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MOTIVATION

Electricity is not a man-made invention. It is a resource that alters the
mankind with its widespread use. The world has rapidly changed when
humans had succeeded ruling over electricity as a result of their drive
to control. When John Cage was talking about Electronic Music, he
mentioned the dilation of the concepts in music. As long as electricity
exists, the musical note could be eternally long, and sound could be

generated in much higher volumes.

Artworks also discovered new positions in the changing and improving
dimensions. Jean Tinguely prefers to show all the operational parts of the
system while forming his kinetic works on electric structures installed
on mechanical systems. The work became mechanized and the noise
became a part of it. In this sense, chaos fed humans as a fruit of Industrial
Revolution and the World Wars.

Forever Series is a minimal and perfectionist bearing series of works that
examines the structure of chaos and machines from a different perspective.
Aslong as electricity exists, perfect global forms that continue to do their
programmed movements will wander an infallible line of the physical
world in a minimalist manner. This wandering status will be obtained in
a kind of repetition that will withdraw people from thinking. Chaos will

become normal and eternity will extend to repetition.

MOTIVASYON

Elektrik insan icadi birsey degildir. Yaygm kullanimi ile insam
bagkalastiran bir varlikur. insan kontrol giidiisiiniin bir par¢asi olarak
elektrige de hikkmedebilir hale geldikten sonra diinya hizla degismistir.
John Cage Elektronik Miizik’ten bahsederken miizikteki kavramlarin
genlesmesinden bahseder. Artik nota, elektrik var oldukca sonsuz
uzunlukta olabilecektir, ses elektrik var oldukc¢a daha yiiksek voliimde

iiretilebilecektir.

Sanat eserleri de degisen ve gelisen boyutlar icinde kendilerine yeni yerler
bulmuslardir. Jean Tinguely kinetik yapitlarini mekanik sistemler iizerine
kurulu elektrikli yapilardan olustururken sistemin tiim operasyonel
parcalarini tercihen seyirciye gostermektedir. Eser makinalagmus,
giiriiltiisii isin parcast olmustur. Bu anlamda kaos, Endiistri Devrimi ve

diinya Savaslari’nin meyvesi olarak insanlart beslemistir.

Forever Serisi bu kaos ve makina yapisina baska bir kaldirimdan bakan
minimal ve miikemmeliyet¢iligi barindiran bir calismalar serisidir. Elektrik
var oldukca, programlanmis hareketlerini yapmaya devam edecek kiiresel
miikemmel formlar fiziki diinyada sasmaz bir ¢izgiyi minimalist bir tavirla
gezinmektedirler. Bu gezinti hali insani diistinmekten vazgecirecek
bir tekrar icinde siiregelecektir. Kaos normallesecek sonsuzluk tekrara

uzanacakur.
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BELIEF

Believing is the result of the reality we create in our mind. Our paradigms
that we shape with all our value judgements and observations on earth
define our own realities. On the heights of our pyramid of believed values,
we convert values that we feel more intensely into facts we almost give
up questioning. Belief is, then, the heights of this pyramid. Our beliefs
that we have redeemed unquestionable are sides of us that are obstinate,
unafflicted.

Following an understanding in which post - enlightenment philosophical
views were surrounded with rationality, people’s clerical beliefs in science
and technology started to emerge. Now, people’s lifes were shaped by the
rational solutions proposed by rational thinking (science) rather than
promises devoted to their god. The deterministic period in which science
was the sole solution was shaken and got stochastic at the beginning of
the 20th century by the theories of relativity and uncertainty and it began
to be wondered whether phenomenology could explain another casuality.
As a result of people’s technological enthusiasm and interactions, art,
following periods like Futurism, Fluxus content-wise, was also started to
be founded on new esthetical values. As a period, when Jean Tinguely’s
works are evaluated, the machine esthetics he has built has been revealed
along with the entire kitchen for the audience. The belief in technology
meets a deterministic esthetics. The mechanisms displayed in front of
the eyes of the audience present the structure of a working system as an
esthetical form. The period is a process in which people wonder what
(else) the machines could do. Could a machine paint? Could it produce
music? Today, what requires to be mentioned is that this process is
over, that people have given up questioning what machines could do and

that they are now questioning what could be done with the machines.

