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ART IN URBAN LANDSCAPE

Ar. Gér. Y. Cagatay SECKINI5

Abstract

The artistic objects in urban landscape are usually overlooked by people.
Nevertheless, taking decisions on their environment is a llumane necessity for
people and it’s also needed for public participation. Learning their approach
for the concept and finding out their comments about the existing vvorks are
so important for discovering \vhy public arts are overlooked. One of these
artistic objects is Mediterranian Statue in Zincirlikuyu, istanbul. In Autumn
1998, there wvvas a discussion about the Mediterranian Statue among
government, family of artist and journalists. In this paper, the dispute wvill be
scrutinized to bring up the glance of people to the art in urban landscape,
especially in Turkey.

Keyvvords: Public art, Mediterranean sculpture, Urban design

1. INTRODUCTION

Landscape Architecture encompasses much more than just the landscape. Landscape
Architecture is a collaboralion of the landscape and everything in it - buildings, open spaces,
social spaces, functional spaces, people and the artistic objects vvhich have usually been
overlooked in urban landscape: public arts.

The main purpose of this paper is to explore the relationsliip betvveen the public art and
the urban landscape through the follovving questions:

If the necessary artistic objects characterising its environment can not be found in the
city vve live, then is it possible to talk about an urban life ?
When designing art in urban open spaces, should public opinion and taste be taken
into consideration or is it the artist’s personal attitude only ?

- Who decides on matters like removing or relocating artistic objects in urban spacf?

2. VVHAT'S PUBLIC ART ?

If art is considered as a phenomenon stimulating human senses, then naturally it should
constitute beauty, fascination, historical and cultural meaning and that debetable and educational
aspects. From such point of vievv, “art” and “public” can not be considered as irrelevanl concepts
from one another. As it vvas mentioned above, art is a production or a result of public activities,
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therefore, the best places to exhibit and perform art are public open spaces (STERN 1986;
BRAND 1992).

So, the art in urban landscapc can be defincd as objects bearing historical, aesthetical and
lunctional aspects necessary to meet physical and emotional needs of people in environment.
W ithin the scope of this definition, art in urban landscapc can be found in the form of wall
pictures, grafitti, signs, plates, billboards ete. as well as monuments and sculptures. For instance,
a designer’s automobile displaying his/her art in pictures, patterns and motifs is observed by
people during its joumey through the town affeeting lhem one way or anotlier; and therefore
considered as an artistic product in the urban space.

In summary, public art is any form causes person to feel something which is built in
public space or outside a gallery that is accessable to any person. So, beyond the two or three
dimensional objects in urban space, it also ineludes events, perfonmances, temporary installalions,
projected images, soundscapes and interaetive Street theathers.

3. TIIE VALUE OF ART IN URBAN LANDSCAPE

In urban landscapes, there are many forms of art that enhance the space and give its
character. Ali kinds of 3-D works of art can be seen in almost any city either representing a
historic figire or expressing a style, thought or culture. Murals are found on the sides of
buildings, sometimes advertising a product or event, expressing something has cultural, historical
or visual importance. Fountains celebrate wvith the rcfiections and coolness of vvater and add
wvhite noise, drovvning out the sounds of traffic (CROVVHURST LENNARD/ LENNARD 1997).

Public art identifies the space, displaying persons and events in history by use of historic
monuments. This form of art can educate the public about these historically important events.
They cause people to think about the history, remember the events and people, and even to relive
them (LYNCH, 1981). And people generaliy remember an urban space vvith a vvork of art in that
place. Certainly, the urban open spaces are the best places for using plastic in an effectual vvay,
and also a succesfull public art can becomc a symbol for an urban space.

Beyond identifying the space, public art promotes social gathering and interaetion. The
piece of art usually attracts people eloser to the object, and often offers a place to sit, or meet
others. The art automatically becomes an identifiable point in the urban environment. It is in this
sense that most vvorks of public art are found in public plaza or parks vvliere the site is more suited
for such gathering (PIERCEY 1997).

