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‘Yapit’ iizerine bir ayrac | evrim Altug

Okuyacagimiz ‘Ayrag’larin biitiinii, i¢erdikleri soru isaretlerinin sevk ettigi esnek
biinye ile, ilk girisiminde ‘yapit’a dogru gidiyor. Bu metin silsilesi, blinyesindeki
yanitlar kadar, soru isaretlerini de sahiplenmeden, ortak bir tartisma beklentisiyle
okurla paylasiyor.

Bu, kuskusuz gorsel oldugu kadar, akli bir dizgenin de habercisi. Yapit,ne islev
tasimal1? Aktif mi, pasif mi olmali? Kendisini tecriibe edeni doniistiirebildigi gibi,
onu kendisinden de uzaklastirabilmeli mi? Yapitla bas basa kalanin zamani nerede
basliyor? Onu var edenden bagimsiz bir zihne dogru mu yola ¢ikiyor? Kendisi de
dahil olmak iizere, herhangi bir varolus ve var edis ile vazifeli mi?

Bir yapitla ilk kez bas basa kaldigimizi diisiinelim. Bu siiregte ister bir resim, is-
terse heykel veya yerlestirme, ya da miizikal bir kompozisyon veya yedinci sanat,
medya sanat1 ve yerlestirme gibi secenekleri de bu zincirde tercihli kilalim.

Yapitin bize vadettigi igerigi ve bu icerigi sahiplenen bireyi (veya girigim - akim
siirecini) ne kadar dnceden taniyoruz? Izledigimiz, bize kendi yasam birikinti-
mizden neler damitiyor? Uzerlerine yeni neler ekliyor, ¢ikartyor? Bizden kendi
sempatizani olmamizi m1 bekliyor, yoksa, kendisini yok olusuyla mi1 sintyor?

Bu yoniiyle bir sanat yapitiyla izleyicinin kurdugu iletisimde empati oldugu kadar,
sanki Onyargi(-miz) olarak da tarifleyebilecegimiz antipatinin de pay1 bulunuyor.
Yapit1 aklimiz ve duygularimizla ittigimiz 6l¢iide bile, onu deneyimlerken yeni-
den ve yeniden (yikmakla) insa ediyoruz. Bunda, kendisiyle tanistigimiz giiniin
kosullar1 belirleyici oluyor.

Aldigimiz egitim seviyesi, yetistigimiz cografyanin tahakkiimii, kendimizi gerge-
klestirmek iizere yaptigimiz tercihler, hemen hepsinin eslik ettigi bir yeni iiretim
siireci daha ortaya konuyor. Peki, yapitin sahibi bunlari ne kadar umursuyor?
Urettigini kendi disindaki diinyaya emanet ederek, ‘bitirdigi’ icerigin ‘bitimsiz’
diinyadaki akibetini ne diizeyde takip ediyor?

A bookmark on a ‘Work®> | Evrim Altug

The entirety of these ‘Bookmark’s which we will read, with the flexibility referred
to in the question marks contained, enters the realm of ‘work’ through my first
attempt. This sequence of texts shares these question marks as well as the answers
it conveys without appropriation, in the hope of shared discussions with the rea-
der.

With no doubt, this predicts an intellectual arrangement as much as one that is
visual. What should be the function of a work? Should it be active or passive? In
the same way, it might be transforming those who are experiencing it, should it
be distancing them from itself? Where does the time of who is in front of a work?
Is it moving towards a consciousness that is independent of the work’s creator?
Does it bear the responsibility of a kind of existence or creation, including the one
of itself?

Let’s visualize the first moment that we are left alone in front of the work. In this
process of visualization, let’s keep the alternatives for what this work might be to
a painting, a sculpture or an installation, or a musical composition or a piece of the
seventh art, media art, and installations open.

Since when do we know the content promised by the work or the individual (or
flow -process) who is appropriating this content? What does the observed work
distill for us from our own accumulated experiences? What does it add to or sub-
tract from them? Does it expect us to be a follower, or, does it wait for its extin-
ction?

Looking at it this way, in the communication maintained between an artwork and
the viewer, aside from the feeling of empathy, there is a pinch of antipathy, which
might be defined as (our) prejudice. Even when our minds and emotions are repel-
led by the work, as we experience it, we keep reconstructing it by deconstruction.
The determinants of these processes are the conditions of the day that we encoun-
ter the work.



