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“Sessizlik bir rastlanti. Bazen bir anda iginde buluveriyor insan kendini. Etrafinda onca
ses varken insan higbirini duymaz hale geliyor. Bir an igin daliveriyor bir bosluga hayattan
koparcasina. O goriinmez perdenin arkasina usulca saklaniveriyor. Belki de bu sayede
insan aklina mukayyet olabiliyor. Derin sessizligi dinleme hali tim kesmekesten kendini
uzak tutmanin bir gesit istemsiz tepkisi oluveriyor. Sessizligin sesi nerede sakli, onu
arlyor insan sonuna varamayacagini bile bile.

Duvarlar oriili etrafimizda, tim mahrem yasantilarimizi bir adacin dibine gdmiip
gizlemeye caligsak da biz onlar filizlenip ¢ikiveriyorlar giin yiiziine. Oysa duvarlar higbir
seyi gizlemek istemiyorlar. Onlarin kendine has renkleri, kokulari, dokulari oldugu gibi hi¢
duymayacagimizi sansak da sesleri de var. Seslerini duyurmak igin cabalamiyor belki
ama aslinda bditiin duvarlarin dili var. Hem de isin giizel yani asla yalan soylemiyorlar. Ne
olup bittigini, tim hainlikleri ve yasanan gazaplari kimseden gizlemek gayretinde degiller.
Duvardan kaldiriimig resimlerin arkasindaki soluk izler, istli sivanmis delikler, rengi
tutmayan yama boyalar hep bir seyleri taglyorlar bugiine, yarina, bize ve bizimle olmayana.

Eger dikkatle kulak verirseniz o sessiz goriinen duvarlarin aslinda size neler anlatmaya
cahstigini fark edebilirsiniz. Yillarca sessiz duran bir piyano klavyesindeki tuslara
dokunuldugunda bir anda sessizligini bozar ve sahip oldugu tim sesleri bonkdrce dile
getirir. Sese doniisen ¢ogu zaman bir miziktir ama duyduklarimiz ayni zamanda sese
déniismiis bir bellektir. iste tam bu yiizden ses yalan sdyleyemez. Ses kendini anlatr,
bize diisen onun g¢abasini fark etmektir. Senin icinde doner durur o sesler ama seni asla
sikmamaya 6zen gdsterirler. Sonra gikiverir kimi zaman bir ses, sana birseyler fisildar
durur. Duyduklarina aldiris etmek istemezsin. Baskasina hi¢ bahsedemezsin. Duyduklarin
herseye sahit oldugun andir. Unutmak istersin, unutursun.”

Selguk Artut

“Silence is a coincidence. You happen to find yourself in it. There are so many sounds
around you and you don't hear any of them. For a moment you plunge into an emptiness
as if breaking away from life. You hide behind that invisible curtain in a quiet manner. This
might be a way of holding yourself together. Listening to sheer silence becomes a kind
of involuntary response to keeping yourself out of all the chaos. You keep looking for the
sound of silence, where it is hidden, even if there is no access to it.

Our lives are surrounded by walls. Even though we try to bury and hide all our secret
experiences under a tree, they sprout and come out into the sun. Yet walls do not want
to hide anything. They have peculiar colors, smells, textures, as well as sounds, although
we think we will never hear them. It might be that they are not struggling to be heard but
actually walls do have a language. And the good thing is, they never lie. They do not try to
hide from anyone what is happening, all the treachery and the wrath. Pale marks behind
paintings removed from the wall, holes plastered over, migrated patch paints and the like
always carry something from past to today, tomorrow, to us and what is not with us.

If you listen carefully, you may notice what those seemingly quiet walls are actually trying to
tell you. Touching the keys on a piano that has remained silent for years and years instantly
breaks its silence and expresses generously all the sounds it possesses. It is often music
that turns into sound, but what we hear is also a memory transformed into sound. This is
exactly why sounds fail to lie. The sound speaks for itself, our task is to notice the effort.
Those sounds keep playing inside you, trying not to bore you. Then a sound comes out,
sometimes whispering to you. You don't want to pay attention to what you hear. You can
never tell anyone else. What you hear marks the moment of witnessing everything. You
want to forget and you do."

Selguk Artut






Siegfried Zielinski
Sessizligin Imkansizlhigi — Potansiyel Bir Uzam

Olarak Hafiza
Selguk Artut'un Duvarlarin Dili Olsa Da Sussa Sergisi (2020)

Higbir sesin duyulamayacagi odalari yapay olarak yaratabiliriz. Ancak sanatgi Selguk
Artut'un da bir parcasi oldugu, isitilen diinyada mutlak sessizlik diye bir sey yoktur. Hayat
ve sessizlik birbirini diglamak suretiyle gergek bir karsitlik sunar bizlere. Hayatin oldugu
yerde ses, gliriilti ve miizik de vardir.

Besteci, miizisyen ve performans sanatgisi John Cage 1950'lerin basinda Harvard
Universitesi'nin Psikoloji Laboratuvarini ziyaret eder. Arastirma merkezinde marjinal
kosullar saglanarak insan algisi lizerine deney yapilabilen gesitli odalar bulunmaktadir.
Cage burada mutlak sessizligin ne olabilecegini deneyimlemek lizere, isitmenin ve insan
iletisiminin psikoakustigini arastirmak igin kurulmus olan yankisiz odaya girer.

Gel gor ki siirekli olarak kulagina biri gayet yiiksek, digeriyse epeyce disiik frekansta
olmak iizere iki farkli ses gelmektedir. Odadan sorumlu miihendise bu seslerin kaynagini
soran Cage su cevabi alir: "Yiiksek frekansh ses iglemekte olan sinir sisteminizden
geliyor; diisiik olansa kan dolagiminizin sesi.” —Kiikreyen sessizlik— Demek ki mutlak
sessizlik diye bir sey yoktur. "Ses cikaran bir sey illa ki oluyor.” Kisa bir siire sonra da, ses
hafizamiza islemis olan ve ilk kez 19 Agustos 1952'de David Tudor tarafindan New York,
Woodstock'ta dinletilen tinli eseri 4'33"i besteler.

Selguk Artut'un yarattigi yeni akustik sanat uzami benim igin Cage'in yankisiz odada
yasadigi deneyim kadar dramatik bir nitelik tagiyor. Ancak Artut'un Uiretimindeki siirpriz,
otoakustik bir olay olarak ortaya ¢ikmiyor; yani bu eserde kisinin kendi bedenini kalici bir
akustik duyum olarak deneyimledigi i¢ isitmeyle yasanan bir kargilagsma s6z konusu degil.
Aksine Artut'un yarattigi ortamdaki duvarlar sadece duyabilmekle kalmiyor, ayni zamanda
durmadan konusuyor. Enstalasyonun bir ziyaretgisi olarak, duvarlarin konugmalarindan
kurtulus olmadigini sdylemeliyim.

Bu durum iktidarin soybilimini inceleyen Fransiz filozof ve tarih¢i Michel Foucault’'nun
gelecekte kurulacak miikemmel bir denetim toplumu igin tekinsiz bir plan olarak
yorumladigi baska bir alana, Jeremy Bentham'in mahkumlarin tam denetime tabi
tutulmasini saglayan hapishane tasarimina isaret eder. Tam ortada bir gézetleme kulesi
bulunan, etrafindaki hiicrelerin én duvarlarinin boydan boya cam oldugu bu yapida,
kulede bir nobetginin oturup mahkumlari izlemesi sart degildir. Kulenin sahip oldugu

panoramik goériis imkani, gozetim aygiti olarak, 6zel mimarisi nedeniyle kendi kendine
denetsel bir iglev goriir. Mahkumlarin davranislarini disipline etmek igin, gozetleme
kulesinde gardiyanlarin olabilecedi fikri tek basina yeterlidir.

Duvarlarin Dili Olsa da Sussa bu anlamda pan-akustik bir diizenlemedir. Sanatginin
duvarlari sadece seslenmekle, yani yanki uyandirmakla kalmaz, konustuklari dili bile
bizimle iletisim kurmaya c¢alisir. Sanatgl duvarlara normalde sahip olmadiklari bir
potansiyel vermistir. Miknatislanmis cgelik tel veya elektromanyetik bir kayit cihazi gibi
islev gorirler. Malzeme katmanlarinda, gevrelerinde ses olarak sdylenen veya iiretilen her
seyi kaydeder ve bunlari hoparlér membranlari araciligiyla duyusal deneyim alanina geri
vererek ¢alarlar. Duvarlar gerek koruma amaciyla gerekse mesken veya hapishane olarak
etraflarini gevreleyen ne varsa beraberce deneyimledikleri hikayeleri anlatir.

Bu, Antik Yunan zamaninda mimari olarak ifade edilen hafiza sanati ars memoria'nin 6zel
bir gosterisidir. Hiper metin veya hiper oyunlar gibi cagdas bilgisayar medyasiyla da son
derece ilgili olan bu diisiince gelenegine gore nesneleri, olgulari, kavramlari veya olaylari
karmasik bir mimari igindeki belirli kaplara veya alanlara atfederek hatirlariz. Hafizadan
sorumlu odalari gegici olarak yeniden konumlandiririz. Bina bir bitiin olarak hafiza
sanatinin az ¢ok dramatik bir sekilde ortaya giktigi tiyatroyu temsil eder.

Ne var ki Selguk Artut'un bu enstalasyonda akillica bir numaraya bagvurdugunu
gorliyoruz. Ziyaretgi olarak yanindan gegtigimiz, dikey yonde hareket eden dokuz
hoparlorden olusan Artut'un duvarlan dogal bir dil konusmuyor. Sanat¢i bunlari kendi
sesiyle ifade ettigi ve rastgele algoritmalarla stokastik olarak rettigi Uluslararasi Fonetik
Alfabenin seslerini iceren Esperanto'ya benzer bir dille programlamistir. Sonug olarak
duydugumuz sey gercek anilarimizla bag kuracak kadar somut ama ayni zamanda hayal
gliclimiiziin 6zgiirce ortaya gikmasina izin verecek kadar da soyuttur. Akustik olarak bir
butun seklinde algiladigimiz duyum, iginde bu diinyanin gegmise ve gelecege ait tim
hikayelerinin olasilikla yer alabilecegi potansiyel bir alan gorevi goriir.

Artut'un sanatsal galigmalarinin goze carpan Ozelliklerinden biri her zaman giincel
teknolojik gelismelerin en ileri noktasinda olmasi ve sanatsal potansiyelini kesfetmesidir.
Bunun yani sira, Artut'un tretimleri, kdkenini bilgimizin ve kiltlirimdzin derinliklerinden
aliyor. Zilberman Gallery Berlin'de gegen yil sergilenen Habituation of Dishabituation dijital
yiizey ve algoritmik olarak kontrol edilen estetik bir duygudur. Ayni zamanda, enstalasyon
bize iki bin yildan uzun zaman énce Yunan filozof ve atomist Lucretius'un degisikliklerin
kurallardan sapmalar yoluyla diinyaya geldigine dair anlattiklarini hatirlatiyor. Duvarlarin
Dili Olsa da Sussa baska birgok seyin yani sira, efsaneye gore birgok biiyileyici erkek
ve kadinin bulundugu Delfi Kahininin kehanet alanini ¢agristiriyor. Konusan ve sarki
soyleyen taslardan olusan somut bir mimari niteligi sergileyen bu eser gelecek zamana
dair ongoriilerin (Vorausschau) ortaya gikabilecegi bir rezonans yeri olma 0zelligini de
koruyor.

Selguk Artut'la benim mikrokozmosumuzun kesistigi bir diger carpici referans ise bilim
ve sanat ustasi Athanasius Kircher'in barok miizik teorisi Musurgia universalis'de (1650)



formiile ettigi ve pan-akustik mimarinin bir eskizi olarak tasarladigi dinleme saldirisidir.
Yiksek bir mahkemenin tiim binalari ve meydanlari, tim koridorlari, salonlari ve odalari
akustik islevleri yerine getirir. Hepsi gizli birer dinleme odasidir, ya da buralarda olup
bitenler baska odalardan dinlenir. Duvarlar sesleri yansitir ve yikseltir, bu nedenle bazi
iletim kanallan salyangoz kabugu gibi dolambaclidir. Kircher yansimanin, sesin fiziksel
guiclini artirilabilecek aktif bir stire¢ oldugunu varsaymistir.

ileri teknoloji ve estetik duyarlilik arasindaki gerilimde gelisen genis sanat alaninda bir
Uretim olan Duvarlarin Dili Olsa da Sussa Artut'un 6zel imzasini giigli bir sekilde tasiyor.
Enstalasyonun her detay dikkatlice diisiinlilmiis ve hassas bir sekilde insa edilmis.
Ote yandan duyularimizin dizginlenmeden dolasip i¢ ice gecebilecegi spekiilatif, hatta
esrarengiz bir alana agilan bu sergide kesinlik ve gizem birbirini dislamadan bir arada yer
ahyor. Gorliyoruz ki bu iki kavram pekala yan yana varlik siirdiirebiliyor.

Selcuk Artut'un istanbul sergisi COVID-19 salgininin yasandigi 2020'nin son aylarina denk
geldi. Duvarlarin Dili Olsa da Sussa 0zelinde diislinirsek maske takmanin iyilestirici bir
etki yaratacagini soyleyebiliriz. Belli mi olur, isitme duyusunun yarattigi psikolojiye karsi,
maske takmak nahos bir hatirayl veya deneyimi perdelemeye veya ortadan kaldirmaya
yarayabilir.

Siegfried Zielinski, Berlin - Kasim 2020

Siegfried Zielinski

The Impossibility of Silence — Memory as
Potential Space

On Selcuk Artut's If These Walls Could Hush (2020)

Artificially, we can create rooms in which no sounds can be heard. However, in the living
world of hearing, which is also the world of the artist Selcuk Artut, there can be no absolute
silence. Life and silence are mutually exclusive, are real antagonisms. Where there is life,
there is also sound, noise, music.

In the early 1950s, the extroverted composer, musician and performance artist John Cage
visited the psychological laboratory at Harvard University in Cambridge. The research
facility had various rooms in which it was possible to experiment with human perception,
even under extreme conditions. Amongst others Cage visited the anechoic chamber. This
soundless chamber had been set up to investigate the psychoacoustics of hearing and
human communication. Cage entered the room expecting to experience what absolute
silence might be. To his great surprise, however, he constantly heard two different sounds,
one in rather high frequency and one in rather low frequency. Cage asked the engineer
responsible for the room what the origin of these sounds were. The answer was, ‘the high
one was your nervous system in operation, the low one was your blood in circulation’.
- Roaring silence - Cage drew the conclusion from this that there was no such thing as
absolute silence: ‘Something is always happening that makes a sound.’ It was shortly after
this experience that Cage composed the piece, which has been inscribed deeply into our
echo-memory (Echo-Ged&chtnis) - the famous 4'33", premiered on August 19, 1952, by
David Tudor in Woodstock, New York.

Selcuk Artut's new acoustic art space is for me an experience as dramatic as the anechoic
chamber must have been for Cage. However, the surprise in Artut's production does not
arise as an otoacoustic event, i.e. in the encounter with inner hearing, with the experience of
one's own body as a permanent acoustic sensation. On the contrary - in Artut's environment
it is the outer walls that not only are able to hear but do not stop speaking. As a visitor to the
installation | cannot escape their eloquence.

This points to another space that has taken on great significance in the genealogy of
power and has been interpreted by the French philosopher and historian Michel Foucault
as an uncanny blueprint for a future perfect society of control: Jeremy Bentham's design
for a prison that would allow total control of prisoners. In the construction with the glass
front walls of the cells arranged around a central observation tower, it no longer matters



whether a human guard sits in the tower and watches the prisoners. As a surveillance
device, the panoramatic view also functions simply as an agent of control due to the special
architecture. For the disciplinary behaviour of the prisoners, the idea that the guards might
be in the watchtower is sufficient.

If these Walls Could Hush is a pan-acoustic arrangement. The walls of the artist Artut
can not only re-sonate, i.e. make something sound again. They are also extremely
communicative, even if we do not understand their language. The artist has given them a
potentiality that walls normally do not seem to possess. They function like magnetised steel
wire or electromagnetic tape recorders. In their layers of material they record everything
that is spoken or produced as sound in their environment and play it back into the space
of sensual experience through loudspeaker membranes. The walls tell the stories that they
have experienced with those that surround them as protection, dwelling or prison.

This is a special performance of ars memoria, the art of memory, which in Greek antiquity
was always expressed as and through architecture. In this tradition of thought, which is
also extremely relevant to contemporary computer media such as hypertext or games, we
remember things, phenomena, concepts or events by assigning them to specific containers
or spaces within a complex architecture. We temporarily relocate the chambers responsible
for memory. The entire building represents the theatre in which the art of memory unfolds
more or less dramatically.

