of time. As a result, the meaning or
significance of the movement loses its importance, and the viewer's perception
becomes linked to the thought, rather than focusing on the action itself. Therefore,
it can be argued that this circular repetition underlines the image-time aspect of
this video. This aspect is also apparent in the repeating images. For four and a
half minutes, the camera only shows the legs, the hidden face, the player’s boots
and the ball. After a while, seeing the same images makes us think that there will
be no new action, and that the artist is giving us enough time to find different
perspectives to interpret the meaning. The absence of the player's identity also
means that we can't link him to a story, an action or an actor. As a result, the power
he represents lacks temporal limits (such as a beginning and an end) and refers to
the idea of eternity or timelessness. The question then arises: how does this video
reflect collective memory, or how does it contribute to the archive of memory?

The use of repetition as a videographic gesture may be a choice for the expression
of memento mori, pointing us towards a reading of videos whose subject is the
human body. In this video, the body that controls the speed and direction of the
ball also controls the rhythm of the video and the repetition of images. Instead of
fighting with memento mori, the artist accentuates the invisible force that plays
with the lives of others, that devours bodies. It's as if he's bringing out, or making
visible, the modern power that's even in control of other people’s lives and deaths.
So, the answer to our question about collective memory is that the artist adds to
the archive of our collective signs the inevitable, invasive character of military force
or political power, particularly in his country, which builds, shapes and devours
bodies in the same way that a pair of rangers blows a bullet against the wall.

Seza Paker

Seza Paker, contemporary artist, lives and works in Istanbul and Paris. She uses
various media as a form of expression, such as photography, installation, collage,
drawing and sound. Through her images, she often references art history, the
passage of time, the Second World War and the subjectivities of perspective.
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The Long March, produced in 1999, presents a series of black-and-white
photographs, arranged one after the other. These are photographs from the
artist's personal archive, taken by his father in the 1950s. The photos were taken
during the founding of Israel, in the north of the country. The photos are digitally
juxtaposed with computer-generated animations of tulips in red and purple. The
music accompanies the images is Max Roach and Archie Shepp's musical piece,
inspired by the march of Mao Zedong, the leader of China's communist struggle.
The rhythm of the music and the diffusion of the images are in total harmony.
In this 4-and-a-half-minute video, the audience sees the happy, hopeful faces of
men and women. They're working in a field, building a house, traveling in a horse-
drawn carriage... all smiling at a long-awaited future. Tulips appear and disappear
near the figures, in coordination with the music. Unlike the photos, the tulips are
always mobile. They open, turn, close, bloom, grow... Sometimes one sees birds in
the sky, always in black and white, accompanied by a new tulip shape. After five or
six photos, the video ends with a shot of a monkey behind a cage.

The long march of around 12,000 kilometers by the Chinese Red Army in 1934 and
1935 remains the most important symbol of victory in the Chinese Communist
struggle. However, the Israeli-Palestinian conflict has remained unresolved for
decades, and the hope clearly visible on the faces of the people in the photos is
fading like tulips. Perhaps this one is a long march yet another decade away? Or
are these people definitively prisoners of their fate, like the monkey in the zoo?
Instead of providing answers or remarks on the contemporary political situation,
Seza Paker leaves us with questions for a much deeper interrogation.

Seza Paker fuses still and moving images, i.e. photos and computer-generated
moving images. Merging different media also deconstructs known forms to create
new possibilities for expression. As a result, even when using frozen images in a
moving medium such as video, the integration of animations on photos renders
the image always in a state of becoming. Time doesn't take us back to the past,
even if the photos belong to the 1950s. In his book on Seza Paker, entitled Refleksif
Akigkanliklar (Instinctive Fluidities), Ali Akay interprets this fusion as follows:

History, instead of being the past or the present, is dragged towards a becoming,
and therefore, by opening up towards the future through a minor becoming of the
past and present, Seza Paker poses open questions. Paker, instead of being in time
and leaning on what is popular, actualizes Nietzsche's timeless, timeless concept in
his art, overflowing time onto itself. (Akay, 2015: 9)

Becoming minor is explained by Deleuze and Guattari as a transformation that
produces “one’s point of underdevelopment, one's patois, one's third world, one's
desert” (Deleuze and Guattari, 1975: 33) by art in a minor state, it means art that is
the opposite of popular/commercial culture, of standardization. In this way, Paker
is marginal to her time. It's art that breaks with the conventions of its time. It
stands in opposition to the thinking, the major, dominant ideology of its time.
As a result, Seza Paker doesn't treat history as a past or a present where people
must conclude the consequences but asks open-ended questions that take into
the future. She shows photos of Israel in the 1950s, but she doesn't do so to bear
witness to that era. On the contrary, through the tulips in a state of ceaseless
becoming, Paker shows time as a duration that opens up to future questioning.
Superimposing animations and photos create a multitude of image layers, linking
temporalities with greater possibilities. This mixing technique opens up to the
production of a new temporality, as in the case of The Long March.

Mixing as an aesthetic gesture serves to conceptualize the life of images through
the motif of embodiment. Embodiment, in the sense of opening up the image to
the viewer, is achieved by integrating time as an extra dimension to the images.
By gaining another dimension, the photos in The Long March do not relate us
to the past they were taken in, but behave as if they were still alive. Seza Paker's
images can thus be said to behave like a living memory in the process of being
constructed, always in a state of becoming. The artist comes from a family that
immigrated to Istanbul from Palestine. This video was made during his second
visit to Israel in 1999, over the memory of archived photos from the 1950s.
She leaves current politics aside. As a result, what she adds to these personal
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archives goes further than an interrogation of identity, dreams of socialism or
the independence/dominance of the two countries. She transforms the generic
images of history into a future that is always open to minor questioning, at the
opposite end of the spectrum from the banal, the dominant norms.

CONCLUSION

Aesthetic gesture/technique such as repetition refers to a representation of time
as an eternal present, while the dilation/contraction of durations to time as speed.
Finally, it has been noted that the gesture of mixing represents time as duration.
The images of memento mori are generally linked to the mortality of the body,
which gives rise to a feeling of incapacity or powerlessness in the face of time.
Consequently, representing time through repetition in video images, as seen in
Kazma and Ozgen, often leads us to images of the human body via the concept of
memento mori. These are both impressive forms of resistance and the production
of the human body in the face of time, or the modern power that controls the life
and death of others.

This first aesthetic gesture is followed by the use of mixing. In the videos by
Halil Altindere and Seza Paker, mixing is the technique chosen to often group
heterogeneous images. This grouping brings the separate stories together and
links them in the same duration. Typically, these are stories belonging to different
individuals who find themselves in the same difficult situation to overcome, like
the Syrian refugees in Altindere's video. In Seza Paker's case, the generic images of
history are transformed into a becoming that is always open to minor questionings,
which stand in opposition to the dominant norms. Thus, an image belonging to the
past is incarnated in the present and even in the future as an ever-living memory.
This motif of incarnation can also be seen in the two previous videos.

In Halil Altindere's video, on the other hand, a new cultural meaning of the
absurdity of the dominant discourse is presented through the juxtaposition of
images of various socio-political events. A further line of thought would be to
add other aesthetic/technical gestures to those in this research. As video is a
contemporary art form, it is always in a state of becoming and updating. As a
result, it is needed to keep abreast of the most recent artistic productions and
deduce various gestures and perspectives. What's more, technology is developing
at a very rapid pace, opening up new possibilities for recording images. A second
line of inquiry would be a study of how video images integrate with technology
while retaining their temporal aspect.
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