BELIEF

At this point, I believe that, for works of art produced by machines and
computers, the visual esthetics criteria shall be keptaway from the kitchen
of the works. My belief in technology reveals itself more dialectically for
me. In my series titled “Forever”, I question the boundaries of the belief
that is formed by the unbendable visual reality remaining along the line of
magic. It gives me a pleasure to answer the frequently asked “how does
this system work?” question as ‘with magic” and concealing how the
system works creates a polarized contrast with the minimal state of the
work exhibited with its structural complexity. Our belief in rationality and
reality is bent again by rationality and reality. The spell-binding pleasure
of the alternate, magical worlds presented to us by the magicians and
keeping the realities that tell about the ‘us’ that could live amongst all our
unbendable beliefs in life to “us’, for the sake of reinforcing our question

“is there another?”, maintain us as us, as important values.
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Stupio

Zihnimizde var ettigimiz bir gercekligin sonucudur inanmak. Tiim deger
yargilamizla ve diinyadaki gozlemlerimizle sekillendirdigimiz kaliplarimiz
bize kendi gercekliklerimizi tanimlar. inandigimiz degerler piramitinin
tepelerinde daha yogun hissettigimiz degerleri neredeyse sorgulamaktan
vazgectigimiz olgulara doniigtiiriiriiz. Iste piramitin bu tepecikleridir
inan¢. Sorgulanmaz hale getirdigimiz inanclarimiz inatlasugimiz,

sarsamadigimiz taraflarimiz.

Aydinlanma sonrast felsefi goriislerin rasyonalite ile cevrelendigi bir
anlayisin pesi sira insanlarin bilim ve teknolojiye bagli inanglari ortaya
ctkmaya basladi. Aruk insanlarin hayatlarini tanrilarma adadiklar:
sozlerdense rasyonel diisiincenin (bilimin) 6nerdigi rasyonel ¢oziimler
sekillendiriyordu. Biliminyegane ¢oziim oldugu deterministik siire¢ 20.yy
baslarinda relativite ve belirsizlik kuramlariyla sarsilarak stokastiklesmis
ve “fenomenoloji baska bir nedenselligi aciklar mi?” kapilari zorlanmaya
baglanmigtir. Insanlarin teknolojik hayranliklari ve etkilesimleri sonucu
sanat, icerik acisindan Futurism, Fluxus gibi donemlerin pesi sira yeni
estetik degerler tizerine kurulmaya baslanmisur. Donem olarak Jean
Tinguely’nin eserleri incelendiginde kurguladigi makina estetigi tiim
mutfagr ile izleyicilerin gozleri 6niine sunulmustur. Teknolojiye olan
inang, deterministik bir estetik ile bulusmustur. Izleyicinin gozleri
oniinde sergilenen mekanizmalar, ¢alisan sisteminyapisini estetik bir form
olarak sunmaktadir. Donem insanlarin makinalarin neler yapabilecegini
merak ettigi bir siirectir. Acaba bir makina resim yapabilir mi? Miizik
tiretebilir mi? Bugiin bu siirecin sona erdigini insanlarm makinalarin
neler yapabilecegini aruk sorgulamaktan vazgectigi makinalar ile neler

yapabilecegini sorguladigi bir donemin basladigini konusmak gerekiyor.

Ben bu noktada makinalar ve bilgisayarlar ile iiretilen sanat eserlerinde

gorsel estetik kriterinin igin  mutfagindan uzaklagmas: gerektigini
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diistiniiyorum. Teknolojiye olan inancim benim icin daha diyalektik bir
sekilde kendini gosterir oldu. Foreverisimli serimde sihirbazlik ¢izgisinde
kalan sarsamadigimiz gorsel gercekligin olusturdugu inancin sinirlarini
sorguluyorum. Stk¢a sorulan bu sistem nasil ¢alisiyor sorusuna sihir ile
demek bana keyif veriyor ve sistemin nasil calistgini saklamak isin yapisal
karmasikligt ile sergilenen minimal hali arasinda kutuplagmus bir kontrast

yarauyor. Rasyonellige ve gerceklige olan inancimiz yine rasyonellik

ve gerceklik ile sarsiliyor. Sihirbazlarin bize sundugu alternatif biiyiili

diinyalarim bizi bizden alan hazzini, hayattaki tiim sarsilmaz inanglarimiz
etrafinda yasayabilecegimiz bizi bize anlatan gercekliklerini baskasi var
mi sorumuzu pekistirmek adima var etmek 6nemli bir deger olarak bizi biz

yapmaya devam ediyor.

ForevER SNAP “SoNsUZA YAPISIK”




FOREVER SNAP
SONSUZA YAPISIK

ONFLATWALLSURFACE MOVEMENT IN 2 AXIS (X andY)
DUz DUVARDA 2 EKSENDE HAREKET (X ve Y)

Kinetic Programmed Sculpture Kinetik Programlanmis Heykel
70cmx 70 cm
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“MasaUSTO”

DEsktor

FOREVER SPRING
SONSUZA BAHAR




FOREVER SPRING
SONSUZA BAHAR

CIRCULAR MOVEMENT IN TANDEM
BERABER DAIRESEL HAREKET

Kinetic Programmed Sculpture Kinetik Programlanmis Heykel

50ecmx50emx 70 cm

http://www.selcukartut.com/forever/foreverspring

FOREVER SPRING “SoNsuzA BAHAR”
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WHATISNEW ABOUTNEW MEDIA?