But Selcuk Artut has used a clever trick in his installation. His walls - the nine vertically
moving loudspeakers that we pass as visitors - do not speak a natural language. The artist
has programmed them with a kind of Esperanto, namely the sounds of the International
Phonetic Alphabet, which he articulates with his own voice and generates stochastically
through random algorithms. In its effect, what we hear is concrete enough to tie in with our
real memories, but it is also sufficiently abstract to allow our imagination to unfold freely.
What we perceive acoustically as a whole is a potential space within which all the stories
of this world can possibly take place - the stories of the past as well as the stories of the
future present.

One of the outstanding qualities of Artut's artistic work is that it is always at the cutting edge
of current technological developments and explores its artistic potential, but at the same
time seems to come from the depths of time of our knowledge and culture. Habituation of
Dishabituation, which was shown last year at Moiz Zilberman's gallery, is digital surface
and algorithmically controlled aesthetic sensation. At the same time, the installation makes
us think of the over two thousand year old story of how the Greek philosopher and atomist
Lucretius explained the miracle of how changes come into the world - namely through
deviations from the rules. If these Walls Could Hush evokes, among other things, the
prophecy site of the Oracle of Delphi. The myth is richly populated by various fascinating
male and especially female agents. But it is also concrete architecture, talking and singing
stones, echo - a place of resonance, from which the foresight (Vorausschau) of coming
times can emerge.

Another striking reference, in which Selcuk Artut's and my own microcosm intersect, is
Athanasius Kircher's eavesdropping attack, which the polymath of the sciences and the
arts not only formulated in his baroque music theory Musurgia universalis (1650), but also
vividly designed as a sketch of a pan-acoustic architecture. All buildings and squares of a
noble court, all corridors, chambers and rooms fulfil acoustic functions. They are secret
listening rooms or what happens inside of them is listened to in other rooms. The walls
reflect and amplify the sounds, therefore some transmission channels are wound like snail
shells. Kircher assumed that reflection is an active process by which the physical power of
sound can be increased.

If these Walls Could Hush expresses once again and particularly strongly Artut's special
signature in the wide field of those arts that develop in the tensions between advanced
technology and aesthetic sensitivity. Every detail of the installation is carefully thought out
and precisely constructed. On the other hand, it opens up into a speculative, even enigmatic
space in which our senses can wander unrestrained and go on montage: precision and
mystery need not to be mutually exclusive. They can co-exist with one another.

Selcuk Artut's Istanbul exhibition falls in the last part of 2020 at the time of the sinister
pandemic caused by the Covid 19 virus. In the case of the installation If these Walls Could
Hush, wearing a mask can have a healing effect. In a psychology linked to hearing, masking
in echo memory has the effect of resetting an unwanted memory or experience.

Siegfried Zielinski, Berlin - November 2020









Serhat Kiraz

Sonunda miizik de, 1s1k da
bir frekans, degil mi?
Sanatgl

- Ses sanatinin giiniimiiz sanatinda kendini daha fazla ileriye gotiirmesi olanakh midir?

1990'larin sonunda, Yildiz Teknik Universitesi Sanat Tasarim Fakiiltesi'nde ‘Bilesik
Sanatlar Programi'ni kurmustum. Burada, kimyadaki 'bilesiklik' kavrami gibi kimyasal
yapilari bir araya getiren, gézleme dayal bir yapi diisiinmiistim. Bunun, “birlesik" bir yapi
olarak algilanmamasi gerekiyordu.

Bu girisim, farkli dallardan 6grencilerin de, bir arada galisarak tretimde bulunmalarini
saglamak igin bir 6zgurliik alani amaglamaktaydi. Boylelikle degiskenlik saglanabilirdi.
Miizisyen John Cage, ressam Rauschenberg ve bir koreograf ve dansgi olan Merce
Cunningham birlikte yaptiklari ¢galismalarda dansgilarla miizisyenlere farkl bir 6zgirliik
alani yaratarak, sanatta var olan kaliplari degistirmeyi hedeflemislerdir.

Halbuki, bilesik degil, birlesik sanat oldugunda, ‘yapilmis olanin, gegmisten gelen ve var
olanin tekrarlanmas!' olarak diistiniyorum.

Simdi, bu konuya 'ses sanati’ izerinden baktigimizda, miizigin notalanmasi, Pisagor'a
dayali, hatta evrenin miizigi olarak da tanimlanabilir. ‘Yeni Muzik' (Neue Musik in
Darmstadt) diye adlandirilan, 6zellikle Arnold Schonber, John Cage, Terry Riley ve Luigi
Nono ile lannis Xenakis gibi daha bir ¢ok sanat¢inin kurdugu, bestecilerin, felsefecilerin,
yorumcular ve miizik teorisyenleri ile, sanatgilarin egitiminde bulundugu ve birlikte
galigmalar yaptiklan bir yapidan séz ediyorum. Bu ¢aligmalara katillan bestecilerden
Karlheinz Stockhausen, gezegenlerin sesler (zerindeki etkilerini arastirmak igin bu
gezegenlerin frekanslarina odaklanarak, bunlarin diinya ve insan Uzerindeki etkilerini
arastirmaya yonelik calismalarda bulunmustur. Sonunda, miizik de, 1sik da bir frekans,
degil mi?

0 zaman sdyle de sorabiliriz: Eger miizikteki o yapilar belli frekanslardan olusuyorsa,
Uzerimizdeki etkileri ne olabilir? Bunu belli dénemler, dzellikle belli akimlar iginde, farkh
basliklaraltindatoplayarak degerlendirebiliriz. Buda, bizim miizik olarak tanimlamadigimiz
‘belli seslerden’ etkilendigimizi ortaya koyabilir. Nitekim, John Cage'in yaptidi 4 dakika
33 saniyelik 'sessizlik' performansi, ‘mizik’ olarak adlandirdigimiz ‘ses'in digindaki sesi
duyabilmemiz i¢indi.

I |i£nnirmu;
VII
Fali 303
Tonio 2.

: ., l : u

Athanasius Kircher, (1650)

Dolayisiyla, soyle bir soru sorulabilir: ‘Mutlak bir sessizlik var midir?’

Eski Gnostik rahiplerin, yeraltinin derinliklerindeki magaralarda, mutlak sessizligi arayarak,
Tanri'nin sesini duyabilecekleri yerleri aradiklari sdylenir. Frekans olarak baktigimizda,
gezegenlerin gonderdigi frekanslarin da, bizim lizerimizdeki etkilerini diigtindiigiimiizde,
Astroloji'yi bir laf ebeligi olarak dedil, bilimin bir dali olarak ele alirsak, insanin ve diger
canlilarin, diinyanin yapisi lzerindeki etkileri sorgulanabilir. Glinkii frekans ile camlar
kinlabiliyor, deprem dahi olusturulabiliyor. Cymatics adi verilen ve maddenin ses frekansi
yoluyla hareket etmesini saglayan galismalar yapilmaktadir. Bu nedenle, astrolojiden
bahsediyorum. Gezegenlerin yaydigi frekanslar, ayni zamanda bizim duymadigimiz
miizigi olusturuyor. Bizim beynimizin, frekanslara karsi ne tepki verecegini ise bilmiyoruz.
Frekansla insan beynine hiikmedilebilir mi?

Sessizlige kars! giiriiltilyli ele alirsak, Fiitiiristler'in yaptigi miizikler hatirlanabilir. Ozellikle
‘girdltu muzigi' olarak adlandirnlan ve Luigi Russolo'nun Urettigi bir yapi var. "Miizigin
futiirist makinalar tarafindan yikimi” isimli bir manifestosu yayinlanmistir. 1909 yilinda
da Marinetti o dénem igin yeni olan, makina ve siddet ¢agini kutlayan 'Fitiirist Manifesto’
eserini yayinlar. O dénemde, ses ile gorlintli ve renkler arasindaki iligkileri de arastiran
Rus besteci Skriyabin eserlerinin icrasi sirasinda miizikal sesleri renklerle birlestirerek



sanatta yeni bir alan agmistir. Bu, 1910'lardan basliyor. Ya da yine, DaDa akiminin
buna benzer drnekleri bulunuyor. Ornegin, Marcel Duchamp'in ‘Erratum Musicale'
isimli eserinde, bir oyuncak trenin ilerledigi demiryolu arkasindan rastlanti eseri diisen
notalar seslendiriliyor. Ayni dénemlerde, Edgard Varése atonal galismalar yapiyor. New
York'un giiriiltiistinden etkilenerek olusturdugu ‘lonisation’ adli ¢galismanin John Cage'i
de etkiledigi tartisilir. Yine Eric Satie’'nin sdyle bir iddiasi bulunuyor ki, bana kalirsa
minimalizmin énciisii olarak goriliiyor:“Miizikten biitiin siislemeleri arindirmak gerekir.”

Bu fikri gorsel sanatlara uyarladigimizda, minimal sanata dogru gidiliyor.

Hani, yeni ve eski sanat diye ayiriyoruz ya, antik caglarda, Bergama'da, diinyanin ilk saghk
merkezi oldugu sdylenen Asklepion'da bazi hastalarin su sesleri ile tedavi edildiginden
s6z edilir. Bu da sesin insan beyni ile olan iliskisine dikkatimizi geker. Diger taraftan,
renklerin de bizlerin {izerinde ne etki yaptigini tam olarak bilmiyoruz. Miizikte de, bunun
aynisi gegerli.

Soyut olanin arayisi sirasinda, yapitin kendini tariflemesiyle olusacak kisirlagmanin oniine
gegilebilir mi?

Soyut ve somut arasindaki ¢izginin bilgimizle sinirli oldugunu diistiniiyorum. Wittgenstein'a
gore, bizim evrenimiz dilimizle sinirlidir.

70'li yillarda 'bos tuval'i ve 'bosluk’'u sorgulamaya basladim. Bir ressamin, bir sey
yapmadan énce karsisinda kaldigi tuvali. Ornegin, yanyana asilmis mavi renge boyanmis
iki tuvalin bir tanesine 'ada’ resmi yaptigimda, bos olan tuval 'deniz' olarak algilandi.
Bu da beni gergek ile goriintli arasindaki iliskileri sorgulamaya yonlendirdi. Dolayisiyla,
algilama sekilleri, bilgimiz ile birlikte farkli gelisiyor. ‘Soyut' dedigimiz sey, acaba bizim
onu bilmedigimizden mi kaynaklaniyor? Bana gdre, 6nemli olan soru budur.

Ornegin, boyle diisiindiigiim zaman, gok eski, felsefi sorular anlam kazanmaya basliyor.
Biz, acaba her seyi bilerek mi doguyoruz? Yoksa, bunlari sonradan 6grenerek mi elde
ediyoruz? Bunu tam olarak bilimsel bigimde tanimlayamadigimiz zaman, her ikisi de
cevapsiz kalyor. Belki de, Stefan Hawking'in dedigi gibi evren, bassiz, sonsuz, sinirsiz,
kenarsiz olabilir.

Ornegin burada, ‘Duvarlarin Dili Olsa' diye soruluyor....

Yakin gevresince kahin olarak bilinen Avusturya'll mimar ve sahne tasarimcisi Fredrik
Kiesler'in ‘Sonsuz Ev' adli bir mimari tasariminda koseler yoktur, mekanlar sinirsizdir ve
organik olarak birbirine baglanarak dogaya uyum saglar. i¢ mekanda da sonsuzluk etkisi
yakalamistir. Bu déneminin modern mimarisi olarak ele alinabilir. Ancak, Hieronymus
Bosch'un cennet ve cehennemi isledigi, ‘Diinyevi Zevkler Bahgesi' ile ilgili yapitina
baktigimizda, ‘Sonsuz Ev'e benzeyen bir goriintii ile karsilasiriz. 'Yeni' olarak aktarilan bir
¢ok seyin kaynaginin, gok eskiden beri var oldugu anlasilabiliyor.

Fredrik Kiesler'in sonsuzluk fikrinden esinlenen Buckminster Fuller duvarlar yerine camla
‘Jeodezik Kubbe'sini tasarlamistir. Guinimiizde de uzay yolculuklari ve bilim kurgu
tasarimcilari ‘Sonsuz Ev' temasini siirdiirmektedirler.

Bu noktada bir kez daha tekrarliyorum: ‘soyut’ dedigimiz sey, acaba bilgi eksikliginden mi
kaynaklaniyor?

Soyut olan yapitin, zaten sanatginin o anda hissettigi duyguyu tasimasi gerekir; eger bunu
yapmiyor ise, olusan yapit bir simulasyon olur ki, sanat da bir anlamda simulasyon olarak
ele alinabiliyor. Biz sanatin yarati aninda var oldugunu kabul edersek, sanatgi kendi yarati
anini tekrarlayabilir. Ayrica, bir bagka sanatgi da, o sanatginin yarati anini tekrarlayabilir.
Bu, sanat ogretisinin biiyiik bir bélimiind olusturdugundan, beraberinde '-izm'ler olur.

1964 yilinda Terry Riley, “Bir -iZM haline geldikten sonra yaptiginiz sey 6liidiir" demistir.
Onun igindir ki, yapita bakarken onun arkasindaki diiglinceyi anlamaya galismak gerekir
diye diisliniyorum ve genglere bunu tavsiye ediyorum: “Kolay yollar vardir ama siz zor
olani segin”.

Siz Selguk'un arayisi lizerinden alanin kidemlisi olarak nasil bir okuma yapiyorsunuz?
Sessizlikten giriltiiye, tonalden atonale, karsithktan ve birliktelikten, biitiin bunlarin
analizlerinin ve sentezlerinin yapildigi ve tekrar tekrar yinelendigi kararsiz giinimiizi
Wittgenstein'in asagidaki metni ile yeniden degerlendirebiliriz:

Yeniyi sOylemelisin ve yine de hep eskiyi.

Hep yalnizca eskiyi sdylemelisin — ama yine de yeni birgey!

Gesitli 'yorumlar’, gesitli uygulamalari kargilamali.

Sair de hep sormali kendine: "yazdigim gergekten dogru mu peki?" diye — bu da su demek
degil: “gerceklikte boyle mi olur? ".

Eskiyi getirmek olmal katkin tabii ki. Ama bir yapiya.-
Duvarlarin arasinda bu galismaya katilabilirseniz, belki duvarlar size seslenebilirler.

Gegmis, gelecekte gizli olabilir. Bir glin dile gelmeyi bekliyordur. Sorularin ve cevaplarin
dile gelmeyi bekledigi gibi...
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Serhat Kiraz

After all, both music and light
are a frequency, right?

Artist

- Is it possible for sound art to carry itself a step further in today's art?

At the end of the 1990s, | established the "Compound Arts Program” at the Faculty of Art
Design, Yildiz Technical University. Here | thought of an observational structure that puts
chemical structures together, as in the concept of "compounding"” in chemistry, which was
not meant as a "unified” structure.

This initiative aimed to provide a space of freedom for students from different disciplines
to work together and produce. Thus, variability could be achieved. Musician John Cage,
painter Rauschenberg and Merce Cunningham, a choreographer and dancer, aimed to
change the existing patterns in art by creating a different area of freedom for dancers and
musicians.

However, when it is a combined art, not a compound, | think of it as “the repetition of what
has been done, what came from the past and what is present.”

When we take up this point of view in terms of “sound art,” the notation of music can be
defined based on Pythagoras, or even as the music of the universe. | am talking about a
structure called "New Music" (Neue Musik in Darmstadt), founded by many artists such as
Arnold Schonber, John Cage, Terry Riley and Luigi Nono and lannis Xenakis who worked
with composers, philosophers, interpreters and music theorists. Karlheinz Stockhausen,
one of the composers who participated in these studies, focused on the frequencies of
planets in order to investigate the effects of planets on sounds, and conducted studies
to examine their effects on the earth and humans. After all, both music and light are a
frequency, right?

Then we can also ask: If those structures in music are made up of certain frequencies,
what could be their effects on us? We can examine this under different headings, especially
in certain periods. This may reveal that we are influenced by “certain sounds"” that is not
defined as music. As a matter of fact, the “silence" performance of 4 minutes and 33
seconds made by John Cage was for us to hear a sound other than what we call the "sound
of music.”

Athanasius Kircher, (1646)

Therefore, a question is raised: “Is there an absolute silence?”

Ancient Gnostic priests are said to have searched for places where they could hear God's
voice, seeking absolute silence in deep underground caves. When we look at frequency,
when we consider the effects of the frequencies sent by the planets on us, and if we consider
Astrology as a branch of science, not as a verbalism, then the effects of humans and other
living things on the structure of the world can be questioned. Because with frequency,
windows can be broken, and even earthquakes can be triggered. There are studies called
Cymatics that enable matter to move thanks to the sound frequency. That's why I'm talking
about astrology. The frequencies emitted by the planets make up the music that we do
not hear. We do not know how our brain will react to frequencies. Can the human brain be
commanded by frequency?