Yapit, karsisinda bir baskasi olmadan var olamayacak gibi duran bir aynay1 da
andiriyor. Bu ayna, belli belirsiz bir sitnamanin veya kinamanin delili gibi de okun-
abiliyor. Yapit, olanca igerigi ile diinyay1 karsisinda tutuyor. Bunu bir tiir meydan
okuma olarak da yorumlamak miimkiin olabiliyor. Sanat¢1, lirettigi metinle, i¢inde
barindig1 diinyaya gerek bireysel, gerekse kolektif bir miidahalede bulunduktan
sonra, ¢aligmasinin kapsami oraninda, baska diinyalarin, paradigmalarin da séz-
cliligiinii tstleniyor. Buna ne 6l¢iide sadik kalirsa, kendi yanki - imgesini de o
denli narsisist¢e sahiplenmis oluyor.

Bir yapit1 fiziksel manada karsimizda buldugumuzda, onun anlattiklarin1 sahip-
lenmekle yiikiimli sayiliyoruz. Bizden, bir bilmecenin, ¢oktan tecriibe edilen bir
deneyimin parcasi olmamiz bekleniyor.

Yapitin kendini nerede var ettigi, giiniimiiz (karantina) kosullarinda zorunlu ola-
rak ikinci planda kaliyor. Entelektiiel seviyede milyonlarca ‘zengin’ ve ‘fakir’,
‘taze’ ve ‘konserve’ dijital igerigin dolasimda oldugu elektronik bir espastayiz.
Hemen herkes bireysel ‘espas’inin hiikmiine dayali kararlar alarak, hayatini tayin
eden 6nemli ve 6nemsiz imgelerin sorumluluguna karar veriyor.

Bu imge pazarinda maruz kaldigimiz kompozisyon ve metin akisi o kadar siddetli
ki, bu kaotik biinyede, en ufak bir diizen, bosluk, yap1 kendine derhal bir alic1
bulabiliyor. Bu anlamda herhangi bir seyle kurdugumuz duyusal temas, ya onu
tapilacak kadar tekillestirip sahiplenmemize, ya da hi¢ var olmamis gibi davran-
mamiza neden olabiliyor.

Zamanin ve mekanin ucuculugu ve degersizligi iizerine ¢alisildikca, bu farkindalik
bile yapit iizerinde goriinmez bir cilanin var olmasina vesile olabiliyor. Yapitlar
bu yoniiyle birer zaman ve mekan transferi nesnesi olarak tarifienebiliyor. Kisi,
onlar1 deneyimlerken bulundugu zaman ve mekan algisini da adeta goniillii bir
karantinaya aliyor.

Iginde bulundugumuz zamanlar, ‘yapit’in islevi ve dmriinii yeniden degerlen-
direbilecegimiz bir bakis agisina da gebe kaliyor. Radikal sorulara art arda ma-
ruz kaliyoruz. Sozgelimi, bir yapitin ‘ne ise yaramasi gerektigi’ icine dogdugu
giindelik hayati sorgulamamiz adina da kalic1 bir merak kaynagi haline geliyor.
Siyasal, dinsel ve folklorik ¢ercevede yiizyillardir liretilmis yapitlara bu yoniiyle
birer ‘beyan’ espasi olarak yeniden bakmak, buradan sézgelimi tasarim ve mi-
marlik gibi disiplinlerin nasil evrildigini tekrar diisiinmek, oldukca tetikleyici gibi
gorunuyor.

A new process of production that includes our level of education, the tyranny of
the geography we group on in, the choices we made to realize ourselves, is revea-
led. But, to what extent does the creator of the work care about these? By consig-
ning the production to an outside world, for how long do these creators follow up
on the fate of this ‘finalized’ content in an ‘endless’ world?

The work resembles a mirror that cannot exist without someone else in front of
it. This mirror can be interpreted as evidence of a subtle trial or decrial. Full of
content, the work stands against the world. This can be read as a kind of challenge
that is proposed through the work. The artist, after intervening to the world resi-
ded in either individually or collectively with the produced text, he assumes the
responsibility of being the voice of other worlds, paradigms within the scope of
his works. He narcissistically embraces his own reflection — image as much as he
can stay loyal to this responsibility.

When we encounter a work in a physical sense, we deemed as obliged to embrace
what it tells us. We are expected to become part of a riddle, an experience that has
already been experienced.

In the contemporary conditions (of confinement) the location of the work’s exis-
tence is forcefully pushed to the background. We are in an electronic space in
which millions of intellectually ‘rich’ and ‘poor’, ‘fresh’ or ‘canned’ digital con-
tent circulates. Almost everyone makes decisions regarding the reign of their in-
dividual ‘space’ and determines the responsibilities of important and unimportant
images that constitute their life.