Briefiy, the public art should make a positive contribution to the city life, and to the vvell
being of its inhabitantsr Public art should generously give the public some. positive benefit -
delight, amenity, 'fantasy, joyfulne'ss, sociability - in a wvvord, a sense of vvell-being
(CROVVHURST LENNARD/ LENNARD 1997).

Although the funds in Turkey appropriated for urban space have been providing for
artistic produets since the 1990s, vvlien compared to the European countries vvhich have five
percent of their budgets appropriated for artistic produets, it is not sufficient quantity-vvise.

Furthermore, many factors like sculptures vvholesale ordered, therefore not really
designed for the space they are to be placed in, the attitude of political povvers tovvards such
sculptures and the general immunity of the public have their duc effects on art in urban spaces in
Turkey.
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In order lo provide answers to the questions above lor Turkey, a famous example will be
discussed in the follo\ving chapter: the Mediterranian Statue (Figlre 1). The opinions of Koman’s
family, artists, intellectuals and the statements of the govemment have been collected from media
about the Mediterranian Statue and its place wiill help to understand the place of public art in
Turkey and the thoughts of people about the ansvvers of questions in the First chapter.

Figire 1: Mediterranian Statue in Zincirlikuyu, istanbul
Sekil 1. Zincirlikuyu’daki Akdeniz Heykeli, istanbul

4. TIIE MEDITERRANIAN STATUE AND THE DISPUTE

In Autumn 1998, there was a discussion about the Mediterranian Statue among
government, family of artist and joumalists like Cetin Altan, Dogdan Hizlan, Yalgin Bayer and
Zulfu Livaneli.

Cetin Altan allovved to begin the discussion wilh the lines belovv, vvhich vvere quoted from
his article in the nevvspaper called Sabah, on the ist of November 1998:

“In Zincirlikityu in front of the Halk Bank there is the Mediterranean statue by ilhan
Koman standing in a congesled area.... It would probably look tniich better on a majestic base at
the end ofthe listoric natural canal wtiere the Kdycegiz Lake nieets tlie Mediterranean, | think....
| wonder if sitch a wish \vould be shared by istemihan Talay, the Minister of Culture, or Biilent
Ecevit, the depiity prime minister, or Mesut Yilmaz, the prime minister? ”

His idea wvas responded immediately and announced vvith headlines such as “Koman’s
Sculpture in iztuzu” and “Koman’s Sculpture Meets the Sea” also informing that the Deputy
Prime Minister ordered the Minister of Culture to transfer the statue lo the iztuzu Beach vvhich is
lamous lor its Carettas. Follovving that, there had been much debate among columnists, artists and
the Koman family on the tranference of the sculpture.
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Actually this wvas not the first time that such discussions aroused on such a matter in
Turkey as various other sculptures lor different reasons vvere removed/transfcrred from their
places causing each time similar discussions.

Hovvever, this one appeared to be a difierent case because the subject matter this lime wvas
the Mediterranean statue by ilhan Koman, the famous sculptor, that vvas unanimously
considered to be one of the levw very fine examples of the Republican period of art and of the
modern urban space monuments in istanbul. Also the starting point of the debatc marvellously
had nothing to do wvith politics but rcferring to the concepts like spatial harmony and
perceptibility vvhen discussing about vvhethcr and vvhere to move the sculpure. Whatever the out
comings of such a debate, it vwas important that a discussion vvas started at last on artistic consepts
of urban open spaces vvhich vvas an important issue that wvas very little referred to whfen vvorking
on urban open spaces.

4.1 Mediterranian Statue and its Sculptor

The Mediterranian Statue completed in 1978-1981 vvas initially designed as seven meters
high and constituting of 17 different tones of blue. Hovvever, it vwvas reduced half the size
according to the vvishes of the architecl of the Halk Sigorta building vvho said that the sculpture
vvould be blocking the facade of the building and that concerns such as it vvould be too large in
proportion to the area it vvas to be located. Colour-vvise Koman had planned 17 different tones of
blue starting from vvliite-blue to turquoise, cobalt blue and so on finishing vvith a black-blue vvhich
was in vvhole to have a moving effect on a vvhite background. Also a special kind of paint used on
ships vvas needed in order to colour such a sculpture of four tons vvelded at more than 1100 points
of 12 mm thick 112 metal plates. Unlortunately, it vwas decided finally for the sculpture to be in
vvhite and vvhite only since such a speetrum of colours could not be found in spite of ali the efforts
made (NEYZi 1993).