If we consider noise versus silence, the music made by the Futurists can be remembered. In
particular, we have this thing called "noise music,” produced by Luigi Russolo. A manifesto
was published entitled “The destruction of music by futurist machines.” In 1909, Marinetti
published the "Futurist Manifesto,” which was new for the time and celebrated the age of
machinery and violence. At that time, Russian composer Skriyabin, who also researched the
relationship between sound and image and colors, opened a new field in art by combining
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musical sounds with colors during the performance of his works. This starts in the 1910s.
Or again, there are similar examples of DaDa movement. For example, Marcel Duchamp's
“Erratum Musicale" plays the notes that accidentally fall from the back of a railway where
a toy train is moving. In the same period, Edgard Varése was doing atonal studies. It is
argued that the work entitled “lonisation,” which was created with the influence of the urban
noise of New York, also affected John Cage. Again, Eric Satie, who is seen as a forerunner
of minimalism as far as I'm concerned, claims that "It is necessary to purify all decorations
from music.” When we adapt this idea to visual arts, we are moving towards minimal art.

We distinguish between new art and old art, and it is said that some patients were treated
with water sounds in Asklepion, the first known health center of the world from ancient
times in Bergama. This draws our attention to the relationship of sound with the human
brain. On the other hand, we do not know exactly what effect colors have on us. This also
goes for music.

During the search for the abstract, can the sterilization that is to occur with the self-
description of the work be prevented?

I think the line to draw between abstract and concrete is limited by our knowledge. According
to Wittgenstein, “The limits of my language means the limits of my world."

In the 70's | started questioning the "blank canvas" and "blankness.” The canvas that is
right before a painter before they do anything. For example, when | paint an “island” on one
of two canvases painted in blue color hung side by side, the blank canvas was perceived
as "sea.” This led me to question how reality and image relate to each other and in what
ways. Therefore, perception patterns develop differently with our knowledge. Do we call
something "abstract” just because we fail to grasp it? For me, this is an important question.

Ancient philosophical questions start to make sense all of a sudden, when I think like this.
Are we actually born knowing everything? Or do we acquire knowledge later by experience?
When we fail to define such things scientifically, both questions remain unanswered. As
Stefan Hawking famously said, perhaps the universe has no beginning and an end to it; it is
infinite, borderless, and edgeless.

For example, here the question that matters is what would happen if the walls did actually
find their tongue.

In an architectural design called "Eternal House" by the Austrian architect and stage
designer Fredrik Kiesler, known as an oracle in his close circle, there are no corners, the
spaces are unlimited, and they are organically connected to each other and harmonize with
nature. He successfully captured the effect of eternity also in the interior. His works can be
considered as the modern architecture of his time. However, when we look at Hieronymus
Bosch's work, “The Garden of Earthly Pleasures,” where he worked on heaven and hell, we
see an image resembling an “Eternal House." It can be understood that the source of many

things referred to as "new" actually existed for a long time.

Inspired by Fredrik Kiesler's idea of eternity, Buckminster Fuller designed the "Geodesic
Dome" with glass instead of walls. Today, space travel and science fiction designers
maintain the “Infinite House" theme.

At this point, | repeat once again: Do we call something “abstract” due to lack of information?

The abstract work has to convey the emotion the artist felt at the moment. Failing to do
this, the resulting work becomes a simulation, and we know that, in a sense, art can be
considered a simulation. If we accept that art exists at the moment of creation, the artist
can repeat their moment of creation. Also, another artist can repeat the moment of that
artist's creation. Since this constitutes a large part of art teaching, "-isms" result from it.

In 1964, Terry Riley said, "What you do is dead once you become an -ISM." That is why | think
it is crucial to understand the idea behind the artwork while looking at it and | recommend
this to young people: "There are easy ways of doing it but you choose the hard way".

How do you understand Selguk's quest, as a senior in the field?

From silence to noise, from tonal to atonal, from contrast and togetherness, we can
reevaluate the unstable days that we're living in, where analysis and synthesis of all these
are repeated over and over again, with the following text of Wittgenstein:

You ought to tell the new, but again the old.

You ought to tell only the old—but again the new!

Certain interpretations should correspond to certain implementations.

The poet should ask himself: “Is it true what I'm writing?" which does not mean "Does it
happen this way in reality?"

Your contribution ought to be to bring the old back. But on a structure.-
If you can participate in this work from within the walls, perhaps the walls will call out to

you. The past may be hidden in the future. Maybe it expects to find its tongue one day, just
as questions and answers expect to be voiced by someone.
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Beraat

Zamanin yekpareligini matbu esaretlerle pargalamak midir anlam,
paraflamak altlarini sindirilebilen ihanetlerin?

Bir ¢ciplak azmettirici, bir aleni tanik ve dort magdur fail,

avazi ¢iktigi kadar suskun.

Arsizliklari 6diing, utanglari habis, isleyen robotu, dviinen eliyle
ve inkar edilme, razi gelinme maharetiyle

genis, kirik ve edilgen kimsesizliklere adanmis kagir yataklari

tika basa kalabalik suglarin.

Sug, turfanda darliklarinda kararan aforizmalarin
tekerriir cemrelerinde 6viingle imara agilan faunasi,
gapraz sorgularda demlenen duru bir senfoni belki,
belki de firari dalgalarin

fikirdayan milongasi.

Benden silinecek bir grafiti istediler.

Senden pastelliginde esrimis afigler.

Ondan gece vardiyasindan ddnen bir gardiyanin vicdanini.
Bizden giindiiz diislerinin sakladiklarini bayagiliklardan.
Sizden federe hirliiklerine midahil olmanizi.

Yine de azinhk ihtimaller {izerine yekpareliginden edilmis zamanin
kirilmis kalemlerini onarmaya,

hikiimlerinden soymaya yeltenen bir lonca

ketum mesaisine baslyor usulca.

Duvarlar i¢in beraat isteyecek.

Kerim Atay

Acquittal

Is it called meaning to tear down the uniformity of time with printed captivities
and to put one's initials under saturated betrayals?

A naked instigator, an explicit witness and four victim perpetrators

keeping silent at the top of their voices

Their brashness borrowed, their shame evil, having a functioning robot

Their hands bragging, and by courtesy of denial and consent

Masonry beds of chuck-full crimes dedicated to

large, broken and passive desolation

Crime is at the early season stringencies of darkening aphorisms
Its fauna zoned for construction in recurring radiations of heat
might be a symphony brewing in cross examinations

or maybe a giggling milonga

of runaway waves

They asked from me a graffiti to be deleted

And from you posters with intoxicated pastel colors

And from them the conscience of a guardian back from his night shift
And from us what daydreams keep secret from banality

And from you all to interfere with their federated freedoms

Nonetheless a guild attempting to repair
broken pencils of time devoid of its uniformity
over slight possibilities

and to strip it off of its provisions

is quietly starting a taciturn shift

It will demand the acquittal of walls.

Kerim Atay
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Zilberman istanbul, Selguk Artut, “Duvarlarin Dili

Olsa da Sussa” sergisi, 18 Eyliil — 2 Aralik 2020
Sanatgi ile gorlisme, Evrim Altug, 18 Eylil

E.A: Selguk, bu projenin senin kariyerindeki 6zelligi, diinyanin gidisatiyla yan yana
geldiginde sana ne ifade ediyor? Duvarlar, izolasyon, zorunluluk ve rastlanti... Istersen,
gerisini sana birakalim.

S.A: Duvar, aslinda hepimizin hayatinda ¢ok belirgin, her an karsilastigimiz bir 6ge. Daha
onceki islerimle kiyasliyorum simdi, dnceden yaptigim bir baska kinetik yerlestirmelerden
birinde eski bilgisayar farelerinin igindeki yuvarlak toplari kullanmigtim. insanlar o
minik toplarla karsilastigi zaman, “ben bunu animsiyorum, bu neydi?" derken, bir yerden
yakalanip ondan sonra o detay! bir kenara birakip, oradan yapilan ise odaklanabiliyorlardi.
Bu tiir glindelik detaylardan kapsayici yerlere kapilar agmayi seviyorum.

Bu sefer son derece yalin ve net bir bicimde “Duvar” lizerinden metaforlar kurmaya
galistim. Burada, en akla gelecek olan seylerden bir tanesi, iginde bulundugumuz
Covid-19 sirecindeki evde kapanma halimiz olabilir; ama agikcasi benim adima hig bir
baglantisi bulunmuyor.

‘Duvarlarin sesli bir hafizasi olabilir mi acaba, onlar bize bir ses ¢ikarabilirler mi?’ gibi
bir sorgu hali var. Aslinda eser, kendi basligiyla sanatci ‘ben'i ciddi bigimde is tretmeye
provoke ediyor. ‘Duvarlarin dili olsa da, konussa' yerine, ‘Aslinda duvarlar konusuyorlar,
siz onlari duymuyorsunuz, hem de neler séyliiyorlar neler, sizin haberiniz yok, keske hep
sussalar, ben onlari hep duyuyorum,’ gibi bir hal lizerinden gitmeye ¢aligtim.

0 anlamda da, eser {iretirken ben bu tiir metaforlari gok kullaniyorum diyebilirim. Giinkd,
eseri okurken herkes kendi adina yepyeni boyutlar agabiliyor. islerimde didaktik olmayi
sevmiyorum. ‘Bu eser sunu anlatir, sonra da budur, herkes, bu kadarini anlamalidir,’ gibi
bir sey yapmak istemem. Yapilan eser belli bir deneyime dayali oldugu igin, insan o alanda
kendisiyle yalniz kalabiliyor veya baskasiyla sohbet halinde olabiliyor.

Bu eserde, ortamdaki kisik sesli, anlamsiz seslerin seni bir baska ruh haline soktugu,
performans giicli bulunan bir is kurgulamaya calistim. Elbette, mekanla olan iligkisi de
benim i¢in 6nemliydi, sonugta ses isi yaptiginiz zaman, 6zellikle ona da bir heykel boyutu
kattiginiz zaman, eserin o mekandaki durusu, sanatgl adina énemli bir mesele haline
donisiyor.

Devasa viicutlari olsun, yukari - asagi hareket etsinler istedigimden, kutu bigiminde bir
konstriiksiyon hazirlayarak, ‘lineer motor' denen mekanik sistemleri kullandim. Ve sanki,

boyle agzi kirik, bozuk, disleri yamuk - yumuk bir canavarin agziymis gibi bir bigim elde
etmek istedim. O canavar da binaymis gibi duruyor.

‘Canavar' denildiginde, kelime korkutucu bir dge gibi geliyor ama, aslinda sana siir
okumaya ¢alisan beyhude bir adamin agzi da olabilir, bu goriintli. Bu noktada, iste o
metaforlar o kadar gok farkl yerlere gidiyor ki, bizim mahremiyetlerimiz, kapali alanlardaki
0zgrliklerimiz, belki de 6zgiir olmadigimiz haller.

Bunlar zaten son zamanlarda yillardir hep konustugumuz seylerdi, sokakta sayilari
glinbegiin artan kameralar, kamusal giivenlik oOnlemleriyle beraber artik sirekli
kaydedilebilir olmak, biryandan da simdi evlere kapananinsanlarin kameralariniagmasiyla
beraber, artik ev mahremiyetinin sona erdigi bir tarafa dogru evriliyoruz. Gogu insan
artik cep telefonunun onu habersizce dinlediginden bile siiphe duyuyor, bilgisayarinda
kamerasini bantliyor. Aslinda, duvarlar iginde, barindigin alanlarda kendince ne kadar
0zglirsiin? O da ayri bir soru olmaya basladi. Fakat bu tutum olumsuz yonde, elestirel
bir boyut gibi goziikse de, aslinda yasanilanlarin arti taraflari olmadigini da séyleyemem.
Sokakta kameralarin olmasi, gergekten sokaktaki terorii ya da insanlarin giivenligini
arttirict kosullara yonelik ¢ozlimler iiretiyorsa, belirli bir seviyeye kadar kabullenilebilir
de. Yani, artik siyah ve beyazi degil, grileri konusabiliriz. Bu anlamda da aslinda evin
mahremiyetinin olumsuz taraflari da karsimiza gikabiliyor. O evde, bir insan hayati bir
baskasina zindan ediyor veya onu evde bulunmaktan mahrum ediyor da olabilir.

Tdm bitlin bunlarla beraber, o binalarin icinde yasananlar, duvarlar, hapishaneler hepsiyle
beraber distiniildigiinde aslinda o ‘ses’ denen titresimlerin, duvarlarin icerisinde
hapsolmasi, kaydolmasi ve sonra tekrar disari gikabilmesinin miimkiin olup olamayacagi
lizerine bir metafor kuruyorum. is tiim malzemesini de buradan aliyor ve &zellikle anlamli
herhangi bir kelime tiretmiyor. Ama, anlamsiz bir sey tiretmek pesinde de degil. Daha ¢ok,
ses bigiminde, konusamayan, konusmaya calisan bir ses igerigi var diyebilirim.

E.A: Bir bakima, diisiince 6zgiirliigiine de bir giizelleme gibi geliyor bana; ¢iinkii bellegin
bir tiir formu, bellegin geometrisine de, beyhude, dedigin gibi romantik, neredeyse
nostaljik bir eylemde, bir giizellemede bulunuyorsun, yok ettikge, onu var ediyorsun.

S.A: Evet, dogru. Oyle bir diirtiisii var isin, dedigin gibi bir gok boyutu var. Bahsettigim
metaforla beraber, ‘insan kendi yasadiklarina tek tek baktigi zaman, en éne gikanlar
genelde mahremiyet alanindaki 6zgiirliiklerin acaba ne kadar disina agik?' gibi bir yere
varilyor.

Kimi zaman, sdyle diisiindiigiim oluyor: ‘Biitlin duvarlari yikalim." Glinkii insanlar, sizofren
hayatlar yasiyorlar. Evin igine girdigi zaman bir baskasi, bir binanin iginde bagkasi oluyor;
is yerine gittigi zaman, o duvarlar arasinda baskasi oluyor. Toplanti odasina gittigi zaman,
bir bagkasi oluyor. Her seferinde, kendi olabilmeyi basarabilmesi igin o duvarlarin bir
anda ortaliktan kaybolmasi 1azim. Onu, insan kendi muhakemesinde i¢ huzuruyla beraber
sagliyor olabilir ve ‘Ben, her zaman, her yerde kendim olmayi basarabiliyorum,’ diyebilir.
Bu, cogu insan igin bir ltiks. Bir takim roller ve bu rollerin birbirleriyle mesafeleri, kimileri
icin gok farkl. Mesel3, okulda sefkatli bir 6gretmen, evde despot bir ebeveyn gibi, bir siirii
seyler de, tezatlar halinde ortaya ¢ikabiliyor.
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E.A: Bu is, Tiirkiye'deki hafizaya da, giizel bir yolculuk onerisinde bulunuyor bu Mesela
Sufizm, dervislik, ‘cile’ hali, kapanma - acilma, bir tiir zihin orucu, yani bunlara beni
gotiiren bir is. Dolayisiyla, dongiisellik mesela, o dongiiselligin igindeki o espas ve
oradan, Sovyet konstriiktivizmine bir sigrama hatta. Fikrin asil ozgiirlestiricisi olarak,
formdan, bu gibi temel meselelere de ¢ok giizel yankilar veren bir is bu; ne dersin?

S.A: Sesin, bu konuda biiyiik bir avantaji var. Bigim uygulamasi agisindan konforlu bir
alan oldugunu disiniiyorum. Ses adina, ¢ogu Uretilen eserde temel 6ge bir hoparlor
gibi goziikse de, ben bu eserde galeri odasinin hacmine uygun bir sekilde mekani
dolduracak halde heykel bigiminde bir is lretmeyi, gorsel estetik agisindan ise sesin
onde olmasi niyetimle, bu is 6zelinde yalin kalmayi tercih ettim. Bu eserde, ¢ok etkileyici
bir goriintliniin altinda belli belirsiz giden bir ses yaratmaktan ote, o dengeyi saglamak
acisindan birincil dnceligimin, sesin yarattigi salt estetik duygu oldugu bir is yapmaya
ugrastim. Elbette, makinalasma hissi barindiran bir tekrar hali, dokuz tane biiyik 6lgekli
kutulanin biri yukarda biri asagida dizilimi lzerinden okunabilir. Bu nesneler, siirekli
hareket yapiyorlar ve duruyorlar. Bu sekilde siiregelen bir ritielleri var. Evet, bahsettigin
hallere yonelik benzer ortiisen seyleri de, bu eserin devinim barindiran bigim yapisi iginde
gormek miimkdin.