The flow of composition and text that we are exposed to in this market for images
is so violent that there is an immediate demand for the tiniest system, gap, and
structure within the chaos. In this sense, the sensory contact with anything causes
us to singularize and idealize that thing or to pretend that it does not exist at all.

Focusing on the ephemerality and unworthiness of time and space, this awareness
creates an invisible varnish on the works. The works hence can be defined as a
transfer object of time and space. While experiencing them, one put their sense of
time and space under voluntary isolation.

The times we are going through also gives birth to a new point of view for ree-
valuating the function and the lifetime of a ‘work’. We are constantly faced with
radical questions. For example, the ‘utility’ of the work becomes a permanent



Yapitin gegmisten gliniimiize maruz kaldigi bu aradalik (In Limbo), askida olus
hali, nereye kadar ve ne adina bir ‘firsat’a doniistiiriilebilir ? Dahasi, ‘firsat’cilik
olumlu mu, yoksa olumsuz mu bir davranis bi¢cimidir ?

Dogay1 kendimize 6rnek almaya kalkistigimizda, gézle goriinen ve kendi kendin-
den siirekli tiireyen organik diizenin renkleri, estetigi, uyumu ve ¢ok sesliliginin
ardinda ayrica, insanin kendi varolus gayesiyle ardinda birakmaya ¢alistig1 nice
inorganik iz, hatta yapit demeye bin sahit ister dokiintii, yolumuza, dniimiize, tiirli
tarihler ve tariflerle ¢ikiyor, degil mi? Hangi yap1 veya yapitin kalic1 olduguna,
neye gore karar vermemiz gerekiyor ? Gereksinimimize mi ? Bireysel veya kit-
lesel oncelik dl¢iitlerimiz, hadi kestirmeden sdylersek, bencilligimizle mi?

Temsilin temsili izerine, temsilen konustugumuz zamanlardayiz. Maruz kaldigimiz
bu hayal 6tesi hayali yari-varolus siirecinde, birbirimize ilettiklerimizle, seylerin
‘bilgi’si lizerinden temas kurabildigimiz bir donem bu. Bu anlamda, edindigimiz
her tiirlii bilgi ve alginin da 6zgiinliigiinii, maksadini, muhtevasini, vakit ve algi
kaybetmeden hakikatini tekrar paylasma ve tartisma siirecindeyiz.

Tipki tarih 6ncesi magaralara, giindelik yasamlarinin samimi izlerini birakip ‘otu-
rum a¢mis’ atalarimiz gibi, hikayelerimiz de ancak bdyle sinanabilir gibi geliyor.
Kayalar {izerine birakilan organik ve inorganik izler, benzetmeler gibi, bugiin
de trettigimiz mikro ve makro yapitlarin iizerimize emanet ettigi gerceklikler-
le bas basayiz. Yalnizca, kullandigimiz malzemeler ve maruz kaldigimiz hakikat
parcaciklarina yonelik miidahale bi¢cimlerimiz doniisiiyor ve degisiyor. Hikayeci
tavrimiz ise, oyuncu bir keyif, kendini ve diinyay1 yeniden gergeklestirmenin tat-
min duygusu refakatiyle siirliyor. Hikdyemizin, zaman i¢inde gozden soze, ku-
laktan yazi ve imgeye, hatta koklama ve tat edinme tecriibemize tasindig: siirecte
olmay1 kabulleniyoruz. ‘Yaratici - sanat¢i’nin alternatif varlik teklifini geri ¢evir-
miyoruz. Zamana biraktifimiz ve giryabimizda devralinmis diger hikayelerle, bu
diinyadan geciciligimizi kendimize ve baskalarina gegersiz kilabilmenin tutku-
suyla tiretiyoruz. Begendigimiz, onayladigimiz diizeyde de ‘yapit’in vadettigi zi-
hinsel ve plastik evrenin goniillii el¢ileri halini aliyor, ilgili iretimin ‘hayran’lari-
na vefakar bir yaklasimla doniistiyoruz.

Hayal giiciimiiz, hayat giiclimiizle bas basa veriyor. Hatir1 sayilir bir 6miir i¢in
elimizden, yiiregimiz ve zihnimizden gelen herseyi yapmaya ve kendimize tanik
biriktirmeye ¢alisiyoruz. Bu yoniiyle hepimiz, zaman ve mekan iginde, anlam de-
nilen degisime ac¢ik viriisiin stirekli ve goniilli tasiyicilart oldugumuzu bilerek,
kendimizi diinyadaki biitiin ‘6teki’lere hakikatimiz nezdinde ulastirmanin, hatta

curiosity for examining the everyday life it is born into. Looking back at the poli-
tical, religious, and folkloric works that were produced throughout the centuries as
spaces of ‘declaration’, and thus rethinking how different disciplines like design
and architecture have evolved seems very triggering.