The sculptor of the Mediterranian Statue, ilhan Koman vvas bom in Edirne in 1921. He
started at the painting departmenl of the Academy of Fine Arts in 1941 and follovving his
graduation from the department of sculpture in 1946, he passed the Europcan exam and vvent to
Paris. After three years of residence in Paris, he returned to Turkey in 1950 to be an asistani at his
university. He taught until 1958 and made a great contribulion to setling up the metal sludio at the
department of sculpture. After that he moved to Svveden vvhere he lived and vvorked in a barge
called “Hulda” in Stockholm until he died in December 30, 1986 (Figire 2).

Koman vvas appointed as a tutor at the Stocholm Applied Arts School in 1967. He as not a
Citizen of Svveden vvas the first time given the titie of professorship by a special decision of the
Sevvedish Senatc (BERK/GEZER 1973).
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Figire 2: One of Koman’s \vorks in Svvcden: “YVhirlpool” in Ekerd Square, Stockholm
Sekil 2: Koman’in isveg’deki calismalarindan biri: ‘Girdap’, Ekeré Meydani, Stockholm

Koman during his lime in Sweden created a great many number of art vvorks including the
relief he carved at the entrance of the Svvedish Parliamenl. The most famous one is the first prize
winner monumental sculpture callcd “Salute to Leonardo” designed in collaboration wvith Cetin
Kamra to be placed in front of the Orebre Municipality Buiiding (Figiire 3). Later it vvas bought
by the Svvedish government and placed in front of the Stockholm School of Architecture (RONA,
1997).

Koman’s important vvorks other than the Mediterranian Statue are the twvo sculptures in
front of the Metropolitan Municipality Buiiding and Harbiye Divan Hotel in istanbul, the reliefs
at the eastern vving of the main stairs at Anitkabir in Ankara and the bronze sculpture vvhich vvas
selccted amongst a number of ccramics figures made in 1970s and casted at a larger scale in 1992
in Seymenlcr Park (SECKIN/TURKOGLU 2003).

Koman States his thoughts about the Mediterranian Statue in his intervievv to his close
friend Arslan Mengic as follovvs:

“.. I, how shall I put it, there is a popilist part oftne. When a statue is to be located in a
public place, I sliould like it to be for the people. Nevertlieless, artistic qitalities are to be there
even if it is a populist piece. I utilized a kinetic illusion in that statue takitig a goddess, an idol as
a symbol made of waves. Actually it is somehow a toigh statue. Slie kind of stares at people.
Meaning like what the heck are you going to do to me. You hiow, the pollition and destriiction of
the Mediterranian. A woman standing dign'ificd and intiniidating at the satne time."
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Figure 3: ‘Salute to Leoniardo’ and Ilhan Koman, Stocldiolm
Sekil 3: ‘Leonardo’ya Selam' ve ilhan Koman, Stockholm

4.1 The Dispute

Many people joined in the dispute started by Cetin Altan \vho argued that the
Mediterranian Statue should be relocaled for it vwas packed in an indifferent crovvded area in front
of the Halk Sigorta Building. Zilfu Livaneli and Dogan Hizlan suggested in their nevvspaper
articles that relocating the statue in a place at the Mediterranian coasts to release il from ali that
disordered and suffocating environment vvould be more approprialc to its cause of exislancc. it
vvas most interestingly to be marked vvhat Do§an Hizlan said in his article in Hirriyet on the
fourth of December in 1998 as “The Mediterranian of ilhan Koman is to be therc. Let its do what
Cetin Altan asksfor. At leastfor once shall we see the goveriiment oblige to one ofhis \vriters. ”

In spite of the consensus of opinion among the respected authors about the relocation of
the statue, Koman family vvas against tlie idea. Gonul Dilan Koman, sistef of ilhan Koman,
believed that statues belonged to the squares in tovvns and that they should remain in open places
vvhere people can relatc to them continously. Neverthcless she did remembered ilhan Koman used
to say that if he knevv she vvas to be put in that congesled area he vvouldn’t have made it at ali and
therefore if she wvas to be relocated, she should be moved to a place in istanbul such as
Sarayburnu wvhich overlooks the Marmara Sea or his hometovvn Edime.