Exalting the new is a current phenomenon incorporated into us by
modernity. The fear of the new in the un-informed, dark ages of history
changed into a passion for pursuing the light after the enlightenment.
Aiming un-questioningly for what is new, with science becoming
updated in our rejuvenation, has evolved into a life-style. Scientific
discoveries made one after another each day, have popularized rapidly
the people making those findings and have made them known and
familiar to everyone. Modernity has become an era in which many
successful scientists like Einstein, Madam Curie, Edison have become
more recognized in the society than many prominent artists. Surely, this
social change exalting the new made itself evident in art too. Even rooted
branches of art like painting, sculpture, music started transforming
rapidly. The artist brought into existence the desire to find what is new,

pursued by the scientist, as a technique to produce contentin her/his art.

Changinganunprecedentedand matchless, newideaintoartwork started
to emerge as a success criterion of the artists. Imitative esthetical
approaches were replaced by conceptual esthetical discoveries. By
this means, we see the emergence of art movements like Cubism,
Expressionism  diverging with significant boundaries in-between.
Artists re-claimed the fame they had been lending to the scientists. Yet,
the passion to see the new has resulted in a behaviour in which people
consume the works rapidly. Especially in the 20th century, when we look
back at the past considering conceptual productions, we are witnessing
a highly accelerated change. While sculpting civilizations, the “speed”
phenomenonwhichispartofthischangealsorevealed, duetoits nature, the
concepts itis hosting. “Speed” renders a pleasure structurally important;
a pleasure in which details are ignored or with the cliché expression, a
pleasure in which the big picture is not perceived, yet where process and

experience become more important. This is why, the modernity-period

WHATISNEW ABOUTNEW MEDIA?

works have stepped back a bitin terms of the intensity of content and have
adopted instead formalist approaches. Surely, responding to this position
of art, genres have emerged for which we could give examples under the
general title of “Conceptual Arts”. Amidst all these developments, what
is new has been consumed rapidly and an understanding along the lines

of a sort of capitalism has moved into art.

Considering media communication, the quickly developing structure
of the electronic age and the communication technology has taken a
form enveloping the entire world. The media channels (resources)
becoming widespread, while making the world smaller for the aware
ones, showed the unaware people how vast the world was. As a fossilized
(deep-seated) phenomenon, media evolved into an important character
changing societies. This is why, media has become a significant material
for contemporary art also. We can observe how, as an art object, the
television is part of the artistic production, intensely in Nam June Paik’s
works. The artistic works qualified mostly as performance in the Fluxus
period have introduced what was not done before or what was new. Of
course, considering intellectual inspiration, we shall not skip without
mentioning that Fluxus has been extensively influenced by Futurism.
From this aspect, the values which have been put forward as new by

Fluxus have been shaped by the content of the materials they have used.

The emerging of computers - the most dominantly shaping technogical
invention of our age — and the subsequent spawning of a media like the
Internet — awakening the masses — have resulted in a shift in the fields of
interest for contemporary art towards these tools. Contemporary artists
of the period have started using this computer-based new media widely
for producing their works. The “New Media™ concept which has started

to be mentioned more frequently in the 2000’s has been theorized in the
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art world as an artistic movement, the course of which has been envisaged
by Marshall McLuhan. Yet, our admiration for the new, as inherited by
modernity, has caused this period, which has emerged out of the motivation
to categorize art, to be named as “New Media”. In fact, everything subject
to change has been born as new and has got old as time passes. From this
perspective, I consider the naming of an artistic movement as new media
a conservative and confined attitude which conflicts with the nature of the
work. “New Media” hosts a missing content. Contemporary artists, in
order not to sway away form the free-thought world they inhabit, usually
do not desire to exist under constraining blocks. It is pretty impossible
for the art which exerts itself as new media today to maintain existing with
the same name centuries later. What is new today is the new possibilities
catered by media. Terming resulting works as new could not go beyond
a tautological debate. The name of the age we are now in is “The Age
of Information”. The world of information in which we are intensely
communicating is revealing itself, at a scale almost inhibiting us from
breathing. It would be a missing work to categorize the artistic approach
we exist in as a period, without mentioning the name of this age. Calling
this information-interactive artistic process brought into existence and
rooted in many foundations of the society as “Information Art” presents

us a more complementary concept, enriching the content of the category.