E.A: Biz de izleyici olarak, zamanin ve mekanin sindirdigi bir unsura doniisiiyoruz; ise
dahil olur olmaz.

S.A: Bu metaforda, duvarlar gizli bir ses kayit cihazi gibi, senin biittin gikardigin sesleri
tutabiliyor. Oradaki varliginla, o eserle beraber agzindan ¢ikacak her sey, belki de aslinda
yine duvarlarin igerisinde bir yerlere siniyor ve bir siire sonra tekrar oradan ¢ikabiliyor.
Sesi sadece kulaklarimizla duydugumuz biiyiili bir seymis gibi zannederken, zamanla
plak gibi fiziksel bir yiizey lizerinde sesin var olabilmesi, bence ¢ok beklenmedik bir
durum. Sesi, goriinmeyen, havada ucan bi sey zannederken, artik elimizde tutabiliyoruz.
CD, kaset gibi bicimlerde oynaticilara takabiliyoruz veya cep telefonumuzdan bir tusa
basinca, ses ¢ikabiliyor. Ses materyale doniisiiyor bir anda. Tiim bundan 6tiirii de sunu
diyebilir insan; gergekten, duvarlardan da bir giin ses gikabilir.

Vakti zamaninda, bir arastirma gormistiim, ¢ok gelismis, yliksek kare ¢cekim yapabilen
kameralarla sesi goriintiiden liretmeye galisiyorlar. Arastirmada, farazi bir mekanda bir
cinayet gergeklesiyor ve disarida, pencereden kayit yapan bir kamera disinda hig bir kanit
bulunmuyor. Kamera goriintlisiinde, icerideki bir bitkinin yapradi titriyor ve yapragin
titresimlerinden yola cikarak, icerideki konugmalari analiz etmeye c¢alisiyorlar. Sonuglar,
g6z ardi edilmeyecek seviyede basarili. icerdeki seyi ses olarak duyamasan da, gériintiiniin
titresimlerinden yola ¢ikarak, aynen plakta oldugu gibi, tekrar bizim alisageldigimiz
bigimde, kulaklarimizla duydugumuz bir hale donmesi miimkiin goziikiiyor. Bu anlamda,
‘Duvarlar bir ses kayit cihazi olabilir, sdylemi de basit bir metafor olarak kalmayabilir.
Gergek olabilir yani.

E.A: Aktiflik ve pasiflik durumuna da bir meydan okuma, hesaplagma yaratiyor mu bu
proje? Yani biliyorsun zaten, bize ne verilirse onu aliyoruz artik ve sorgulamadan gikip
gidiyoruz; bir ‘fast - food' duygusuyla, imaji da metni de, neredeyse biitiin gostergeleri

de yiiklenip, cikiyoruz. Fakat, burada bizi ciddi sekilde zor durumda birakan, aktiflik ve
pasiflik elestirisi var. izleyici miyiz, eyleyici miyiz? Yani biz bir yapita ne kadar katilinz?
Peki yapit bizi kendine ne kadar katar? Bunlar, radikal, tiikenmez sorular.

S.A: Evet, bu is aslinda, programlanmis kurgusuyla on bes dakikada bir, rastgele yapilar
icerisinde, kendi kendine 6zgiin performanslar sergiliyor. Bu anlamda da, aslinda siz
oraya girdiginiz zaman isin bir pargasi oluyorsunuz. Eger ki, eserin herhangi bir sekilde
saklanmasi diigliniildiiglinde, aslinda o eserin izleyici ile birlikte var olan ve siirekli
degisken karakterinin, korunmasi gerekiyor. Kaydetmeye kalksaniz da, aslinda o eserin
sergilenme omriiniin ¢ok kisa bir kismini kayit altina almis oluyorsunuz. Mekana
girdiginizde, yasadiginiz deneyimin tek basiniza olma hali farkli, kalabalikla beraber
hali, farkli oluyor. Belki de, o noktada misalen dokuz enstriimani olan, konser veren bir
orkestraymis gibi bir seyle karsilagiyorsun. Eseri miizik izerinden okumaya galisirsak,
o ana taniklik eden seyirciler de aktif bir gorev Ustleniyor, bu durum, tarifi zor bir hale
yaratiyor ve miizisyenle seyirci arasinda yapisal bir iligki oluguveriyor.

Genelde, ziyaretgiler benim yaptigim igler igin ‘etkilesimli mi?' diye meraklaniyorlar.
Etrafta ¢ok fazla etkilesimli is oldugundan 6tiirii bu dogal bir beklenti olabilir, ama ben
sadece etkilesim olsun diye is Uretmeyi sevmiyorum. Giinkd, etkilesim meselesi ¢ok fazla
bire bir iligkiler yaratabiliyor ve sonuglari gok hem bayagi, hem de didaktik olabiliyor.

Ornegin kolunu kaldiriyorsun, gériintiide hemen bir seyler oluveriyor. Tim beklentilerin
aksine bu eser 6zelinde ben, izleyiciyi pasif kilmak, izleyici eserle karsilastiginda onu
bicare etmek, tavan zemin iliskisinde bocalatmak gibi izleyiciyi tim bensimsenmis
kosullarindan siyrilabilecegi bir baska yolculuga sokmaya caligsiyorum. O noktaya
vardiktan sonra, diisiinsel olarak etken bir siire¢ basliyor. Ornegin ‘Ben bu konusulanlari
anlamiyorum,’ diyebilir kisi. Ama, aslinda birsey anlayamamak da kendine has bir
duygu. Uzun siredir, belki de hayatimiz siirekli detaylar ile herseyi anlamak {izerine
yogunlagmigken, anlayamamakla, samimi bir ortamda yalniz kalmak, senin oradaki
farkindaligi diirttilmiis yanini resmediyor olabilir.

E.A: Dolayisiyla, magdur olmak ve magrur olmak meselesi de karsilikli sapka degis
tokusu gibi, yapitla izleyici arasinda, siirekli kendini doniistiiriiyor dolastinyor. Bir
bakima platonik de bir is mesel3, yapit izleyiciyi diisliiyor; ama izleyici de yapiti diigliiyor
karsilikli olarak...

S.A: Evet, boyle bir bulusma var, eser dedigim gibi, hep rastlantisal bigimler tizerinden
olustugu icin, onun da kendini icra etmesi igin, karsisinda bir seyircinin olmasina ihtiyaci
var. Bu bulusmanin neticeleri, platonik karsiliklar bulabilir.

E.A: Fotografin icadi ve tarihi, ilk karanlik odanin kesfi, 1s1gin yarattigi akis geliyor insanin
aklina. Bu yapit da, bunu adeta akustik olarak tecriibe ettigimiz bir caligma. Sordugu soru
acik: “Kulagimizla bir seyleri gorebilir miyiz, kulagimiz bize bir aydinlik verebilir mi? "

S.A: Ses kaydetme kavramini diisiinecek olursak, o ‘akis'i tekrar yaratmaya dair sarf edilen
¢abanin karsihgi, bir anlamda hatta belki de ilk yansimalarindan bir tanesi de, konusma
yetenegimiz gibi geliyor bana. Konusma da, aslinda bir gesit kaydetme yontemi. Biz,
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kelimeleri ortak ses kabullerimizle dilimizle kaydettigimiz igin, aynilarini sdyleye sdyleye
birbirimizle anlasabiliyoruz.

Gorlintliniin es niteliklerde kaydedilmesinin miimkiin kilinmasi gibi, sesin de o anlamda
kaydedilebilir ve yeniden duyulabilir hale gelmesi igin, teknolojik evrimde epey bir zaman
gegmesi gerekiyor. Gegmiste, 6rnegin Anadolu folkloriinde ortada ses kayit cihazi yokken,
Asik bir baskasina bir tiirkii sdyliiyor, o da bir baskasina aktariyor ve bu sekilde, bellek ve
kayit siireci olusuyor.

Bugiin, anlarifiziksel ylizeylere kaydettigimiz ve saklayabildigimiz bir dénem igerisindeyiz,
ama tabii ki o bahsettigimiz platonik mesele de halen ortada bulunmuyor degil. Neticede,
sen biricik 'an’i sadece elinde bulunan en iyi kosullarla kaydederek, var olanin ¢ok kii¢iik
bir temsilini elde etmis oluyorsun. Oysa, o platonik anin tamamen kayittan yola ¢ikarak
yasatilmasi, neredeyse imkansiz. Eserin bir kag ay boyu burada sergilendigi siire zarfinda,
herkes tarafindan farkli bir sekilde deneyimlenecek olmasi ve sonunda yok olup gidecek
olmasi hali de, aslinda benim hosuma gidiyor agikcasi.

E.A: Onu daha realist hale getiriyor belki, dliimlii olugunun verdigi bir 6liimsiiz biling...
en azindan.

S.A: Eserin fiziksel olarak oliimli olmasi, énemli bir fark ortaya koyuyor benim igin.
Ancak eserlerimi daha ¢ok, birer ‘arayliz' gibi hissediyorum. Eser varken ve ardindan
konustuklarimiz, etrafinda ¢ikan baska seyler, daha kiymetli geliyor. Bu yiizden,
eser hep var, eserin sergilenmesi sonrasi da benim igin ¢ok 6nemli. Eserin orada boy
gostermesinden Gte, eser lizerine neler sdylenecek, ne gibi deneyimler ortaya cikacak,
onu ¢gok 6nemsiyorum.

E.A: insanlan vefatlarindan sonra anma bigimimiz gibi, onu karakteriyle mi, eylemleriyle
mi hatirhyoruz? Saninm, yapita da bu soruyu soruyorsun ve yapitin cismi mi bizim igin
miilkiyeti veya degerinin yankisidir; yoksa, ¢agrnisim yaptigi biitiin degerler, bilgiler,
dedigin gibi yorumlar midir?

S.A: Birbirinden keskin bir bicimde ayirt etmek istemem. Ama agikgasi, bir kiyaslama
yapmak gerekirse ikinci dedigin, yani gagrisim yaptidi biitlin degerler benim i¢in daha ¢ok
kiymet olusturuyor.

E.A: Belki de, bu yiizden, klasik yapitlara siirekli post-modern yorumlar getiriliyor, degil
mi? Sinemada, operada olsun, edebiyatta, hatta klasik olan her seyde. Sanatgilar ‘Yahu
sumetne bir de ben el atayim,’ diyerek onunla hesaplagmaya, onu hazmetmeye girisiyor...

S.A: Evet. Yorumlarin bazilari yikmaya yonelik iken, bazilar da retro bir bakigla konulari
ele aliyor. Benim yaptigim ig, nihayetinde elbette bir yere oturur, bi¢cim Uzerinden
'konstruktivist' bir yere de oturur, ses ve rastgeleselligi ile beraber, Dada'ya da oturur.
Bir bagka acidan, ortaya ¢ikan eser teknolojik sanat midir, o da bir sorgulama siireci.
Guinkd, boya kullanirken de elinde teknolojik olanaklar var ama, tabii ki, teknolojiyi hangi
dozda kullanildigiyla ilintili olarak, siniflandirma anlam kazanabiliyor. Bu iste oldukga
yogun bir teknoloji altyapisi var. On adet bilgisayar, birlikte sirekli ¢alisiyor, bir yerel ag
Uzerinden birbirleri ile konusuyorlar, uyum saglamalari igin, zamana dayanan senkronlari

var. Motorlarin yukari asagi hareketini saglayan elektronik kontrol sistemi ve yazilan
bilgisayar kodlar ile Uretilen seslerin rastgeleselligi var. Tim bunlar, tercihen bu is
Ozelinde seyircinin goziine sokulacak bir taraf degil.

Eserin sanatsal durusunu yorumlamaya gideceksek, sanattaki c¢esitli akimlardan
etkilenmekle beraber, yepyeni bir ¢igir agtigini sanmiyorum. Zaten, sanati bilimden
ayiran temel fark da bu olmali. Sanat, siirekli yenilik ve gelisim pesinde olmamali. Bunu
gaye edinen bilimin, diinyay! igine soktugu kaosu gok belirgin bir bicimde yeterince
yasamaktayiz.

E.A: Peki, bu ‘espas’a giren goniillii olarak dahil olan, eseri tecriibe eden kisiler arasinda,
senin kafanda yaratigin bir tipoloji, bir kategorizasyon olmus muydu? Yani bu sefer var
mi? Yoksa onlar da bu espas kadar karanlik, anonim, diipediiz esit varliklar mi?

S.A: Belki, yaptigim diger islere dayanarak benzer seyler gérmeyi arzu edenler
olabilir. Kendini kasten tekrar etmek, beni rahatsiz ediyor. Herhalde hayatta yapmak
istemeyecegim ve en gok kaginacagim seylerden biri, kendini agsamamaktir. Cogu sanatgi,
kendi karakterini oturtmak adina kendini tekrar eden isler yapmayi tercih ediyor. Eserlere
uzaktan bakildiginda, bu durum insani belli bir sanatginin adini hemen akla getirecek
tutarh bir yere getirebiliyor. Ama ben sessiz sedasiz bir kapiyi agtiginiz zaman siirprizlerle
karsilanmayi tercih ederim.

E.A: Kendine meydan okumayi seviyorsun...

S.A: Tabii ki. Kendine meydan okumaktan kagindigi i¢in, sanatgilarin bir gok eserinin seri
iretime donuistiiglinii gorebiliyorsunuz. Bu esere bakacak olursak, isin bir boliimii tavana
asiliyor. Bunu basarabilmek pek kolay olmadi. Koleksiyonerler agisindan diistinecek
olursak, genellikle kimse tavana asmak igin eser satin almiyor. Herkes, gidip duvarina
asmay! yegliyor. inadina kavramsal ilerleyip, tiim beklentilere aykiri olmak, hatta bu
tutumu vurgulamak igin eseri devasa boyutta yapmak, bunlar benim 6zellikle tercih
ettigim seyler.

E.A: Evet; o acidan da espas diyoruz ya: ‘Space'dir, ‘uzay'dir, oksijen yoktur ama sahadet
vardir, yine de oksijen gok kiymetlidir orada. iste tipki ses kaydi gibi. Burada kisa bir
siire kalabilirsin ve disari gikmakla yiikiimliisiin. Ve dedigin gibi o espasin da tavani ve
tabani kendi kafasinda esitlemesi ya da umursamamasinin da verdigi bir yer gekimsizlik
duygusu mevcut. Bir illiizyon var burada; bir alacakaranlk var, degil mi?

S.A: Bahsettigin o illizyonu ben ¢ok seviyorum. Urettigim eserlerde, geriye doniip
baktigimda 6yle bir tutumu kendime dair net bir bicimde gériir oldum. illiizyon duygusu
eserlerimde ¢ok fazla yer aliyor. Duygunun higbir yere ait olmama hali, kendine has, belki
kendini dahi reddecek kadar 6zgir bir durus sergilemesi, sana zengin bir alan yaratiyor.

E.A: Bu konuda da aslinda cok lirik bir sanatgi oldugun soylenebilir. Giinkii bir sairin nasil
sozliikteki herhangi bir kelimeyi bambagska bir sekilde iadesi s6z konusuysa, sen de ayni
sekilde teknolojinin bize sundugu biitiin bu ifade olanaklarini neredeyse ‘hack’liyorsun,
korsan bir ruhla ele gegiriyorsun, bir sekilde. 'Ya arkadas bunu bu sekilde de kullanmayi
hi¢ diisiindiin mii?' diyorsun. Bu da, seni ya Dadaist e ya da Surrealist'e, ya da iste Brut
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Art'a yakinlastiriyor; giinkii bir gocukluk da var sende. Bir gocuksu yaramazlik var.
S.A: Evet var, eserlerimde sik sik ironi dilini barindirtyorum.

E.A: Akhma mesela, Marcel Duchamp geliyor, John Cage geliyor, Dolayisiyla o sey
sende mevcut, ayni anda hem Ronesans yaraticiligi, hem Post-modern isyankarlik, hem
anarsizm; bu acidan da hig sikayetin yok, diyorsun ki, ‘benim tek bir tanimim olamaz'.
Ciinkii zamana ve mekana boyle bakmiyorsun.

S.A: Aslinda belirgin bir bicimde isler yapan bir sanatgi olarak anilmak bile, kendi adima
beni kaliplar igine sokacak diye, gok tedirgin oluyorum.

E.A:Mesela Can Yiicel, Ece Ayhan gibi isimler geliyor aklima. Senin iglerini tecriibe
ederken.

S.A: Yalin olana anlam yiiklemeyi seviyorum. ise déniip baktigimda var olan o bir seye
benzeme kaygisi yok; ama olabildigince yalin. Dogru evet, lirik denebilir bu agidan.