Meanvvhile, Goénul Dilan Koman pronounced in her radio intervievv al the Radio
Cumbhuriyet as follovvs:

his sister, did declare in the telegram / sent to istemihan Talay, the Minister of
Culture, that as his legal heiress it was | \vho was entitlcd to 1ake a decision on this matter and
that a third person can have nothing vhatsoever to say about it. Cetin Altan is causing a stirfor
nothing. Such thing can not be done without asking to the artists
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ilhan Koman vvas in Svveden during the period in vvhich the statue vvas made and Husber
Alcyiirek vwho wvas the asistant of Koman in Turkey then, although finding Altan’s proposition
enehanting, he does not approve of moving the statue itself:

“..Renioving one of the few modern sculptires in istanbul u’oitld leave the torni even
more naked. If they are to place a sculpture at the Iztiizu Beach, a new sculpture can be made
from its initial design, seven or eight meters ligh and made oftones of blue coloitr arranged in
sequence just like Koman hadplanned it...."

At the time the dispute vvas at its highest, Ali Teoman Germaner, Head of the Department
of Sculpture at Mimar Sinan University, Faculty of Fine Arts vvhen Koman graduated, said that:

For a start, a sculpture in such a size exists \vith its space. ilhan Koman was alive
\vhen it uy/j located there. ile worked on it kno\ving and obser\'ing every bit of information as
such. He salv its distance from the road, its relation with people and ali that, he knesv and
designed accordingly. For instaiice, it has a kinetic property. People passiiig by in their car
illusioned as thougl it \vas moving. You caiuiot make changes inspite ofilhan Koman. Ifthere is a
need for a sculpture a nel\v competitionn should be organized and a new sculpture should be
selecled. There is no cause to repeat Koman % sculpture.”

During the same period Nilufer Ergin, the chairman of the International Plastic Arts
Associalion, declared the vievv of the association to the nevvspapers as follovvs :

“We, artists are greatly concerned that the metliods of reptacing or demolishing such
architectiiral or plastic values that have a place in the lives of urban people in such a city like
istanbul in which the urban texture and memory are terribly damaged, are defiiied according to
the orders ofpolitical or local authoriiies and personal \vishes.

Such appalling applicatiois often take place in Turkey and it is time that the intelleetuals
of this country started to be inore vigilantly conducting on such matters that they should betler
kilow where to dra\v borderlines and askfor an cxpertise opion before guiding public opinion. We
the International Plastic Arts Society declare that m>e \vill resist to the replacement of the
Mediterranian statue and invite our colomnists to make efforts in encouraging political
authorities to invest in thefield in order to inerease the number ofsculptures in open areas and to
organize competitions so that young Komatis would come along.

Since \ve are a)vare that if Ilhan Koman the great artist liimself were alive he \vould 1isc
his superior knowledge on form and teclinology in much different wayfor a sculpture in lztuzti
Beach, \vc are determined not to leave the metallic sculpture which is designed in an urban
lexture and scale and has been checked for every Iliree years for maintcnance to corrode in a
kilonieters long desolate beach exposed to the effects of salty sea. The responsibility of leaving
such a cultural iteni to be destroyed gradnally and inevitably under such conditions will be laid
upoil who suggested the idea and who did it ifpitrsied."”

Other 1han the vievwvs summerised above, the follovving contributions vvere made in the
matter that if the sculpture has to be moved somevvhere in Mediterranian. instead of isolating it on
some lonely beach, it should be located in a populated area such as Alanya Castle vvhich also a
landmark in the region and that in the process, an advising commettee ineluding sculpturers,
historians, tovvn planners and the adminisirative head of the region should be formed.