FOREVER SPRING MECHANISM “SonsuzA BAnAR MEKANIZMA

e

K
—



?

ENI

Y

i

YENi MEDYANIN NES

Yeniyi yiiceltme modernitenin tizerimize kattug: giincel bir olgu. Tarihin
bilgisiz, karanlik donemlerinde yeniye olan korku, aydinlanma sonrast
151k pesinde kosma tutkusuna doniistii. Yeni olant sorgusuz hedefleme,
bilimin hayatlandirmamizda giincellesmesiyle bir hayat bicimine doniistii.
Hergiin birbiri ardindan ortaya ¢ikan bilimsel buluslar, o buluslari
yapan kisileri hizla meshurlastird: ve herkesin bildigi ve tamidigy yiizler
olmalarina sebep oldu. Modernite; Finstein, Madam Curie, Edison gibi
pek ¢ok basarilt bilim insanlarinin toplumda bir¢ok 6nemli sanatgidan
daha taninir hale geldikleri bir donem oldu. Yeniyi yiicelten bu toplumsal
degisim elbette kendini sanatta da hissettirdi. Sanatin resim, heykel,
miizik gibi yerlesmis ugraslart dahi hizla kilik degistirmeye basladi.
Sanatg1 bilim adaminin pesinde oldugu yeniyi bulma arzusunu sanatnda

icerik iiretmekte bir teknik olarak varetmeye basladt.

Daha once bir benzeri ve 6rnegi olmayan yeni bir diisiinceyi esere
doniistiirmek sanatcilarin basart kriteri olarak ortaya ¢ikmaya basladi.
Taklitci estetik yaklasimlar yerini fikirsel estetik buluslara teslim etti. Bu
sayede birbirinden belirgin cizgilerde ayrilan Kiibizm, Expresyonizm,
Fovizm gibi sanatsal akimlarin ortaya ¢iktugini goriiyoruz. Sanatcilar bilim
adamlarina teslim etmekte olduklart {inlerini tekrar ele almig oldular.
Ancak yeniyi gorme tutkusu, insanlarin eserleri hizla tilketmelerine yol
acan bir davranist ortaya ¢ikarmistir. Ozellikle 20.yy’da fikirsel iiretim
olarak gecmise bakildiginda son derece hizlanmis bir degisime tamiklik
ediyoruz. Bu degisimin parcasi olan “hiz” olgusu tiim uygarliklari
sekillendirirken dogast geregi barindirdigi kavramlari da gozler 6niine
cikardi. “Hiz” ayrinularin goz ardi edildigi, kliselesmis ifadesiyle biiyiik
resmin algilanmadigi, ancak siirecin ve deneyimin 6nem kazandigi bir
hazzi yapisal olarak nemli kiliyor. iste bu yiizdendir ki modernite donemi
eserleri icerik yogunlugu acisindan bir nebze geri cekilerek, formcu

yaklagimlari benimsemistir. Elbette sanatn bu durusuna yanit veren

YENI?

i

YENi MEDYANIN NES

“Kavramsal Sanatlar” olarak genel bir bashkta 6rnek verebilecegimiz
tiirler ortaya ¢ikmustir. Tiim bu gelisim i¢inde yeni olan hizla tiiketilerek

bir nevi kapitalizm cizgisinde bir anlayis sanata taginmistir.

Elektronik cagimn ve iletisim teknolojisinin hizla gelisen yapisi medya
iletisim konusunda tiim diinyayr sarmalayan bir sekile dontigmiistiir.
Yaygimlasan medya kanallar1 (kaynaklar) diinyayr ayagimiza kadar
getirirken, farkinda olanlara diinyay: kiiciiltiirken, farkinda olmayanlara
diinyanm ne kadar biiyiik oldugunu anlatmig oldu. Medya kemiklesen
bir olgu olarak toplumlart degistiren 6nemli bir karaktere doniistii.
Bu sayededir ki medya giincel sanatin da 6nemli bir malzemesi oldu.
Televizyonun bir sanat objesi olarak sanatsal iiretimin bir parcasi
oldugunu yogun bir sekilde Nam June Paik’in eserlerinde gormekteyiz.
Fluxus doneminde yapilan daha cok performans olarak nitelendirilen
sanatsal ugraslar daha 6nce yapilmayani, yani yeniyi one siirer oldu.
Elbette fikirsel beslenim olarak Fluxus’un Futurizm’den biiyiik o6lciide
etkilenmis oldugu eklemeden ge¢memek gerekir. Bu acidan Fluxus'un
yeni olarak ortaya atugr degerler kullandiklari malzemenin icerigi ile

sekillenmistir.