E.A: Ama sey de degil mesel3, diipediiz miizisyen tavri da yok, sahneleme yok, sende
dramatiirji kaygisi da yok mesela. Girig, gelisme sonug... iste Libretto mantigi degil mi,
bir ‘stage perform’, (sahne gosterisi) yani nasil diyeyim, kitle kiiltiirii unsuru ile...

S.A: Evet, herhalde daha ¢ok, ‘an’a odaklanmayi tercih ediyorum.
E.A: Evet belki performatif, belki de aksiyon sanatina yaklasik bir sey.
S.A: Haklisin.

E.A: Kamusal alan hep yutkunduruyor mu seni? Yani, Tiirkiyede ¢ok zor kamusal
alanda sanat iiretmek. Hala "Duran Adam” dan bahsediyoruz mesela. Ya da Gezi'de
yasadiklarimizin tadi hala damagimizda. Yani, kamusal alan bu pandemi kosullarinda
var mi hala, bir espas olarak mevcut mu? Giinkii bu sergi bir tiir delik de agiyor, kara delik
gibi bir sergi bu. Gel diyorsun arkadas, buradan da gikabilirsin. Hani degil mi, boyle uzay
filmlerinde goriiriiz, mevcut uzayin disina bir kara delikten gecerek gemi hani baska bir
yere ve zamana, hakikate varir. Bu sergi oyle bir sergi. Gok afedersin, kendine giivenen,
hayal giiciiyle bagka bir yere gider. Haliisinojenik bir sergi bu.

S.A: Eser ve izleyici arasindaki etkilesimin gidecegi istikameti ben tayin etmemeyi tercih
ederim. Kamusal alan kosullari, epey bilinmezlikle dolu. Oraya dair, daha gok sosyal
hilecilik (social hacking) gibi seyler gok ilgimi gekiyor. Delicesine ugras verdigimiz, aslinda
etten, kemikten olusan basit bir organizmayi getirdigimiz su sézde listiin medeniyet yapisi
icerisindeki ¢ikmazlarimizla bogusmak, daha ¢ok merak alanimda. Buna dair verdigin
referanslar dogrudur, evet. Benim yaklasimim ise ozellikle elitist degil; fakat bir mekan
icerisinde bu igi sergilemek, benim yaptigim isin ayaklarinin daha rahat yere basmasini
saglayabiliyor. Clnki, benim yaptigim seyleri disarda sergileme halime insanlarin
verecegi tepkiler, geleneksel sanatlara verecegi tepkilerden ¢ok farkli. Herkes, eserdeki
makina goriniimindeki bilinmezlige dair, somut olarak islevsellik sorgulayacaktir.
Oysa, ben aslinda islevselligi tamamen uzaklastirmak istiyorum, nasil ¢alistigina kimse
takilmasin istemiyorum. Cok istiyor olsam, zaten kablolarini, bilgisayarlarini gosterirdim.
Ama bu eserde dahi, hi¢ bir seyin kablosu, zorunda kalinmadikc¢a gériinmiyor.

E.A: O da seyirciyi sorumlulugu agisindan senin her zaman giindeminde tuttugun, aligverig
listesinde tuttugun bir maddeye gagiriyor. Seyirci, senin igin hep bir mesele. Giinkii
seyirci, oteki demek, seyirci empati demek; ya da antipati demek. Ayni anda dost olmak
demek; hem de diisman olmak demek. Sen islerine ne kadar ‘seyirci' kalabiliyorsun?
Yani, bence biitiin mesele bu.

S.A: Bahsettigin kendine disaridan bakma gayreti, sanatgi adina gok miihim. Ama siirekli
kendini yinelemiyorsan ve her seferinde yeni bir seyle ugrasiyorsan, zaten o sorgulama
dogal olarak olusuyor. Sanat liretirken ortaya koydugum eserler, mutlaka yasadiklarimdan
yola gikarak ortaya cikiyor. O duvarlarin yoktan dile gelmesi, benim igin kiymeti olan
hafizalarina olan ihtiyacim ve sdylediklerini duyma hasretim, bu eseri meydana getiriyor.
0 anlamda eser beni de anlatiyor. Ve, o noktada kendimi gorebiliyorum. Kendini isin
akisina biraz birakirsan, aslinda kendinle yiizlestigin, ama uzak durdugun o aynalar, bir
anda karsinda siklikla belirmeye basliyor.

E.A : Yapitlarinin cinsiyeti oluyor mu? Buradaki sayiklamalar bildigim kadariyla bir ‘eril’'e
ait.

S.A: Sayiklamalar benim sesim. Ama, eserin bir cinsiyet meselesi yok. Ozellikle erkek
sesi olsun gibi bir gabam olmadi. Ama, kendi sesim olmasinin eserde malzeme olarak
baska bir katman yaratacagini diistinliyorum. Cogu insan bunu belki dyle diigsinmeyecek,
kaydedilmis herhangi bir ses zannedecek. Ben de, eseri sergilerken bunu séylemiyorum.
Bu tip detaylan bir yerlere gizlemeyi seviyorum. Mesela simdi bu soru Uizerinden, sen de
farkinda vardin ki, desifre oldu, olmali. O benim sesim aslinda yani.

E.A: Aslinda bir oto - portre bu sergi.
S.A: Ses anlaminda evet, bir performans varsa evet, benim ses performansim diyebilirim.

E.A: Ama isteseydin ¢ok daha uyarici, reaktif veya diglayici bir proje de olabilirdi... Hani
tam tersine daha usul usul bir sey gibi. Hatta bir yatak ya da uyku, veya rilya huzuru
mevcut bu caligmada; kabus degil ama rilya mevcudiyeti s6z konusu. Onu da se¢missin
sonugta.

S.A: Distinmedim degil, burada ortama yonelik bir ses diinyasi yaratmak, insanlar
uyaran bir atmosfere sokmak gibi fikirler, ilk akla gelen seyler oluyor. Ama, ben fisiltilarla
konusan, sesi az ¢ikan bir duvar hayalini yasatmaya calistim, biitiin hedefim oydu. Bu
Israrim neticesinde, ortaya boyle bir is ¢ikti, o noktada, sanirim seyircinin beklentisini goz
ardi ettigimi soyleyebilirim.

E.A: O halde zaten yine edebiyata ya da giinliik dile donecek olursak, az 6nce dedigin
soylenceler, soylentilerle baglantili olarak, mesela benim igin sergiyi tecriibe ederken
kafamda gegen deyimler, tamlamalardan biri de seydi: Gaipten sesler duymak. Bu gok
biiyiilii, hem benim igin gocuksu, hem korkutucu ama hem de manyetik. Gaipten ses
duyabilmek igin, bir kere kendine de, 6tekine de kulak kesilmen gerekir. Bilmiyorum, sen
ne diisiinliyorsun?
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S.A: i¢ sesine ¢ok konsantre oldugunda, kendi kendine bir tiirli barisamadigin, seni yiyip
bitiren bambaska bir kisiyle yiizlesmek, hayati zor duruma getirebilir. iste o gikmazlar,
siirekli sorgulamalardan siyrilamamak, yikici sonuglar dogurabilir. insanin kendi sesi
ile kendini sorgulamasinin ¢ok daha iyi isledigini tahmin ediyorum. Bir yerde bir rakam,
veya sifre ezberlemeye calisirken, insan onu hafizasinda tutmak igin kendi kendine
seslendirmeyi tercih ediyor. Bu agidan diigliniildiigiinde, ses yumaklarina doniistiirerek
yaptigim bu eseri deneyimlerken, iginden gecen diisiinceleri kendince dillendirmeye
kalkacak olursan, yiiksek ihtimalle sen de cikmazlara gireceksin. O sozler o kadar gergekgi
hale gelecek ki, artik kaginilmaz hale gelecek. Bu yiizden o sesleri yer yer kulak arkasi
etmek lazim. Kimi zaman bazi kelimeler gelir karsina; der ki "Ya sen s0yle birisin," ve bu
durum seni kendinle yiizlestirir. isine geliyorsa kullanirsin, isine gelmiyorsa, unutursun
gider. O yiizlesmelerde, sesin varligi bence ¢ok carpici.

E.A: Burada da mesajin bir tiir bigimlesmis hali, tam tersi, yanki veya aynalama durumu
veya aynanin tersi durumu var. Biz, mesaja biiriiniiyoruz, biz kendimize ne kadar
yaklasirsak, mesaji o kadar goriiniir kilmig, ona beden vermis oluyoruz. Hatta, belki de
seyi bile gorecegiz sergi siirecinde: izleyicilerden biri farkinda olmadan, yine kendisi de
saylklamaya baslayacak. Eslik, bir davet, bir kiskirtma da mevcut...

S.A: Evet, o zihninde doniip duran sesler - riiyay! diisiinelim 6rnegin - orada bile, ses
disari ¢cikmaya calisiyor bir yerlerden, yine karsilik bulmaya galisiyor. Sirekli, gergek
disi goriuntiler riiyalanimizda var olurken, onlarin sesleri de bizim riiyamiza eslik eden
etken unsurlar olabilir. Sadece ses morfolojisi olarak degil, kelime olarak da senin hi¢
duymadigin bir ses Uizerinden dahi, seni bambagska taraflara dogru itebilir. Bir kelime
sOyler sana riiyan, o kelime yoktur, ama o kelimenin sembolize ettigi sey aslinda senin
karsilagsmak istedigin bir seydir belki de. Hep bir goriintli lizerinden diisiiniiyoruz aslinda
riyalari... Ama o sayiklamalardaki anlamsiz seyler, belki de bigimsel karsiliklari olan
anlamli kavramlar olabilir.

E.A: Yine mesela dramatiirjik ya da koreografik bir cagrisim: Projeyle ilgili bir sey bu.
Hatta, cok ironik gelebilir belki sana, elektrikler gittiginde, konusurken de fisildagmaya
baslariz, sesimiz kisilir daha sessiz konusmaya baslanz. Onu da g¢agristirdi bana bu
galisma, giinkii elektrikler gidince mekan biiyiir, beynimiz de biiyiir, ruhumuz da biiyiir,
sanki, birilerini iirkiitmemek, bir seyleri kiskirtmamak icin.

S.A:Sessizlesiriz dogru, belki de, ¢ok giiriilti oldugundan o kadar yiiksek sesliyizdir
normalde.

E.A:Cok ilkel bi sey bu refleks, belki de diinya tarihi kadar eski degil mi?
S.A: Acaba, bu igimizde varolan iggiidiisel bir sey mi gergekten?

E.A: Paleontolojik bir sey olabilir mi, bir an1?

S.A: Karanliga doniistiigiinde sessizlegsme.

E.A: Evet, hani yaban hayvanlari duymasin diye.

S.A: O da olabilir, avlanmamak igin 6rnegin. Evet boyle diisiinince mantikh geliyor.

E.A: Dikkat ettin degil mi, boyle de bir sey var yani. Serginin boyle de tarihi bir...

S.A: Olabilir, bu icgiidiiyii mi ¢ikariyor acaba diyorsun. Eserde 6zellikle bir fisildama hali
var. Yani sira, kullandigim fonetik alfabeye dair seslerde bizim konustugumuz Tiirkce
girtlak yapisina gok aykiri sesler var. Diinyada var olan bazi dilleri dinliyorsun. O sesleri
¢ikarabilmek icin gerekli morfolojik yapiya, dogustan alismak lazim. Hem sessizce fisildar
gibi bir karakteri var eserin, hem de bir yandan konugmaya ¢alisan, ama gereken sesleri
¢ikaramayan bir yonii de var. Sanki, biri girtlagina bastirmis da, tam sdyleyeceksin ama,
agzindan laflar gikmiyor gibi bir durum...

E.A: Peki, surete, miilkiyete sozii getirip, konusmay bitirelim. Bu eserin sureti, kalintisi,
anisi nasil saklanacak? Artik, bu goriisme mi yani bu eser ? Anlatabiliyor muyum? Yani
bitecek, oliimlii bir deneyim degil mi, her serginin basina geldigi gibi. O yiizden mesel3,
bir sanatgi olarak senin sanat tarihinden, elestiriden beklentin nedir? Yani yankinin
yankisi nasil miimkiindiir?

S.A: Bu konusma tabii ki, eserin ortaya koydugu ciktilarindan bir tanesi olacak. Tarihi
siireg igerisinde durup doniip baktigimizda bu eserin bir ses heykeli yerlestirmesi olarak
icinde bulundugu aykiri hali, birakin bu cografyayi, diinyada iizerinde yaygin bir izleyici
ortaminin olusabildigi bir nokta degil.

0 anlamda hala bir seyi zorlayip, siniyor ve ugrasiyor bu kinetik ses yerlestirmesi. Bu
kadar basitlestirecek olursak isi, belki de zaman iginde tarihte boyle bir is yapiimig diye
bir bilgi olarak da kalabilecek. Esere verilen kiymet bizim yiizyillarca yil siire zarfinda
ortaya koydugumuz insan medeniyetinin verecegi bir karar. '‘Bu eser, kiymetli bir sanat
eseridir ve sonuna kadar saklanmalidir, séyleminin en biiytik filtresinin zaman oldugunu
distniyorum. Eserin kalicihginin, bir sanatgi olarak benim tahayyiil edebilecegim bir sey
olmamasi gerekir.

E.A: NASA'nin evren denen sonsuzluk denizine biraktigi medeniyet siseleri var ya, Voyager
1 ve 2, onlar da gidiyor su anda. Bence insanlik tarihinden kalacak, kalmis ve kalmakta
olan yegane iki sanat eseri onlar. Giinkii fiziken miimkiin degil artik tarihe kalmak, ne
derler, sonsuzluga kalmak. Hani diinyanin sonu katii diye tartisiyoruz su anda, kiiresel
isinmasiyla, bilmem pandemisiyle; bu Voyager'lar da birer sonugta teknolojik diskti
degil mi, altin plakti ve icinde imajlar, sesler vardi. O agidan da yani senin tecriibelerine
baktigimizda bir tiir, seyir defteri tutar gibi hani gesitli formlarda bize bunu yasattigini
soyleyebiliriz.

S.A: Biitiin onyargilarimizla insan odakli diiglinmek garesizligindeyiz. Biz o Voyager Uzay
Araclari'ni uzaya gonderdigimizde de, kars! tarafta insan gibi bir seyin var oldugunu
saniyoruz.

E.A: Hatta bir plak galar vardir diye avunuyoruz.

S.A: Oysa bizim plaklarin yaninda sundugumuz grafik anlatimlari anlayabilecek bir baska
yasanti, aslinda bizim alisilagelmis halimizden ¢ok uzak olabilir.

E.A: O agidan, basta verdigin, olaylara tepki veren o bitki ya da biliyorsun bi takim hayvan
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bilimcilerin yaptigi deneyler oluyor; iste mesela resim yapan canlilar, ayilar maymunlar
filler... Bunlara yonelik merakin nasil? Saklabanlik mi, yoksa ciddi markalar mi bunlar?
Sanat ve hayvan, sanat ve insan olmayan denilerek ayrilanlar...

S.A: insanin, diger canlilara oranla, zeka istiinltigii {izerinden var ettigi ciddi bir kibirli
yani var. Oysa hayvanlarla birlikte yapilan bir takim deneylerde elde edilen garpici
sonuglar, bizleri bu durumun aksi yoniinde gelisen sonuglarla bigare birakiyor. Benim ¢ok
ilgimi geken bir deneyde, bir maymuna ekranda cok kisa bir siirede rastgele rakamlar
gosteriliyor ve maymun, o rakamlari sirasiyla ekranda farkli yerlere dokunarak buluyor.
Karsiiginda, maymuna miikafat olarak fistik veriliyor. isin hayret uyandiran yani, maymun
insanin yapamayacadi kadar hizli bir sekilde bu islemleri yapabiliyor. Bana gore hayvanlar
¢ok miitevazilar, insan gibi, dogdugu zaman diinyanin en aciz olan hayvanina yasama
firsati tanimiglar. Ancak insan, dyle bir govde gdsterisi sunuyor ki, belki de onunla sadece
doga basa gikabiliyor. Koskoca bir at senin sirtina ¢ikip etrafta kogsmana, yapilan o
clirete miisaade ediyor. O derece miitevaziliga sahipler, ama insanda, bunun esamesi
okunmuyor.

18 Eyliil 2020, Galatasaray, istanbul

Zilberman Istanbul, Selguk Artut's “If These Walls

Could Hush," September 18 — December 2, 2020
Artist talk, Evrim Altug, September 18

E.A: Selguk, what does this project mean to you in your career especially when it comes
together with the crises the world is struggling with? Walls, isolation, necessity and
coincidence... Let me leave the rest to you.