At the end, as the ovvner the Mediterranian Statue, the Halk Insurance Administrative
Commettee finally declared that they decided there vvas no reason for it to be relocated anyvvhere
that it vvas fine vvhere it vvas vvhich legally ended the debate.
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5. CONCLUSION

According to the dispute above, if there are consislent reasons and enough justifications
for transporting a public art object, mostly the elite part of society can easily join the discussions
about the object has to be removed from its place or not. This shovvs that, the people is
considering ‘the public art” important for their life. So lirst of ali, if the necessary artistic object
characterising its environment isn’t found in the city \ve live, it’s not easy to talk about an urban
life. But is this feeling same for the rest of the public who doesn’t care about it? And is the public
art likely to speak to a large proportion of the public, rather than an elite fevv?

Another result of the dispute about the Mediterranian Statue, the \vorks of public art must
have a strong contact vvith the other \vhole city elements. A \vork of public art can be a great work
by itself and like most of the participants of this debate, people can think that the public art \vhich
is planned for a special place doesn’t have to need a discussion about transporting. But
nevertheless, it must be thouglit that if it isn’t \vell-adjusted wvith its environment, it becomes an
object wvvhich is under debate. So vvhen designing art in urban open spaces, the artist’s personal
attitude is the most important thing, but if it’s not suitable for public opinion or taste, this
endangers its existence in that place.

Laslly, most public art is ovvned and maintained by either a municipality or privately. So,
the ovvner of public art object decides on matters like removing or relocating it in urban space.
Bul, if the ovvner of public art doesn’t care about it or isn’t sure of its necessity for that space,
public opinion can become the first criterion about the destiny of the public art in urban
landscapc.



KENTSEL PEYZAJ iCINDE SANAT
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Kisa Ozet

Kentsel peyzaj igcerisinde yer alan sanatsal objeler, genellikle kullanicilari
tarafindan gdérmezden gelinmektedir. Bununla birlikte, cevreleriyle ilgili
kararlar almak, insani bir gereksinim ve kamusal paylasim igin bir
zorunluluktur. Kamusal sanatin neden gérmezden gelindigini kesfetmek igin,
kullanicilarin  kavrama vyaklasimlarini ve mevcut calismalar baklandaki
yorumlarini 6grenmek c¢ok onemlidir. Kentsel peyzaj icerisindeki sanatsal
objelerden biri de, istanbul Zincirlikuyu’daki Akdeniz Ileykeli’dir. 1998
sonbaharinda, hukumet, sanat¢inin ailesi ve gazeteciler arasinda, Heykel
hakkinda ¢ok boyutlu bir tartisma yasanmistir. Bu tartisma, 0Ozellikle
Tarkiye’de, kentsel peyzaj icerisindeki sanata bakisi belirlemek amaciyla
incelenecektir.

Anahtar Kelimeler: Kamusal sanat, Akdeniz heykeli, Kentsel tasarim

1. GIRIS

Bu makalenin ana amaci, kamusal sanat ve kentsel peyzaj arasindaki iliskiyi, asagidaki
sorular gergevesinde incelemektir:

icinde yasadigimiz kentte, o cevreye ozellik katacak gerekli sanat 6geleri
bulunmuyorsa, saglikli bir kent yasamindan s6z etmek ne derece mumkiindir?

Kentsel agik alanlardaki sanat objeleri tasarlanirken, tek basina sanatcinin kisisel tavri
yeterli midir, yoksa halkin istekleri ve begenilerine yonelik ¢alismalarin yapilmasi da
gerekli midir?

Kentsel mekanda yer alan bir sanatsal objenin tasinmasi, yerinin degistirilmesi veya
kaldirilmasi gibi konularda séz sahibi olan kimlerdir?