Cagimizin en baskin sekillendirici teknolojik bulusu olan bilgisayarlar
ve pesi sira kitleleri hareketlendiren Internet gibi bir medyanin ortaya
ctkmasi giincel sanatn ilgi alanlarinin bu konulara yonelmesine sebep
olmustur. Dénemin giincel sanatcilart bilgisayar kokenli bu yeni medyayi
eserlerini iiretmede yaygin olarak kullanmaya baslamislardir. 20001
yillarda daha siklikla anilmaya baslanan “Yeni Medya™ kavrami Marshall
McLuhan’in rotasini ongordiigii bir sanatsal akim olarak sanat diinyasinda
teorilestirilmistir. Ancak modernitenin bizlere mirast olan yeniye olan
hayranligimiz, sanatin kategorilestirilmesi giidiisiiyle ortaya ¢ikmig bu

donemin “Yeni Medya™ olarak isimlendirilmesine neden olmustur. Oysa
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gelisime ugrayan hersey yeni olarak dogmus ve zaman gectikce eskimistir.
Bu acidan sanatsal bir akimin yeni medya olarak isimlendirilmesini igin
dogasi ile ¢elisen tutucu ve kapali bir tavir olarak goriiyorum. “Yeni
” eksik bir icerigi barindirtyor. Giincel sanatcilar yasadiklary
ozgiir diisiince diinyasindan kopmamak adma genellikle dar bir kalip
icerisinde varolmay! arzulamamaktadirlar. Bugiin yeni medya olarak
kendini var eden sanatin bundan yiizlerce yil sonra ayni isimde kendini
var etmesi oldukca olanaksizdir. Bugiin yeni olan sey medyanin bizlere
sagladigt yeni imkanlardir. Ortaya ¢ikan eserlere yeni demek totolojik bir
tartismayt gecmemektedir. I¢inde bulundugumuz ¢agin adi bilgi cagidir.
Yogun olarak iletisim i¢inde oldugumuz bilgi diinyasi, ne se nefes
almamuza bile izin vermeyecek ol¢iide kendini gostermektedir. Bu ¢agin
adm1 anmadan donem olarak icinde bulundugumuz sanatsal yaklagimi
kategorilestirmemiz eksik bir ugras olacakur. I¢inde bulundugumuz,
toplumun bircok temelinde var edilen ve yerlesmis olan bilgi etkilesimli
bu sanatsal siirece “Bi Sanati” demek kategorinin icerigini

zenginlestirerek daha biitiinleyici bir kavrami karsimiza sunmaktadir.

FOREVER NONSENSE “SONSUZA ANLAMSIZ”
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FOREVER NONSENSE

INTERACTIVE CONTROLLED SPEED IN CIRCULAR MOTION

Kinetic Programmed Interactive Sculpture

30ecmx30cmx 70 cm
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FOREVER TOGETHER
SONSUZA BERABER

CIRCULAR MOVEMENT IN TANDEM
BERABER DAIRESEL HAREKET

Kinetic Programmed Sculpture Kinetik Programlanmis Heykel
20emx20cecmx 110 cm

http://www.selcukartut.com/forever/forevertogether

FOREVER TOGETHER “SONSUZA BERABER”



FOREVER OPOSING
SONSUZA KARSI




FOREVER OPPOSING
SONSUZA KARSI

ST0oP AND MOVE CIRCULAR MOVEMENT INTANDEM
DUR KALKLI BERABER DAIRESEL HAREKET

Kinetic Programmed Sculpture Kinetik Programlanmis Heykel

20emx20cmx 110 em




FOREVER MOMENTUM
SONSUZA MOMENTUM
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FOREVER MOMENTUM
SONSUZA MOMENTUM

FAST SPEED RANDOM MOVEMENT
Hi1z1.1 RASTLANTISAL HAREKET

Kinetic Programmed Sculpture Kinetik Programlanmis Heykel
20emx20cecmx 110 cm

http://www.selcukartut.com/forever/forevermomentum

ForREVER MOMENTUM “SONSUZA MOMENTUM”
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FOREVER YOUNG
SONSUZA GENC
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FOREVER YOUNG
SONSUZA GENC

CIRCULAR MOVEMENT IN TANDEM
BERABER DAIRESEL HAREKET

Kinetic Programmed Sculpture Kinetik Programlanmis Heykel
20emx20cecmx 110 cm

http://www.selcukartut.com/forever/foreveryoung

«“Sonsuza GENG”

Forrver Youne
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TECHNOLOGICAL-MEDIA - DEPENDENT ART AND ITS REPRESENTATION

We are in an epoch in which contemporary art changes form rapidly.
Concepts and definitions have avoided an intersection since we
abandoned questioning the order of earth and were left all alone with
chaos; no meeting can be established. I am calling out to you as one of
the near-term witnesses of this confusion. I am calling out to you from
a generation who has asked more questions to the google search engine
than to dad and who has started seeing the facebook internet site interface
more than mom’s (inter)face. I believe that, under these circumstances,

(older) parents of today must be experiencing serious traumas.