S.A: The wall is actually a very prominent element in our lives; we encounter it at all times.
Comparing with my previous works, | remember having used the balls inside old computer
mouses in another kinetic installation of mine. When people came across those little balls,
they said, “This reminds me of something, what was this?" This familiarity caught their
attention, which is good, and then they put that detail aside and focus on the work itself as
a whole.

This time | tried to construct metaphors on the “wall” in a very plain and clear way. One of
the most conceivable association here may be the lockdown that we experienced during
the Covid-19 pandemic process, but frankly, | myself have made no such connection.

What | wonder is whether the walls actually have an audible memory, whether they can
raise their voice. Actually, the work, with its title, really provokes me, as an artist, to produce
work. Instead of "What would these walls tell us if they were to speak?” | moved from a
position like the walls are actually speaking, yet you do not hear them and you do not know
what they are saying, they tell so many things, | wish they were always silent but | constantly
hear them.

In that sense, | can say that | use such metaphors a lot while producing work. Because while
“"reading" the work, everyone can open up new dimensions for themselves. | don't like being
didactic in my work. | don't want to say "This work is about this and that; everyone should
understand this and that," no. Since the work is based on a certain experience, people are
able to stay alone with themselves or start a conversation with someone else in that space.

Inthis piece, I tried to construct a work with specific performance powerin which meaningless
low voices in the environment put you in another mood. Of course, its relationship with the
venue was also important to me, because when you do sound work, and when you add a
sculpture dimension to it, the existence of the work in the venue becomes an important
matter for the artist.

Since | wanted them to have huge bodies and to move up and down, | prepared a box-
shaped construction and used a system called linear motors. And | wanted it to have a form
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as if it belonged to a beast with a broken mouth and crooked teeth. Moreover, that monster
looks like it's a building.

The word "monster” might sound like a scary element, but it could actually be the mouth
of a useless man trying futilely to read a poem to you. At this point, those metaphors go to
so many different places: our privacy, our freedom in closed spaces, the situations in which
we are not free...

These are the things that we have been talking about for years and years. The number of
cameras on the street is increasing day by day; people on the street are getting recorded
continuously due to tightening public security measures, and now we are evolving towards
a direction where privacy at homes is over. Many people now doubt that their cell phones
are recording their voice secretly; they tape the camera on their computer. How free you
actually are in your own terms within the walls in the areas where you live has become a
totally separate question. However, although this attitude seems to be a negative critical
dimension, | cannot say that what happened does not actually have positive sides. | believe
cameras on the streets can be acceptable to a certain extent if they do provide people's
safety or produce solutions for conditions that increase terror. So now we reach gray areas,
instead of black and white. In this sense, negative aspects of the privacy of the house can
also be encountered. A person in that house may be turning someone else’s life into hell or
prohibiting them from being at home.

In addition to all of this, | establish a metaphor about whether it is possible for the vibrations
of the so-called sound to be trapped inside the walls, to be recorded and then to go out
again, considering what happens in those buildings, walls, and prisons. The work takes all
its material from here and produces no particularly meaningful words. But it is not making a
special effort to produce anything meaningless, either. Rather, | can say that what we have
here is an audio content that is mostly in the form of sound which cannot speak but tries
to do so.

E.A: In a way, it seems like an allusion to the freedom of thought, because it is a form of
memory. You make a romantic, almost nostalgic, and futile, like you mentioned, act of
beautification to the geometry of memory. You create it as you destroy it.

S.A: Yes, that's right. There is such an impulse in the work, as you said, there are many
dimensions to it. Together with the metaphor | have mentioned, when people look at their
own experiences one by one, the most prominent ones make you ask a question such as
how open your freedoms in the field of privacy are to the outside.

Sometimes | find myself thinking, let's tear down all the walls. People are living schizophrenic
lives, they become someone else when they enter the house, they become someone else
inside a building, when they go to work they are someone else between those walls, when
they go to the meeting room, they become someone else. It feels like those walls must
disappear all of a sudden so that they can be the same person each and every time. One
may claim to be the same person all the time thanks to inner peace and may say that they
are able to be themselves anytime, anywhere. However, this is a luxury for most people.
Some roles and the distance between these roles are very different for some people. For

example, many contrasting roles can come up in contrast such as a compassionate teacher
at school may turn out to be a despotic parent at home.

E.A: Your work of art calls for a very nice journey in terms of memory in Turkey. It leads
me to ideas such as Sufism, asceticism, a state of suffering, closure-opening, and a kind
of mental fasting. Circularity, for example... The space in that circularity and the leaps
from there to Soviet constructivism. The real emancipator of the idea reflects very well
from form to such fundamental issues. What do you think?

S.A: Sound has a big advantage in this regard. | think it is a comfortable area in terms of
format application. Although the main element in most of the works produced in the name
of sound seems to be a speaker, | preferred to produce a work in the form of a sculpture in
this work that fits well to the gallery room, and to keep simple in this work with the intention
of driving the sound forward in terms of visual aesthetics. In this work, beyond creating a
sound that goes vaguely under a very impressive image, | tried to create a work in which my
primary priority in terms of ensuring that balance was the pure aesthetic feeling created by
the sound. Of course, it is a repetition with the feeling of mechanization which can be read
in the sequence of nine large-scale boxes, one above and one below. These objects are
constantly moving and standing still. They have such an ongoing ritual. Yes, it is possible
to see similar overlapping things as you mentioned in the form structure of this work that
includes motion.

E.A: We become an element absorbed by time and space as soon as we encounter the work.

S.A: In this metaphor, walls can hold all the sounds that you make, like a hidden tape
recorder. With your presence there around the work of art, everything that comes out of
your mouth may actually penetrate somewhere inside the walls and come out after a while.
| think it was very unexpected when sound turned out to be able to exist on a physical
surface such as a record over time, because humans believed that sound was something
magical that can only be heard with our ears. We used to believe it was something flying
in the air, but now we can hold sound in our hands. We can insert it into players in formats
such as CDs and cassettes or a sound can be heard when you press a button on our mobile
phone. Sound transforms into material in an instant. Because of all this, one can say that
indeed there might come a day when the walls actually speak.

| formerly saw a research, they are trying to produce sound from images with very advanced
high-frame cameras. In the research, a murder takes place in a hypothetical location, and
there is no evidence other than a camera recording through a window outside. In the camera
image, the leaf of a plant inside trembles and they try to analyze the conversations inside
based on the vibrations of the leaf. The results are undeniably successful. Even though
you cannot actually hear what is spoken inside, it seems possible to reproduce the sound
and turn it into a form which can be heard with our ears, just as in the case of records. In
this sense, the understanding that the walls might be a tape recorder just as well may not
consist of a simple metaphor per se. It may be real.

E.A: Do you think this project creates a challenge and a reckoning in terms of activity and
passivity? So you know, we are already used to taking whatever is given to us, and we go
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out without questioning, with a fast food feeling, we get loaded with the image, the text,
and almost all the indicators. But here there is a critique of activity and passivity that put
us in serious trouble. Are we spectators or actors? | mean, how much do we participate in
a work, and how much of us does the artwork add to itself? | think these are very radical
and inexhaustible questions.

S.A: Yes, this work actually performs unique performances in random structures every
fifteen minutes with its programmed setup. In this sense, you actually become a part of
the job when you enter the venue. If the work is intended to be preserved in any way, the
constantly changing character of the work that comes to existence with the audience
should be preserved. Even if you try to save it, you actually record a very short part of the
exhibition life of that work. When you enter the venue, the experience you have is different
when you are alone, and it is different with a crowd. Perhaps at that point you come across
something like an orchestra with nine instruments, just as an example. If we try to read
the piece through music, the audience that witness that moment also assumes an active
role, this situation creates a situation that is difficult to describe and there is a structural
relationship between the musician and the audience.

Visitors often wonder if my works are interactive. This may be a natural expectation since
there is a lot of interactive work around, but | don't like to produce work just for interaction.
Because the issue of interaction can create a lot of one-to-one relationships and its results
can be very trivial and didactic.

For example, you raise your arm, something immediately happens in the image. Contrary
to all expectations, especially in this work, | try to make the audience passive, | want them
to misbehave when they encounter the piece, and make them confused in terms of the
relationship between the ceiling and the floor thus ridding them of previously acquired
conditionings. After reaching that point, an intellectually active process begins. For
example, someone may say they do not understand what they hear. But actually not being
able to understand something is a unique feeling. Perhaps our lives have always focused
on understanding everything with all details for a long time, so being alone in a sincere
environment with the inability to understand may depict a side of you whose awareness is
stimulated.

E.A: Therefore, the state of being a victim and feeling proud seems to exchange places,
constantly transforming itself between the work and the audience. In a sense, it is also
a platonic work: The work dreams of the audience, and the audience dreams of the work
mutually.

S.A: Yes, itis true that such a meeting occurs. As | said, the work is always based on random
forms, so it needs an audience in its front to perform itself. The results of this meeting may
find platonic equivalents.

E.A: This reminds me of something. The invention of photography and the history of
photography, the discovery of the first dark room, the flow created by the light, it is as if
we experience it acoustically. Can we see things with our ears, can our ears provide us
with light?

S.A: Considering the concept of recording sound, it seems to me that the response of the
effort made to recreate that flow and perhaps one of its first reflections is, in a sense, our
speaking ability. Speaking is actually a kind of recording method. Since we record words
with our common sound assumptions, we can communicate with each other saying the
same.

In the same way as sound has been made possible to be recorded with equal qualities, it
takes a long time in technological evolution to become recorded and heard again in that
sense. In the past, for example, in Anatolian folk culture, there is no tape recorder present;
asik (lover) sings a folk song to someone else, he transmits it to another person, and in this
way the memory and recording process is formed.

Today, we are in a period where we can record and store moments on physical surfaces, but
of course that platonic issue we mentioned is still not present. Ultimately, by recording the
unigue moment only with the best conditions you have, you get a very small representation
of what exists. However, it is almost impossible to keep that platonic moment alive based
on recording. Frankly, I like the fact that the work will be experienced differently by everyone
here for a few months and will eventually disappear.

E.A: This makes it more realistic, perhaps, at least attaches it an immortality, or
consciousness, because of being mortal.

S.A: The fact that the work is physically mortal makes an important difference for me, but |
feel my works are more like interfaces. Other things around the work such as what we talk
about while the work is there and no longer there seem more precious. In this regard the
work persists, and the aftermath of the exhibition is also very important to me. Apart from
showing the work there, I care very much about what people have to say about it and what
experiences emerge in face of it.

E.A: Like the way we remember people after their death, do we remember the work with
its character or do we remember it with its actions? | think you are asking this question in
the work, too. Does the body of the work reflect its property or value for us, or do all the
values and information it evokes stand out as interpretation?

S.A: | do not want to make a sharp distinction. But frankly, if we are to make a comparison,
the second one that you mentioned, | mean all the values that it evokes are dearer to me.

E.A: Perhaps that is why postmodern interpretations of classical works do constantly
come up, right? Be it in the cinema, in the opera, in literature, whatever classical. Let me
also look at this text, people say.

S.A:Right. Some of the comments are meant to be subversive, while others take a retro look.
My work ultimately gets located somewhere, of course, it also gets located in a constructivist
place based on form, it also gets located on Dada with its sound and randomness. It is
a question from a different perspective whether the emerging work a technological art.
Because when you use paint, you have technological possibilities, but of course, classifying
the technology in relation to the dosage used can make sense. There is a very dense
technology infrastructure in this business. Ten computers are constantly working together,
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talking to each other over a local network, and have time-based synchronizations to adapt.
There is an electronic control system that allows the motors to move up and down, and the
sounds produced by computer codes work randomly. All these things are preferably to be
kept away from the audience in this particular job.

If we are to interpret the artistic stance of the work, I do not think it opens a whole new era,
although it is influenced by various movements in art. This must be the main difference
that separates art from science. Art should not be in pursuit of continuous innovation and
development. We experience the chaos that science has brought to the world seeking this
purpose.

E.A: Was there a typology or a categorization among those who entered into this space,
who was voluntarily involved and experienced the work? Or are they as dark, anonymous,
and downright equal beings as this space itself?

S.A: Perhaps there are people who wish to see similar things based on other work | have
done. Deliberately repeating oneself bothers me. Probably one of the things | wouldn't want
to do in life and that | would avoid the most is not being able to overcome myself. Most
artists prefer to do repetitive works in order to establish their own character. Looking at the
works from a distance, it can remind the name of a certain artist, but | prefer to be welcome
with surprises when | quietly open a door.

E.A: You like challenging yourself.

S.A: | surely do. You can see that many of the works of the artists have become part of
mass production, because they avoid challenging themselves. When we look at this work,
part of the work is hung on the ceiling. It was not easy to achieve this. If we think in terms of
collectors, it is usually that nobody buys works to hang on the ceiling. Everyone prefers to
hang it on the wall. Going conceptually, going against all expectations and even making the
work in a huge scale to emphasize this attitude, these are things | especially prefer.

E.A: Exactly! From that point of view, we call it “space.” It is “space,” there is no oxygen
but there is testimony, still oxygen is very valuable there. Just like a sound recording. You
can stay here for a short time and you are obliged to go out. And, as you said, that space
also has a sense of non-gravity, as a result of equalizing the ceiling and the floor in its
own mind or not caring at all. There is an illusion here; there is a twilight, right?

S.A: I love that illusion you mentioned. When | look back in the works | produced, | can see
such an attitude about myself clearly. The feeling of illusion is very much in my works. The
feeling that the emotion does not belong to anywhere, that it exhibits a unique, free stance
that may even reject itself creates a rich space for you.

E.A: In this regard, it can be said that you are actually a very lyrical artist. Because just
as a poet can make use of any word in the dictionary in a completely different way, you
are almost “hacking” all these expressive possibilities that technology offers us, you take
possession with a pirate spirit, somehow. You say, “Have you ever thought of it this way?"
This brings you closer to either the Dadaist or the Surrealist, or to Brut Art; because you
also have a childish manner. There is a childish mischief.

S.A: Yes, there is. | often employ the language of irony in my works.

E.A: Marcel Duchamp, or John Cage, comes to my mind, for example. You have
Renaissance creativity, post-modern rebellion, and anarchism all at the same time. In this
respect, you have no complaints, you say, "I cannot have a single definition.” Because you
don't have such an understanding of time and space like that.

S.A: Actually, | get very worried when people talk of me as an artist whose works are
distinctive in itself, lest such categorization puts me in a mold.

E.A: For example, names like Can Yiicel and Ece Ayhan come to my mind when | experience
your work.

S.A: | like to attribute meaning to the simple. When Having completed the work, | look back
at it, there is no worry about resembling that existing thing; it is as simple as possible. So,
yes, it can be called lyrical in this respect.

E.A: But, for example, there is simply no musician attitude, no staging, no concern for
dramaturgy. Introduction, body, and conclusion... Isn't it the logic of Libretto, isn't it a
“stage perform"? So, how can | say, with an element of mass culture...

S.A: Yes, | guess | prefer to focus more on the moment.
E.A: Yes, maybe performative, maybe something about action art.
S.A: You're right.

E.A: Does the public sphere always make you swallow and wait? | mean, it is so difficult
to produce art in the public sphere in Turkey. We are still talking about the “Standing
Man" for example. Or the taste of what we experienced in Gezi is still on our palate.
So, does the public sphere exist under these pandemic conditions, is it still available
as a space? Because this exhibition also creates a kind of hole, it's like a black hole.
You say, “Come here, my friend, you can get out from here, too.” You know, we see it in
space movies, passing through a black hole outside of existing space, the ship reaches
another place and time, reaches the truth. This exhibition is such an exhibition. Sorry but
confident people go somewhere else thanks to their imagination. This is a hallucinogenic
exhibition.

S.A: | prefer not to determine the direction of the interaction between the work and the
audience. Public space conditions are full of obscurity. Things like social hacking interest
me better. It is more in my curiosity to grapple with our dilemmas within this so-called
superior civilization structure that we are struggling with madly, actually bringing about
a simple organism consisting of flesh and bone. Your references to this are correct, yes.
My approach is not particularly elitist; however, exhibiting this work at a venue can make
my work stand on the ground more comfortably. Because the reactions of people to my
way of exhibiting my works outside are very different from their reactions to traditional
arts. Everyone will question functionality concretely about the unknown in the work of
the machine. However, | actually want to take functionality away completely, | don't want
anyone to be concerned about how it works. If | wanted it that badly, | would show the
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audience the cables and computers anyway. But even in this work, no cable is visible unless
it is required.

E.A: And this invites the audience to an item you always keep on your agenda and keep
on your shopping list in terms of responsibility. The audience is always an issue for you.
Because the audience means the other, the audience means empathy, or antipathy. It
means being friendly and hostile at the same time. To what extent can you be an audience
for your works? So, | think that's the whole point.