2. KAMUSAL SANAT NEDIR ?

Sanat, insanin duyularini harekete geciren ve heyecan uyandiran bir olgu olarak kabul
edilirse, bu olgunun dogal olarak, guzellik, ilginclik, Gzerinde tartisilabilirlik, egitsellik, tarihsel
veya kultirel anlam tasima gibi 6zellikleri binyesinde barindirmasi gerekmektedir. “Sanat”
olgusuna bu cergeveden bakildiginda ise, “Sanat” ve “Halk” birbirinden ¢ok farkli kavramlar
olarak dusunilmemektedir. “Sanat” yukarida da belirtildigi gibi halka ait faaliyetlerin bir drtini
veya sonucudur, dolayisiyla, dogal olarak sanatin, en iyi sergileme ve icra alani da halka ait acik
alanlardir.
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Bu acidan konuya yaklasildiginda, kentsel mekanda sanat, yasanilan cevrede, halkin
fiziksel ve duygusal ihtiyaglarinin karsilanmasi icin gerekli olan, tarihsel, estetik ve fonksiyonel
Ozellikler tasiyan objeler olarak tanimlanabilir. Bu tanim kapsaminda kentsel mekanda sanat,
yalnizca anitlarin ve heykellerin degil, duvar resimlerinin, duvar yazilarinin, tabelalarin, reklam
panolarinin ve benzeri birgok elemanin formunda da kendini bulabilmektedir. Ornegin sanatini,
cizdigi resimlerle, farkli motiflerle veya karosere yaptigi eklemelerle kendi otomobili Gzerinde
sergileyen bir tasarimcinin otomobili, kent icindeki yolculugu sirasinda halk tarafindan izleniyor,
kisiler tizerinde bir takim hisler uyandiriyor olmasi nedeniyle kentsel mekan igin bir sanat Griinu
olarak kabul edilebilmektedir.

Ozetle, kamusal sanat, kamusal mekan igerisinde gerceklestirilen ve kiside bir takim hisler
uyandiran her tirli forma verilen adtir. Bu acidan bakildiginda, iki ya da G¢ boyutlu objelerin
disinda, her turli performans, gecici dizenlemeler, film gdsterileri, mizik dinletileri ve inleraktif
sokak tiyatrolar da kamusal sanat kapsami icinde yer almaktadir.

3. KENTSEL PEYZAJDA SANATIN DEGERI

Kentsel peyzaj alanlarinda, mekana cesitlilik katan ve ona karakter kazandiran bir ¢ok
form gorilmektedir. Bir tarihi figurd temsil eden, bir Gslubu, dislinceyi ya da kiltiri vurgulayan
heykellere; bir Grini veya olay! anlatan duvar resimlerine; trafik glrtltisind akan suyun sesiyle
bastiran, suyun serinligini ve yansimalarini mekana katan ¢esmelere rastlamak mumkuindir.

Kamusa] sanat, bir kentin kimligini, tarihi kisi ve olaylarini, anitlarda canlandirip
gOstererek tanitabilmektedir. Sanatin bu formu, halki 6nemli tarihi olaylar hakkinda
bilgilendirebilmekte; kentlilerin, tarihleri hakkinda disunmelerine, olaylart ve insanlari
hatirlamalarina, hatta onlarla gurur duymalarina ya da onlara hakkettikleri degeri vermelerine
neden olmaktadir. insanlar, bir meydani veya parki, genellikle o mekandaki bir sanat objesiyle
hatirlamaktadir. Basarili bir kamusal sanat objesi, o0 mekanin sembolu haline gelmektedir.

Kamusal sanat, iletisimi kuvvetlendirip, sosyal birlikteligi temin etmektedir. Sanat, cezp
edici ozelligiyle, insanlari kendine cekmektedir. Bu ¢ekim sonucunda, 6rnegin oturulacak bir yer
aranmakta ve dostluklar baslamaktadir. Boylece sanat, dnemli bir tanisma ve bulusma noktasi
6zelligi kazanmaktadir. Zaten, sanat objelerinin bir cogu, bu ve benzeri nedenlerle, toplanmaya
uygun yerlerde, meydanlarda ve parklarda bulunmakladir.

Ozelle, kamusal sanat, kent ve kentlinin hayatina, olumlu katkida bulunmali; mutluluk
hissi uyandirmak, hayal gucinu harekete gecirmeli, iletisimi ve sosyalligi ilerletebilecek bir
yapida olmalidir.