While exposing a new scandal everyday, the fast communication sources
of our age, also check our doors continuously by questioning the
understanding of social morality and the ethical behaviours. As image
capture devices scale down into nano- dimensions and when a person,
necessarily, has unavoidably accepted the fact that this “Big Brother
Watching” feeling has surrounded our lives, one is through an anxious
waiting, as in, when will we come out, whose turn is it? Will we all have

sex tapes one day, I wonder?

Considering Nietzche, one of the important philosophers of the recent
past, saying “God is dead. .. And we have killed him.’, it would not, I
believe, be very wrong to substitute technology for God today. Religions,
structuring the survival systems of societies with dogmatic methods, while
still existing today, who is really in control has been the society itself
commonly utilizing technology now. I believe, the old debates about
how media has (mis-)guided the masses are coming to an end with the
description of an age, objective, with the common use of independent
platforms and (an age) in which, with participation covering more
orientations, information is shared. What we tried to hide beyond closed

doors in the past, could now suddenly appear on a screen on the next table.

TECHNOLOGICAL-MEDIA - DEPENDENT ART AND ITS REPRESENTATION

At this time when technology not only penetrates our lives with its
technical aspects, but, questioning also social values, (it) enters right
into our bedrooms, it is of course not possible for contemporary art
to remain indifferent to what is going on. Although it seems that the
information becoming portable and storable with(in) media provides
a good opportunity for the preservation of artistic productions whose
permanence matters, another debate arises on representation and origin-
ality issues that the concept of “recording™ brings along. If we go along
the recordability of music, it is possible to state that recorded music
works provide a new opportunity for us to witness performance beyond
the purely formal expression of music with scores. This testimony, which
could as well be interpreted as a trip in time, has a one-way traffic; you can
only access past times. And while saying a trip to the past, if this means
staying away from being melancholic, a superficial, missing experience
exists, when compared to what is real. The recorded one never reflects
the same. The more effort we put into it and we move our memoria
continuously to media, what we turn back and look at could never go
beyond being documents each. What a pity it is that, rather than utterly
experiencing the moment, it has been a new custom of our day to watch
the goings-on frame-by-frame through the bright screen of the mobile
phone, the photograph machine. There are so many recorded images of
our lives we never could return later to look at. Only in 2008, itis known
that, Facebook hosted 10 billion photos. Ifwe were to putall these photos

together, it would be possible to make a 1.5 year-long-movie.

Media’s bearing witness to our lives and document-ing what is going
on is an important step for the proliferation of art. Today, many people
could easily view many art works preserved at various places in the world,
through the various catalogues at home. While works of art, as in the

past, could access a limited number of people in churches, museums,
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TECHNOLOGICAL-MEDIA - DEPENDENT ART AND ITS REPRESENTATION

now with the several branches of the media, enthusiasts could access
any information they wanted. But this mentioned “witnessing” state of
media, as in the case that the second narrator could distort information,
results in the alteration of information. Alteration could often damage
the essence and the presentation quality of the art work. Between looking
at Andy Warhol’s portrait Mao in envelope-stamp-sized dimensions
and viewing it in its original dimensions, there exists some serious
difference esthetically beyond accessing information. Of course, all
copies we consider different than the original could never go beyond
being only simulations. When we show the originals, the exhibition of
the traditional works of art like painting, statue when compared to space-
and media- dependent works like installation, interaction art, video
art does not result in considerable differences, considering physical
conditions. For example, in video art, even if the finally prepared media
is a tape, film or multimedia file, the players and the reflectors employed
for the presentation technique fail to provide the standarts required both
for color and light intensity and for scaling. Therefore, the artist has to
prepare a clear condition from the media player to the reflector. Much as
watching a movie creates differences of scale on the cinema screen or the
television screen, the media-dependent art works shall also be presented
with their own standarts and conditions. Otherwise, it should be stated

that, the exhibited work shall never go beyond a weak testimony.
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Giincel sanatin hizla boyut degistirdigi bir donem icindeyiz. Kavramlar ve
tanimlamalar diinyanin diizenini sorgulamay1 birakip kaos ile yapayalniz
kaldigimizdan beri bir tirlii kesismekten kaciniyorlar, bulusma
saglanamiyor. Size bu karmasanimn yakin donem taniklarindan birisi olarak
sesleniyorum. Ben Google arama motoruna yasami boyunca babasindan
daha cok soru sormus, Facebook internet sitesinin arayiiziinii annesinin
(ara)yiiziinden daha cok gormeye baslamig bir kusaktan sesleniyorum.
Sanirtm bu kosullar alunda giiniimiiziin ebeveyinleri ciddi travmalar

yastyor olmalilar.