S.A: The effort to look at yourself from outside is so crucial for the artist. But if you don't
repeat yourself all the time and you're dealing with something new every time, that
questioning happens all naturally. The art works | produce are necessarily based on what
I have experienced. The voices coming from those walls all of a sudden, my need for their
memories, which are precious to me, and my longing to hear what they say make this
work. In that sense, the work tells my story, too. And at that point | can see myself. If you
let yourself go a little bit, those mirrors that you face yourself, but stay away from, suddenly
appear in front of you frequently.

E.A: Do your works have a gender? The voices from the walls belong to a "male” as far
as | know.

S.A: The voices heard belong to me. However, the work does not touch upon a gender issue.
I did not try to get a male voice in particular. But | think that having my own voice will create
another layer as a material in the work. Most people probably won't think of it that way,
they'll think it was just any recorded sound. | do not say this while exhibiting the work. | like
to hide such details somewhere. For example, through this question, you also realized that
it was deciphered. That's my voice actually.

E.A: So this exhibition is actually an auto-portrait.

S.A: In terms of sound, yes, and if there is a performance, | can also say it is my sound
performance.

E.A: But if you wanted to, it could have been a much more stimulating, reactive or
exclusionary project. On the contrary, it is like something more procedural. The
peacefulness of a bed, or sleep, or a dream is present in this work. It is not a nightmare,
but we can talk about the presence of dreams. You chose that, too.

S.A: | have thought about it. Ideas like creating a sound world for the environment, putting
people in a stimulating atmosphere are the first things that come to mind. But | tried to
dream of a wall that spoke in whispers and had a low voice, and that was my goal. As a
result of this insistence, such a work came out, and at that point, | think | can say that |
ignored the expectations of the audience.

E.A: So, if we go back to literature or everyday language, one of the phrases that | had
in my mind in connection with the sayings and rumors you just said, while experiencing
the exhibition, was this: hearing supernatural voices. This is very magical, childish to me,
scary and magnetic at the same time. In order to be able to hear supernatural voices, you
must listen to yourself and to the other. | don't know, what do you think?

S.A: When you concentrate too much on your inner voice, confronting a completely different
person with whom you cannot make peace, devouring you, can make life difficult. Failing to
get out of constant questioning and those dead ends can have devastating consequences
for real. | guess that questioning oneself with one's own voice works much better. When
trying to memorize a number or a password somewhere, one prefers to vocalize it to keep
it in memory. When you think about it from this point of view, if you try to express your
thoughts in your own way while experiencing this work that | made by transforming it
into tangles of sound, you will probably run into a dead end. Those words will become so
realistic that they will now become inevitable. Therefore, it is necessary to pay attention to
those voices from time to time. Sometimes you come across some words that say, “You
are such and such,” and this situation confronts you with yourself. If it suits you, you use it,
if it doesn't, you go without it. | think the presence of voice in those confrontations is very
striking.

E.A: Here, too, there is some formalized version of the message, its exact opposite, echo,
or mirroring. We take on the message. The closer we get to ourselves, the more visible
the message becomes, and the more we give it a body. In fact, maybe we'll even see this
during the exhibition. Unknowingly, one of the visitors will start talking to themselves.
There is accompaniment, an invitation, and a provocation.

S.A: Yes, those voices spinning in mind, let's think of dream, for example, even there, the
sound is trying to get out from somewhere, again trying to find a response. While continuous,
unrealistic images exist in our dreams, their voices may also be factors accompanying
our dreams. Not only in sound morphology, but also in words, even through a sound you
have never heard, it can push you to different sides. The dream tells you a word, that word
does not exist, but perhaps what that word symbolizes is actually something you want to
encounter. Actually, we always think of dreams through an image. But the meaningless
things in those voices may be meaningful concepts with formal equivalents.

E.A: Another dramaturgical or choreographic connotation, something about the project.
In fact, it may sound very ironic to you, when the electricity is gone, we start to whisper
when we speak, our voices are lowered and we start talking more quietly. This work
reminded me of it too, because when the electricity goes out, the space grows, our
brain grows, and so does our souls, as if so as not to frighten someone, not to provoke
something.

S.A: We get quiet, right, maybe we are normally so loud because there is a lot of noise.
E.A: Isn't this reflex something very primitive, perhaps as old as world history?

S.A: | wonder if this is actually an instinctual thing in us, humans.

E.A: Could it be something paleontological, a memory?

S.A: Getting quieter when the environment becomes dark.

E.A: Yes, so that wild animals don't hear us.

S.A: It could be that, too, to avoid getting hunted. Yes, it makes sense when you think about it.
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E.A: You notice this? There is such a thing. The exhibition also has a historical—

S.A: Could be true. You wonder if the work reveals this instinct. There is especially a
whispering state in the work. In addition, there are voices in the phonetic alphabet that | use,
which sound contrary to the Turkish throat structure we speak. You are listening to some of
the languages that exist in the world. In order to make those sounds, it is necessary to get
used to the necessary morphological structure from birth. The work has a character that
sounds like a quiet whisper, and there is also a side that tries to speak but cannot make the
necessary sounds. It's as if someone presses against your throat, and you're about to say
it, but words don't come out of your mouth.

E.A: Well, let's talk a bit about the appearance and the property and then finish the
conversation. How will the appearance, remnants and memories of this work be kept?
Is this work a meeting? So it will end at some point. Isn't it a mortal experience, as every
exhibition is. So for example, what do you expect from art history and criticism as an
artist? So how is the echo of the echo possible?

S.A: This talk will, of course, be one of the outputs of the work. When we stop and look
back in the historical process, the contradictory state of this work as a sound sculpture
installation is not a point where a widespread audience environment can occur in the world,
let alone this geography.

Inthat sense, this kinetic soundinstallationis still forcing, testing and dealing with something.
If we simplify the work so much, perhaps it will go down in history as an information that
such a work has been done. The value given to the work is a decision that will be made
by the human civilization that we have created for centuries. | think that the greatest filter
is time which will decide if tis work is a precious work of art and must be preserved. The
permanence of the work should not be something that | can imagine as an artist.

E.A: Youknow the bottles of civilization NASA left in the sea of eternity called the universe,
| mean Voyagers 1 and 2, they are leaving now. | think they are the only two works of art
that has remained, and will remain in human history. Because it is no longer physically
possible to make history anymore, how can | say, to stay forever. We are arguing that
the world is going somewhere bad right now, with global warming, | don't know, with the
pandemic. These Voyagers were, after all, technological discs, right? They were golden
records and there were images and sounds in them. From this point of view, when we
look at your experiences, we can say that it makes us live the same thing in various forms
such as keeping a logbook.

S.A: We are desperately thinking in a human centered way, with all our prejudices. When we
send that Voyager Spacecrafts to space, we assume that there is something like a human
there to receive it.

E.A: We even tend to deceive ourselves that the creature out there does have a record
player.

S.A: However, another life form that is able to understand the graphic expressions we
present alongside the records may actually be far from our presumed state of being.

E.A: In that sense, there are experiments by some animal scientists. For example,
creatures that do painting, bears, monkeys, elephants ... Are you curios about such
things? Are they cheating or do you take them seriously? Those who are separated as art
and animal, art and non-human, etc.

S.A: Humans are seriously arrogant which is established through the superiority of
intelligence compared to other living things. However, the striking results obtained in some
experiments with animals show astonishing results that indicate the opposite, leaving us
helpless. In an experiment that was very interesting to me, a monkey is shown random
numbers on the screen for a very short time and it is able to find those numbers by touching
different places on the screen. In return, the monkey is rewarded with peanuts. The amazing
thing is that it does these operations faster

than humans actually can. Animals are very humble in my opinion. They let human beings
live who are the most helpless animals in the world when they are born. But human kind
performs such a show of strength that perhaps only nature can cope with it. A huge horse,
for example, lets you get on and ride it which is in fact an audacity. They have that level of
humility which human beings have no idea about.

September 18, 2020, Galatasaray, Istanbul
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Muhafaza
Selguk Artut

Sesin muhafaza edilebilen bir tekrara doniigsmesi ve onu her daim yeniden seslendirme
arzusu sesi kayit altina alma g¢abasinin temelinde bulunan ana durtiidiir. Anilarimizi
yeniden hatirlayabildigimiz ancak zihinlerimizde gittikge erozyona ugrayan kayitlarimiz
zaman icinde aslindan gittikge uzaklagmakta ve yok olmaya yiiz tutmaktayken anin
ashni koruma beklentimiz bize fiziksel kayit temsiliyetinin gerekliligini ortaya ¢ikarmistir.
Sanilanin aksine anlarin kaydini alma merakimizin baslangi¢ hikayesi eski ¢aglardaki
magara resimlerinden ibaret degildir. insanin konusma dilini yaratma cabasi da
ayni gereksinime hizmet etmektedir. Agzimizdan gikan bir sesi tekrar edebilmek igin
verdigimiz ugras neticesinde konusma dili ortaya cikabilmis ve genis kitleler arasinda
ortak paylasilabilir bir iletisim olgusu haline gelmistir. Ses konusma dili yapisi iginde
temsil edilebilir bir sembolik karaktere doniiserek muhafaza edilebilir hale gelmistir.
Glnlmizde kullandigimiz alfabeler sesin temsiliyeti agisindan sesin sahip oldugu
morfolojik yapisindan bagimsiz gelistirilmislerdir. Bu agidan disiniildiigiinde alfabe
sesin sahip oldugu estetik niteliklerden kopuk bir halde sembolik yapilarin bir araya
gelmeleri sayesinde olusan bir grafik dildir. Bu durum sesin miizik ile olan iligkisinden
¢ok farkli degildir. Sesin nota olarak temsili i¢in glinimiizde kullandigimiz grafik
yapilar miizigin sahip oldugu ses zenginliginin tim ozelliklerinin kargilanabilmesinin
zorlugundan o6tird durumun aksine olabildigince yalin bir halde diizenlenmistir. Bu
yalinhk mizisyenlerin nota lisanini daha akici bir bigimde algilayabilmeleri agisindan
oldukca faydalidir. Nota sistemi miizikal bigimlerin tamamini ifade edebilecek bir dil
yapisi olmak lizere kurgulanmis olsa da farklar detaylarda gizlidir. Mutlak temsil sesin
notaya doniisilip ylizeye kaydedilmesi ve sonrasinda miizisyen tarafindan icra edilerek
tekrar sese doniismesi neticesinde miimkiin degildir. Bu durum 6zellikle klasik miizige
ayri bir haz boyutu katmistir. Yiizlerce yil 6nce yazilan eserler bugiin farkli miizisyenler
tarafindan seslendirilmekte ve ortaya gikan her icra kendine 6zgui farkli bir yoruma sahip
olmaktadir. Sesin tekrari igin ortaya ¢ikan cabada miizisyenlerin esere olan yorumlarinin
yani sira enstriimanlarinin Uirettikleri ses bigimlerinin de 6nemli bir yeri bulunmaktadir. Bu
acidan disinildigiinde miizik enstriimani da bahsettigimiz ses-nota-ses kayit yapisinin
etkin bir 6gesi haline gelmektedir.

Sesi ve miizigi duydugumuz bigimiyle muhafaza edebilmek tarih boyunca tizerinde ugras
verilen bir alan olmustur. 9. Yuzyilda Banu Musa Kardeslerin giciinii sudan alan ve
kendi kendine miizik ¢alan mekanik icatlari miizik bilgisinin silindir ylizeylere aktarildig

otonom sistemlerin dnciilerinden biri haline gelmistir. Sesin salinim hareketlerinin ve
fiziksel 6zelliklerinin daha detayh anlasiimasinin yani sira elektrigin kontroli ile gelisen
teknolojinin olanaklari sesi kaydedilebilir bir olguya doniistiirmistir. Bilgi tasiyan silindir
ylizeyler zamanla yerlerini plaklara ve disk yiizeylere birakmiglardir. Ancak ylizeye fiziksel
kazima ile bilgi saklama yapilarinin aksine gelisen bir bagka ses kaydetme teknolojisi olan
manyetik yuzeyler sesin kaydedilmesini elektromanyetizma ile saglamaktadirlar. Kaset
sistemi iginde yer alan makara halinde sarili bulunan manyetik teyp elektrik kontrolli
kayit ve okuma kafasi ile manyetize edilmekte; bu sayede ses bilgi olarak kaydedilmekte,
istendiginde ¢alinabilmekte ve bu islemler tekrar tekrar yapilabilmektedir. Manyetik
teyplerin yayginlagmalari neticesinde miizikte yeni bigcim arayiglarina dair 6rnekleme
(ing. Looping) denilen dnemli bir teknik olanak ele gegirilmistir. 1940'li yillarda Pierre
Schaffer'in onci oldugu bir takim miizik arastirmaci ve yorumcusu Fransa'da Somut
Miizik (Musique Concrete) adi ile bilinen bir miizikal anlayigi gelistirmislerdir. Mizik
enstrimanlarinda nota halinde sembollestigi gibi sesin tini 6zellikleri de bu anlayisla
aslina yakin bir bigimde kaydedilip sembole doniistiiriilerek tekrar ve organize edilebilir
hale gelebilmistir. Daha sonralari teknolojik olanaklarin isiginda lazerin bir ylizeyden bilgi
okuyabilmesinin basarilabilmesi ile ses sayisallastiriimig bir sistemde temsil edilmeye
baslanmigtir. Glinimiizde ise ayni bicimde muhafaza edilmeye devam edilen ses tim
bu gelismelere ragmen halen bize hoparlér dedigimiz fiziksel bir yiizey Uzerinden
ulasabilmektedir. Hoparlor kendisine iletilen elektrik sinyallerine cevaben iginde bulunan
zar ylzeye ileri geri hareketler saglayarak kayit bilgisini titresime ve duyulabilir bir
sese donustiirmektedir. Titresim bilgisi saklanabilen sesler cesitli bicimlerde kayit
edilebilmekte ve neticesinde uzun bir dmre sahip olabilmektedirler.

2014 yilinda Abe Davis ve digerlerinin yayinladiklari Goérsel Mikrofon: Videodan Pasif
Ses Kurtarma (ing. The visual microphone: Passive recovery of sound from video)
makalelerinde ses ile titresen giinliik nesnelerin yalnizca yiksek hizli videolarini
kullanarak titresimi lireten seslerin kismen geri kazanabilecegini gostermislerdir (Bkz.
youtube.com/watch?v=FKXOucXB4a8). Bu demek oluyor ki her yiizey bir kayit nesnesi
haline gelebilmektedir. Ses iginde bulundugu her hacme etki edebilmekte ve mikro dlgekte
de olsa titresim olugsmasina sebep olabilmektedir. Duvarlarin Dili Olsa da Sussa isimli
sergide bir metafor olarak kurgulanan duvarlarin ses kayit sistemi haline gelebilmesi
olgusu kim bilir belki cok yakin bir zamanda karsimiza yeni bir teknolojik gelisme olarak
cikabilecektir. O zaman duvarlanin dili anlasilir hale gelecek, iginde yasananlar giin
Isigina kavusabilecektir. Duvarlar sesin muhafaza edilmesini miimkiin kildiginda kapali
kapilar ardindaki yasanilan tim kotliikler, gazaplar ve ihanetler tek tek agiga gikacak ve
vicdanlarimizin sesleri duvarlarin seslerine karisacaktir.
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Conservation
Selcuk Artut

The transformation of the sound into a conservable repetition and the desire to always re-
voice it is the main impulse underlying the effort to record the sound. While our records, the
traces of which we can recall in an increasingly eroding fashion in our minds, are getting
more and more distant over time, our expectation to conserve the original moment has
revealed the necessity of physical record representation. Contrary to the popular belief, the
story of our curiosity to record moments did not start with cave paintings in ancient times
just like that. The humanly effort to create a spoken language serves the same need. As
a result of our efforts to repeat a voice coming out of our mouth, spoken language has
emerged and has become a common communication phenomenon among the masses.
The sound has become conservable by transforming into a symbolic character that can be
represented within the spoken language structure. In terms of sound representation, the
alphabets which we use today have been developed independently of the morphological
structure of the sound. From this point of view, alphabet is a graphic language formed by
the combination of symbolic structures, detached from the aesthetic qualities that sound
possesses. This situation is not very different from the relationship between sound and
music. The graphic structures we use today for the representation of the sound as a note
are arranged in a simple way, due to the difficulty of meeting all the features of the sound
richness of music.

This simplicity is very beneficial for musicians to perceive the language of notation more
fluently. Although the note system is designed as a language structure that can express all
musical forms, the differences are hidden in the minute details. Absolute representation is
not possible because the sound gets transformed into a note and gets recorded on a surface
and then performed by the musician and transformed into a sound again. This situation has
added a different dimension of pleasure to classical music. Today, works that were written
hundreds of years ago are performed by different musicians and each performance has its
own unique interpretation. In the effort to repeat the sound, musicians' interpretations of
the work as well as the sound forms produced by their instruments constitute a significant
place. From this point of view, the musical instrument becomes an effective element of the
sound-note-sound recording structure we have mentioned above.