Turkiye’de kentsel mekana ayrilan harcamalarin bir kismi, 1990l yillardan itibaren sanat
Urunleri icin ayrilmaya baslamistir. Kentsel mekana ayrilan bitgenin yizde bes gibi bir oraninin
sanat Grinleri icin ayrildigi Avrupa tlkeleri ile kiyaslandiginda ise, Tirkiye’nin bu yonden nicelik
olarak yetersiz oldugu gorilmektedir. Bunun Otesinde, cesitli meydan ve acik alanlara
yerlestirilmek (Uzere topluca siparis edilen, dolayisiyla icinde bulunacagr mekana gore
tasarlanmayan heykeller, mevcut heykellere karsi siyasi iktidarlarin sergilemis oldugu tulum ve
davraniglar ile halkin bu objelere olan ilgisizli§i gibi nedenler, kentsel mekanda sanatin
Tiurkiye’deki durumunu olumsuz yonde etkilemektedir.

4. AICDENIZ HEYKELI VE TARTISMA

Celin Altan’m, 1998 sonbaharinda, Akdeniz heykelinin Zincirlikuyu’daki Halk Sigorta
Binasinin (ninde tuhaf bir sikisikhigin ve ilgisizligin icinde oldujunu savunarak, tasinmasi
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gerektigini ileri sirmesiyle baslayan tartismaya o donemde pek cok kisi katilmistir. Zalfu Livaneli
ve Dogan Hizlan gibi gazeteciler kendi koselerinde, Altan’a destek vermisler, heykelin kentin
boguculugundan kurtarihp, biyik anlam cagrisimlarina yol acacagini disiindikleri Akdeniz
sahiline yerlestirilmesinin, yaratilis amacina da uygun dusecedini savunmuslardir. Bu gorise,
Koman’in ailesi ile bazi sanat¢ilar ve kdse yazarlari karsi gelmisler, bunun sonucunda, sanatginin
ailesi, gazeteciler ve hikumet arasinda, Akdeniz Heykeli hakkinda ¢ok boyutlu bir tartisma
yasanmistir.

Aslinda bu tartisma konusu, Tdurkiye icin yeni bir konu degildir. Daha (ince de,
Turkiye’de, tim dinyada oldugu gibi, cesitli nedenlerle tasinan heykeller olmus, o heykeller
konusunda da yazilar yazilmis, tartismalar yapiimistir. Ama bu kez durum, digerlerinden biraz
farkli goziukmektedir. Cinklu s6z konusu olan, herkesin, Cumhuriyetin en glzel sanat
pirlantalarindan ve istanbul’daki birkag modern kentsel mekan anitlarindan birisi oldugu
konusunda goriis birligine vardigi, Gnli heykeltiras ilhan Koman’in Akdeniz heykelidir ve
tartismalarin ¢ikis noktasi hicbir siyasi goriise dayanmamis, heykelin tasinmasi ile ilgili gorisler
belirtilirken tamamen heykelin algilanabilirligi, mekansal uyumu gibi kavramlarindan hareket
edilmistir. Sonucu ne olursa olsun, ifade edilen gortslerin dogrulugu veya yanlishgr ne kadar
konusulursa konusulsun, aydinlar, sanatgilar ve devlet arasinda, Akdeniz heykeli araciligiyla,
kentsel agik alanlarla ilgili calismalarda yeterli 6nemin verilmedigi kamusal sanat kavrami
lzerinde bir tartisma baslatiimistir.

5. SONUC

Yukaridaki tartismaya gore, bir kamusal sanat objesinin tasinmasi icin tutarli ve yeterli
nedenler bulunmasi halinde, toplumun elit kesimi konu uzerinde kolay ve hizli bicimde
disinmeye baslamaktadir. Bu, kamusal sanatin, kullanicilarin  hayatindaki  &nemini
gostermektedir. Herseyden once, icinde yasanilan kentlerde, o cevreye 0Ozellik katacak gerekli
sanat d§eleri bulunmuyorsa, saglikli bir kent yasamindan s6z etmek pek mimkiin degildir. Fakat,
bu diuslince, halkin tim kesimleri icin gecerli midir? Ve kamusal sanatin, kiigiik bir elit gruptan
daha genis halk tabakalarina seslenmesi mimkin ya da gerekli degil midir?