Cagm hizh iletisim kaynaklari, hergiin yeni bir skandali daha ortaya
cikarirken, bir yandan da toplumsal ahlak anlayisini ve etik davranislart
sorgulayarak siirekli kapmmizi yokluyor. Goriintii yakalayicilar nano
boyuta dogru kii¢iilmeye devam ederken, insan ister istemez Big Brother
(Biri Bizi Gozetliyor) hissinin hayatmizi ¢epecevre sardigi gergegini
ka¢imilmaz bir sekilde kabullenmis iken, ne zaman vitrine ¢ikacagiz, sira
kimde? diye endiseli bir bekleyis i¢inde oluyor. Acaba birgiin hepimizin

seks kaseti olacak m1?

Yakin ge¢misin onemli diisiiniirlerinden Nietzche “Tanr1 6ldii, onu biz
oldiirdiik” derken, bugiin tanrinin yerine teknolojiyi koymak ¢ok dayanlis
olmaz diye diisiiniiyorum. Toplumlarin yasama sistemlerini dogmatik
yontemlerle yapilandiran dinsel kuramlar, bugiin varliklarint halen
devam ederken, kontrol edici aruk yaygin bir sekilde teknoloji kullanan
toplumun bizzat kendisi oldu. Medyanin kitleleri yonlendirmesi iizerine
olan eski tarusmalarin, aruk bagimsiz platformlarin yaygm kullanimi
ile tarafsiz, daha ¢ok yonelimci bir kaulim ile bilginin paylasildigr bir
cag tanimt ile sona ermeye basladigint diisiiniiyorum. Gecmiste kapal
capilar ardinda saklamaya calistiklarimiz bir anda yan masadaki ekranda

belirebiliyor.
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TEKNOLOJIK MEDYA BAGIMLISANAT VE TEMSILI

Teknolojinin hayatlarimiza sadece teknik boyutlariyla degil, neredeyse
tiim toplumsal degerleri de sorgulayarak yatak odalarimiza kadar girdigibu
donemde, giincel sanatin bu olan bitene seyirci kalmasi elbette olast degil.
Bilginin medya ile taginabilir, saklamlabilir olmast, kaliciligr 6nemli olan
sanatsal tiretimlerin korunabilmeleri agisindan iyi bir imkan sagliyor gibi
goziikse de kaydetmenin pesinde getirdigi, temsil ve gercek kavramlar:
tizerine bir baska tarugsma ortaya cikiyor. Miizigin kaydedilebilmesi
tizerinden gidecek olursak, kaydedilen miizik eserlerinin miizigin salt
form olarak nota ifadesi ile anlaulmasindan 6te, bizlere performansa
dair taniklik edebilmemiz acisindan yeni bir firsat yaratugini séylemek
miimkiin. Zaman i¢inde yolculuk olarak da yorumlanabilecek bu taniklik
tek yonlii bir trafige sahip; yalnizca ge¢mis zamana ulasabiliyorsunuz.
Gegmise yolculuk derken de melankolik olmaktan uzaklasmak gerekirse
gercek ile kiyaslandiginda yiizeysel, eksik bir deneyim sozkonusu
varolan. Kaydedilen asla aynisint yansitamiyor. Ne kadar cabalasak ve
hatrralarimizi siirekli medyalara tasisakta, doniip bakuklarimiz birer belge
olmaktan oteye gecemiyorlar. Ne yazik ki ant doya doya yasamaktansa
stirekli cep telefonunun, fotograf makinasinin parlak ekranindan olan
biteni kare kare izlemek giiniimiiziin yeni aligkanliklarindan birisi oldu.
Sonrasinda geri doniip bakamadigimiz kayit altina alinan o kadar goriintii
var ki hayatlarrmizdan. Sadece 2008 yilinda Facebook’ta 10 milyar
fotograf oldugu biliniyor. Biitiin fotograflar birlestirmeye kalksak 1.5

yil siiresi olan bir film yapmaniz olast.