To what extent, a work that has been historically situated in a limbo, being left
hanging in mid-air, can be turned into an ‘opportunity’ and what for? Moreover, is
‘opportunism’ a positive or negative behavior?

Isn’t it the case that, when we attempt to take nature as our model, behind the
colors, aesthetic, harmony and multivocality of the organic order which is visible
and in itself is constantly reproducing, we reveal the many inorganic traces, the
rubble that cannot even be called as work, that people left behind for their exis-
tences, told through various histories and descriptions? How are we supposed to
decide on which structure or work will be remaining? Will this decision be made
according to our needs? According to our individual and personal priorities, mea-
ning, and our self-interest?

Today, we are representatively talking about the representation of a representati-
on. In this imaginary time of half-existence which is beyond dreams that we are
exposed to, we can only contact each other through what we can transmit, through
the ‘information’ of things. It is a process of reposting and discussing the authenti-
city, purpose, content, and truth of all attained information and perception without
losing any time or sense.

Exactly like our ancestors who ‘logged in’ to the prehistoric caves, leaving the
sincere traces of everyday life, our own story can only be examined as such. To-
day we are faced with the realities carved on micro and macro structures we have
built, not unlike the organic and inorganic traces of rocks, the analogies. It is only
the materials used and our ways of intervention to the enforced traces of truth
that is evolving and changing. Our storytelling continues alongside a playful joy,
a feeling of satisfaction that comes with the realization of the self and the world.
We accept the fact that we are part of a process in which our story travels from the
eye to the words, from our ears to text and image and, in the future, to the expe-
riences of smelling and tasting. We do not reject the proposition of an alternative
existence coming from the ’creator-artist’. We are producing with the passion for
invalidating our temporality on earth, both to ourselves and to the other, through
other stories that we let go of and will be taken over in our absence. We become
the voluntary representatives of the mental and aesthetic universe promised by a



bulastirmanin yollarini ariyoruz. Kiiltiir ve sanat da, bu siiregte son derece kisisel
rota, metot ve ¢cagrisimlara ulasabilecegimiz yegane mecra, tasiyici haline geliyor.

Icinden gectigimiz su donemde ‘yapit’, zaman ve mekaninin biiyiik bdliimiinii
dijital bir evrenin ‘anlam deposu’nda gegiriyor. Sinirsiz bir imge miibadelesi
altinda, olabilecek en samimi, uzak gorislii tercihlerde bulunmaya g¢alisiyoruz.
Deneyimledigimiz yapitlar, diinya ile kurdugumuz iliskinin yapi taglari haline ge-
liyor. Edindiklerimiz, biriktirdiklerimizin, bir anlamda temsil edilenlerin de tem-
silcileri olarak kendi kendimizi vazifelendiriyoruz. Her detay, kendi tarihini de
boyle yaziyor, doniistiiriiyor.

Mayis 2020, istanbul

Kapak fotografi: Leang Bulu’ Sipong 4‘ten bir av sahnesi. Yar1 insan, yar1 hayvan figiirlerden olusan bir
grup anoa (Sulawesi‘ye 6zgii bufalo benzeri bir canli) oldugu diistiniilen bir hayvani ipler ve mizraklar
yardimiyla yakaliyor. Ratno Sardi

‘work’ that we like and approve, faithfully turning into the ‘fans’ of this menti-
oned production.

Our will to imagine sits on the table with our will to live. For a life that is worth
living, we try to do anything that our hands, heart, and mind are capable of, to
gather many aliases. In this way, all of us, within time and space, are looking for
ways of delivering ourselves to everyone ‘else’ on earth, even for infecting them
with our truth, knowing that we are the constant and voluntary carriers of this vi-
rus called meaning that is always open to change. In the process, arts and culture
become the only platform, carrier, in which we can access incredibly personal
routes, methods, and associations.

During these times, ‘work’ spends most of its time and space in the ‘meaning sto-
rage’ of the digital realm. We are trying to make the most sincere, most visionary
choices possible within a limitless exchange of images. The works experienced
become the building blocks of our relationship with the outside world. We appoint
ourselves as the representatives of what is represented in the things we gain and
gather. Every detail is thus writing, converting its history.

May 2020, Istanbul

Cover image: Hunting scene at Leang Bulu’ Sipong 4. A group of small part-human, part-animal figures
is apparently capturing an anoa (a buffalo-like creature native to Sulawesi) with what seem to be ropes or
spears. Ratno Sardi