Akdeniz Heykeli hakkindaki tartismadan c¢ikan diger bir sonug, kamusal sanat
calismalarinin, kentin diger elemanlariyla kuvvetli bir iliskiye sahip olma zorunlulugudur. Bir
kamusal sanat calismasi, tek basina bir saheser olabilir ve bu tartisma katilimcilarinin ¢cogunun
disundugi gibi, eger bir kamusal sanat objesi, bastan 6zel bir alan icin lasarlandiysa, onun yerinin
degistirilmesi Gzerine goris belirtmeye gerek olmayabilir. Fakat ayni zamanda, gevresine iyi
uyum saglayamayan bir kamusal sanat objesinin de devamli olarak tartisma konusu olacagi
aciktir.  — .

Son olarak, ¢cogu kamusal sanat objesinin sahibi, ya bir belediye ya da bir 6zel kurulus
olmaktadir ve tasinip tasinmamasi konusunda da kararin onlara ait oldugu aciktir. Fakat bu
belediye ya da 6zel kuruluslar, obje hakkinda yeterli kararliliga sahip degillerse, kullanicilarin
gorusl, kamusal sanatin kaderi i¢in birinci sirayr almaktadir.



236 Y. CAGATAY SEGKIN

KAYNAKLAR
ALTAN, C., 1998: Gelin Dertleselim Birazda..., Sabah Gazetesi, 01.11.1998.
ALTAN, C., 1998: Ecevit’e, Talay’a, Ozkan’a Tesekkiirlerle..., Sabah Gazetesi, 04.11.1998.
BAYER, Y., 1998: Koman’in Heykeli Edirne’ye Yakisir, Hirriyet Gazetesi, 06.11.1998.
BAYER, Y., 1998: Koman’in Heykeli Paylasilamiyor, Hurriyet Gazetesi, 08.11.1998.

BERK, N.; GEZER H., 1973: Elli Yilin Tark Resim ve Heykeli, is Bankasi Kiltir Yayinlari,
istanbul.

BRAND, J. 1992: Art for A Natura! and Artificial Environment, Foundation World Horticultural
Exhibition Floriade, Zoetermeer.

CROWHURST LENNARD, S.H.; LENNARD, H.L., 1997: Making Cilies Livable, International
Making Cities Livable Conferences, Carmcl, California.

HIZLAN, D., 1998: Cetin Allan’in Ricasini Yerine Getirin, Hurriyet Gazetesi, 04.11.1998.

KOMAN, I. RIBEYROLLES, F., 1979: On My Approach to Making Non-Figurative Static and
Kinetic Sculpture, Leonardo, Vol. 12, pp. 1-4, The Lconardo Association, Paris.

LIVANELI, Z., 1998: Karakaf'a, Sabah Gazetesi, 04.11.1998.
LYNCH, K., 1981: Good City Form, The MIT Press, Cambridge, Massachusetts.

NEYZIi, A., 1993: Bir Heykelin Oykisi, istanbul Dergisi, Vol. 4, pp. 115-118, ISSN 1300-7033,
Tarih Vakfi Yayinlari, istanbul.

PIERCEY, D., 1997: The Place of Public Art in the Contemporary Landscapc,
http:/Avww. geog.ox.ac.uk/research/niercev.htmi

RONA, Z., 1997: ilhan Koman, Eczacibasi Sanat Ansiklopedisi, Vol. 2, pp. 1036-1037, YEM,
istanbul.

SECKiN, Y.G.; TURKOGLU, H.D., 2003: ilhan Koman ve Akdeniz Heykeli, Yapi, Vol. 263, pp.
92-95, YEM, istanbul.

STERN, R.A.M., 1986: Pride of Place: Buiiding the American Dream, The Houghton Mifflin
Company, Boston, Massachusetts.