Throughout history, there has been an effort to conserve sound and music as we hear it.
In the 9th century, the mechanical inventions of Banu Musa Brothers that take their power
from water and play music by themselves have become one of the pioneers of autonomous

systems in which musical knowledge is transferred to cylinder surfaces. In addition to
understanding the oscillatory movements and physical properties of sound in more detail,
the possibilities of technology developed with the control of electricity have turned the
sound into a recordable phenomenon.

Information-saving cylindrical surfaces have been replaced by plates and disc surfaces
over time. However, magnetic surfaces, which is another sound recording technology that
has developed in contrast to information storage structures by physical scraping on the
surface, allow for the recording of sound through electromagnetism. The magnetic tape
wrapped in reel form in the cassette system is magnetized by an electrically controlled
recording and reading head; and in this way, sound can be recorded as information, played
when desired, and these operations can be repeated many times over. As a result of the
widespread use of magnetic tapes, an important technical opportunity called “Looping”
has been acquired for the search for new forms in music. In the 1940s, a number of music
researchers and commentators led by Pierre Schaffer developed a musical understanding
known as Concrete Music (Musique Concrete) in France. Just as symbolized as a note
in musical instruments, the timbre features of the sound have been recorded with this
understanding and transformed into symbols and become re-organizable. Later, thanks to
technological advancement, with the achievement of the laser to read information from a
surface, the sound began to be represented in a digitized system.

Today, sound, which is preserved in the same way, can still reach us over a physical surface
that we call a speaker, despite all these developments. In response to the electrical signals
transmitted to the speaker, the membrane inside transforms the recording information
into vibration and audible sound by providing back and forth movements to the surface.
Sounds, the vibrations of which can be stored are able to be recorded in various ways and
consequently endure longer.

The article entitled “The visual microphone: Passive recovery of sound from video,"
published by Abe Davis et al. in 2014, showed that the sounds that generate the vibration
can be partially recovered using only high-speed videos of everyday objects vibrating with
sound (see youtube.com/watch?v=FKXOucXB4a8). This means that every surface can
become a recording object. Sound can affect every volume it is in and can cause vibration,
even on a micro scale. The exhibition “If These Walls Could Hush," is based on the idea that
the walls, which are constructed as a metaphor, can actually become a sound recording
system and may appear as a new technological development in the very near future. Then
the language of the walls will become understandable and those living inside the walls
will be come to light. When the walls make it possible to conserve the sound, all the evils,
wraths and betrayals experienced behind closed doors will be revealed one by one and the
voices of our consciences will be mixed with the sounds of the walls.
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Siegfried Zielinski, Medya Arkeolojisi ve Tekno-Kiiltlir alaninda European Graduate
School'da gorev yapan bir Michael Foucault Profesorii'diir. Budapeste Glizel Sanatlar
Universitesi Onursal Doktora {invani sahibi Prof. Zielinski, ayrica Medya Teorisi dalinda
da Berlin Giizel Sanatlar Universitesionde Profesor olarak dgretim vermektedir. KéIn Medya
Sanatlari Akademisi'nde 1994-2000 yillari arasinda kurucu Rektdr olarak hizmet veren
Zielinski, Vilém Flusser Arsivi'nin Direktord olup, bunun yani sira Karlsruhe Giizel Sanatlar ve
Tasarim Universitesibnde de Rektér unvani ile 2016-2018 yillari arasinda egitim sunmustur.
ZKM Karlsruhe'de, Peter Weibel ile isbirligi iginde pek cok sergi diizenleyen Zielinski, bu
kapsamda 2015 tarihli 'Vilém Flusser ve Sanatlar' ile ‘Allah’in Otomati' sergilerine imzasini
atmis olup, bunu 2018'de gergeklesen '‘Dia_Logos - Ramon Llull ve Kombinatoryal Sanatlar’
izlemistir. Zielinski, sanat ve medya ile bunun gesitliligi ve arkeolojisi {izerine pek ¢ok kitap
kaleme almis olup, halen Berlin Giizel Sanatlar Akademisi ve Kuzey Ren - Vestfalya Bilim ve
Sanatlar Akademisi tyeligini siirdlirmektedir.

Siegfried Zielinski is Michel Foucault Professor of Media Archaeology & Techno-Culture at the
European Graduate School (CH), honorary doctor and professor of the Budapest University of
Arts, and Professor emeritus of media theory at Berlin University of the Arts. He was founding
rector (1994-2000) of the Academy of Media Arts Cologne, director of the Vilém Flusser
Archive (1998-2016) and rector of the Karlsruhe University of Arts & Design (2016-2018). In
cooperation with Peter Weibel he is also a curator of exhibitions as thought parcours at the
ZKM Karlsruhe, such as Vilém Flusser and the Arts, Allah’s Automata (both 2015), Dia_Logos
- Ramon Llull and the Combinatorial Arts (2018). Zielinski has published numerous books
and essays on the archaeology and variantology of the relations between art and media. He is
member of the Berlin Academy of Arts and the North-Rhine-Westfalia Academy of Sciences
& Arts.

Serhat Kiraz 1954'te istanbul'da dogdu. 1979'da Devlet Giizel Sanatlar Akademisi (Bugiinkii
adiyla Mimar Sinan Giizel Sanatlar Universitesi) Prof. Adnan Goker Atélyesi'nden mezun oldu.
ik kigisel sergisini 1984'te Magka Sanat Galerisi'nde agan sanatgi, 1978'de, istanbul Devlet
Glizel Sanatlar Galerisi'nde, bir yil 6nce Siikrii Aysan, Ahmet Oktem ve Avni Yamaner ile,
kurduklari Sanat Tanimi Toplulugu'nun (STT) sergisine katildi. Bunu, ayni mekanda yine iki
yil sonra STT'nin diizenledigi ikinci sergi izledi. 1979'daki istanbul Sanat Bayrami'nda, 2'nci
Yeni Egilimler Sergisi ile 6diil kazanan Kiraz, STT imzali ‘Sanat Olarak Betik' ve 'Bir Serginin
Monografisi’ kitabina da katkida bulundu.’ STT ile 1979-1981 arasinda Tirkiye'nin bilinen ilk
kavramsal sanat sergilerine imza atan Kiraz, kariyeri boyunca, istanbul, Ankara, izmir, K6In,
Essen ve Venedik'te kisisel sergiler agti. 1980'de, 11'nci Paris Bienali'nde 'Artistik Turistik
Tasima igin Bir Oneri' adli galismasiyla yer aldi.1989'da, kiiratérliigiinii Beral Madra'nin
listlendigi 2'nci istanbul Bienali'nde, ‘Dinlerin Tanrisi, Tanrinin Dinleri adli ¢alisma ile izleyici
karsisina ¢ikti. 1990'da Osaka Trienali'nde, 'iki Dedismez ve Degisen Goriintiiler' isimli
calismasiyla yer alan Kiraz, 1993'te ise 45'nci Venedik Bienali'ne, '‘Bosluk Zamani' adli eseri
ile katildi. Kiraz, Yildiz Teknik Universitesi'nde Sanat ve Tasarim Fakiiltesi'nde Bilesik Sanatlar
programini kurarak 1999-2006 arasinda bu programin yiritiictligiinig strdirdd.

' Kaynak: https://archives.saltresearch.org/handle/123456789/38347

Serhat Kiraz was born in 1954 in Istanbul. In 1979, he graduated from Prof. Adnan Coker
Workshop at the State Fine Arts Academy (today known as Mimar Sinan Fine Arts University).
The artist, who opened his first personal exhibition at Macka Art Gallery in 1984, participated in
the exhibition of the Art Definition Community (STT), the establishment of which he supported
one year before, together with Siikrii Aysan, Ahmet Oktem and Avni Yamaner at the Istanbul
State Fine Arts Gallery in 1978. This was followed by a second exhibition organized by STT
in the same venue two years later. During the Istanbul Art Festival in 1979, Kiraz, who won an
award with his 2nd New Trends Exhibition, also contributed to the STT signed "Script as Art"
and "Monography of an Exhibition."” Kiraz, signing the first known exhibition of conceptual
art in Turkey with STT between the years 1979-1981, has held solo exhibitions in Istanbul,
Ankara, Izmir, Cologne, Essen and Venice throughout his career. In 1980, he took part in the
11th Paris Biennial with his work “A Proposal for Artistic Tourist Transportation.” In 1989, he
appeared before the audience with his work titled “God's religions, God of Religions" at the 2nd
Istanbul Biennial, curated by Beral Madra. Kiraz, who took part in the Osaka Triennial in 1990
with his work “Two Constant and Changing Images,” participated in the 45th Venice Biennale
in 1993 with his work “Time of Space.” Kiraz established the Compound Arts program at Yildiz
Technical University at the Faculty of Art and Design and served as the head of this program
between 1999-2006.

Evrim Altug, MUGSF Televizyon Bélimii ve istanbul Bilgi Universitesi iletisim Fakiiltesi
Sahne ve Gésteri Sanatlar Boliimii'nde (burslu olarak) bir siire egitim aldi; ayni tniversitede
Tasanm Kiiltlirti ve Yonetimi Sertifika Programi'na katildi. 9. Kanal Televizyonu'nda 1998'de
stajyer olarak baslayan ve 2000'de boliim sorumlusu olarak biten sanat muhabirligini, 2000-
2005 yillarl arasinda Radikal gazetesi Kiiltlir Sanat Servisi'nde siirdiirdii; Binden fazla yazi,
réportaj ve 6zel haber hazirladi. 12 Eyliil 1980 darbesi ile kapatilip, 2003'te yeniden faaliyete
acilan Uluslararasi Sanat Elestirmenleri Birligi - AICA Tirkiye'nin kurucu iyeleri arasinda yer
aldi. Kisa bir siire Agik Radyo'da, Dr. Omer Madra esliginde “Agik Gazete"leri okudu. 2003'te,
istanbul Bilgi Universitesi 3. Performans Giinleri'ne ‘Recycled Performance' adli elestirel bir
calismayla katilan Altug, ¢ok sayida sergi katalogu metni yazdi, soylesiler gergeklestirdi; dort
yil boyu, www.gazetem.net sayfasinda yazilari yayimlandi. Mart 2006-07 arasinda BirGiin
gazetesinde kiiltlir-sanat editor ve muhabiri olarak gorev aldi. Newsweek Tiirkiye dergisinin
kurucu kadrosunda kiiltlir - sanat alaninda ¢alisti. Sabah gazetesine, 2009'a deg@in, muhabir
ve editor sifatiyla transfer oldu. Henkel Art Award, Pinar Cocuk Resim Yarigsmasi, Mamut
Art Project, Yankdse Giincel Sanat Projesi ve Full Art Prize gibi gesitli sanat dddillerinde jdri
tiyeliginde de bulunan Altug, Milliyet Sanat, Sanat Diinyamiz ve Cumhuriyet gazetesiigin yazilar
yazdi, Ayni gazetenin kiiltlir sanat sefligini ve muhabirligini yapti. Halen Art Unlimited, Gazete
Duvar ve Hiirriyet Kitap Sanat dergisinde yazan Altug, Agik Radyo'da Rahmi Ogdiil ile Yolgegen
programina devam ediyor. Magka Sanat Galerisi'nin tarihi onuruna Dr. Necmi S6nmez'in
hazirladigi ‘Gériinmeyene Bakmak' isimli 40'nci yil kitabina da katkida bulunan Altug, 2013
tarihli, YKY etiketli Peki, Galericiler Bu ise Ne Diyor? (YKY) ve 2016 tarihli Orasi Kamusal Alan
(Siyah Beyaz Galerisi 30'ncu yil kitabi) ile de biliniyor. Halen, istanbul ve Berlin'de faaliyetlerini
siirdiiren Zilberman Galerisi'nin istanbul direktérligiini yapiyor.
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Evrim Altug studied at Marmara University Fine Arts Faculty Cinema and Television
Department and Istanbul Bilgi University Communication Faculty Stage and Performing Arts
Department (on scholarship) for a while; participated in the Design Culture and Management
Certificate Program at the same university. He worked as an art reporter at the 9th Channel
Television, which started as an intern in 1998 and ended as a department manager in 2000,
between 2000-2005 at the Culture and Arts Service of Radikal newspaper. He has prepared
more than a thousand articles, interviews and special news. He was among the founding
members of International Association of Art Critics - AICA Turkey which was shut down after
September 12, 1980 coup and restarted its activities in 2003. He was the president of AICA for
two terms and is currently a board member. He accompanied Omer Madra by reading “open
newspapers" between 2005-2006 on Acik Radyo. He participated in the 3rd Performance Days
of Istanbul Bilgi University in 2003 with a critical study called Recycled Performance, wrote
many exhibition catalog texts and made interviews. His articles were published on the website
www.gazetem.net for four years. Between March 2006-2007, he worked as culture and arts
editor and reporter at BirGiin newspaper. He worked in the field of culture and arts magazine
among the founders of Newsweek Turkey. He then was transferred to Sabah newspaper as a
reporter and editor until 2009. Altug, who was also a jury member in projects such as Henkel
Art Award, Pinar Children's Painting Competition, Mamut Art Project, Yankose Contemporary
Art Project and Full Art Prize; wrote articles for Milliyet Sanat, Sanat Diinyamiz and Cumhuriyet
newspaper. He served as the culture and arts chief and reporter of the Cumhuriyet newspaper.
Altug still continues his culture and art journalism in print and digital media such as Art
Unlimited, Gazete Duvar, and Hiirriyet Culture and Arts Magazine. He is broadcasting a
radio show “Yolgegen" on Acik Radyo with Rahmi Ogdiil. He also contributed to 40th year
anniversary book entitled “Looking at the Invisible," prepared by Necmi S6nmez in honor of
Macka Art Gallery. Altug is known for his books Galericiler Bu ise Ne Diyor? [So, What Do The
Galleries Say About This?] published in 2013 by Yapi Kredi Press and Orasi Kamusal Alan
[It's Public Area There] published by Siyah Beyaz Art Gallery. He is the Istanbul director at
Zilberman Gallery, operating in Istanbul and Berlin.

Kerim Atay (d.1975), orta 6gretimini Nisantasi Anadolu Lisesi, lisans egitimini ise Kog
Universitesi Ekonomi Béliimiinde tamamladi. University of London Goldsmiths College'da
iletigim, Kiiltiir ve Toplum iizerine yiiksek lisans egitimi alan Atay'in, Kuzey isminde bir oglu
bulunuyor. Cevirmen ve sair Atay edebiyatin yani sira, dijital iletisim ile ugrasiyor. 2008'den
itibaren, cesitli dergi ve fanzinlerde (Underground Poetix, Naked zine, Kirpi Siir, A.I.D zine,
Lahitteki Baykus, Barbarlari Beklerken) siir, deneme, geviri ve miizik yazilari yayinlanan
Atay'in, Bezirganbasi (Sub Yayim, 2016) ve Kanser (Sub Yayim, 2018) adinda iki adet siir kitabi
bulunuyor. Sub Yayim catisi altinda Tiirkiye'de bir ,ilk' olarak hazirladigi ,Queer Siir Antolojisi"
2019 yilinda yayimlanan Kerim Atay'in, Syd Barrett, Jim Morrison, Mario Marzidovsek, Masato
Matsumura, Arthur Rimbaud, Marcel Duchamp, Jack Kerouac ve Gregory Corso gibi isimleri
miizik, sanat tarihi ve edebiyat ekseninde odagina alan, yayimlanmis birgok gevirisi bulunuyor.

Kerim Atay (b.1975), had his middle-school education at Nisantasi Anatolian High School
and then studied Economics at Koc University, Istanbul. Atay, who has a master's degree in
Communication, Culture and Society from Goldsmith College, University of London, has a child
named Kuzey. As a poet and translator, Atay has also been interested in digital communication.
As a periodical contributor to several publications since 2008 (Such as Underground Poetix,
Naked zine, Kirpi Siir, A.1.D zine, Lahitteki Baykus, Barbarlari Beklerken) has also two books
(Bezirganbasl, Sub Yayin, 2016 and Cancer, from the same publishing house, 2018) on poetry.
Atay has also signed ‘the first publication on its kind' at Turkey, which is titled as ‘Anthology
of Queer Poetry'. Besides, Atay has several translations of essays on historical figures like Syd
Barrett, Jim Morrison, Mario Marzidovsek, Masato Matsumura, Arthur Rimbaud, Marcel
Duchamp, Jack Kerouac and Gregory Corso; which focusing on music, history of art and
literature.
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