Medyanin yasamlarimiza tamkhk etmesi ve olan biteni belgelemesi
sanatn yayginlasmasi anlaminda 6nemli bir durak. Bugiin bircok insan
evlerindeki cesitli kataloglarda diinyanin ¢esitli yorelerinde korunan
bircok sanat eserini kolaylikla gorebiliyorlar. Sanat eserleri ge¢misteki
gibi kiliselerde, miizelerde simirli sayida insana ulasabilirken, artuk

medyanin ¢esitli kollart ile merakliklar istedikleri bilgiye ulasabiliyorlar.

TEKNOLOJIK MEDYA BAGIMLISANAT VE TEMSILI

Ancak medyanin bahsettigimiz taniklik hali, ikinci anlaticinin bilgiyi
saptirabilmesi 6rneginde oldugu gibi baskalastirmaya yonelik bir sonucu
ortaya ¢cikarryor. Bagkalastirma cogunlukla sanat eserinin 6ziinii ve sunum
karakterini zedeleyebiliyor. Andy Warhol'un Mao portresini mektup
pulu boyutunda izlemek ve orjinal boyu ile izlemek arasinda bilgiye
ulagmaktan 6te estetik anlamda ciddi bir farkhilik s6z konusu. Elbette
aslindan farklt gordiigiimiiz tiim kopyalar sadece bir benzetim olmaktan
oteye gecemiyorlar. Aslini sergiledigimiz zaman resim, heykel gibi
geleneksel sanat eserlerinin sergilenmesi; yerlestirme, etkilesim sanati,
video sanat gibi mekan ve medya bagimli eserlere kiyasla fiziki kosullar
anlaminda ciddi farkhliklar ortaya cikarmiyor. Ornegin video sanatinda
nihai hazirlanan medya bant, film veya coklu ortam dosyasi bile olsa
sunum tekniginde kullanilan oynaticilar ve yansiticilar gerek renk ve 151k
yogunlugu anlaminda, gerek 6lgek anlaminda istenen standard saglamak
acisindan yetersiz oluyorlar. Bu durumdan otiirii sanatcinin medya
oynaticisindan, yanstticisia kadar net bir kosul hazirlamast gerekiyor.
Film izlemenin sinema ekraninda veya televizyonda 6lcek anlaminda
farkliliklaryarattuigi gibi medya bagimli sanatislerinin de kendi standartlart
ve kosullari i¢inde sunulmasi gerekiyor. Aksi takdirde sergilenen isin
sadece zayif bir tamkhk asamasindan oteye gecemeyecegini sdylemek

gerekiyor.
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FOREVER A-B
SONSUZA A-B

LINEAR MOVEMENT BETWEEN A AND B
A VE B ARASINDA DOGRUSAL HAREKET

Kinetic Programmed Sculpture Kinetik Programlanmis Heykel

120 ecmx 20 cm

http://www.selcukartut.com/forever/foreverab
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TECHNOLOGY BECOMING CORPOREAL

Is technology a thought having emerged to control nature? In the name
of controlling nature beyond their powers, people have created systems
more powerful than themselves. If we are to proceed on the path initiated
by this technologically deterministic approach, it is evident that, at the
foundation of the mentioned motive to control, lies—as a building stone-a
significant capacity for power. Being able to make tons of load easily take
off by a simple button, humankind has surpassed her/his own physical
capacity and guided the civilization she/he is in by means of the countless

machines she/he has designed and produced.

Considering their features of utilization, it is possible to observe that
machines sometimes act as extensions of our bodies. The most common
example we could give for this is our routine of using automobiles. Today,
the automobile is well beyond a machine we control with our feetand arms.
When the speed reached nowadays comes into question, the automobile
has transformed into another body. Although the behaviours we exhibit
while using automobiles have been defined by various traffic rules, to give
a more significant example, the fast travelling state on the highway has
internalized the feeling that (rather) we are in motion with our physical
bodies. The body is no more made up of mere flesh and bones, but it
merges with the chassis and the motor (engine) skills of the automobile.
The object in motion is an association of human and technology. Beyond
thinking she/he alone is the object moving fast, the human has become

corporeal with the technological object.

As in our automobile example, the superior physical power in the
structure becoming corporeal, the motor, while hiding behind the
interface identified as the chassis, also creates the main propulsive power
of the system. Today, changing from shape to shape, the mentioned

interface has made this propulsive force, the motor, a part of our daily

TECHNOLOGY BECOMING CORPORFEAL

lives. The various motors-small to large-I used while producing the
works in the series “Forever”, constituted the main structure of the
mechanisms of the kinetical works I produced with their rotational
motions and their resulting repeat abilities. The motors I programmed
separately to incorporate individual characters became—through the
designed interfaces—the motion modules of the works. Yet, the result
obtained is not based on how flawlessly the programmed motors operate.
While the works—through the utilized motors-become corporeal with
their propulsive powers, the controlled behaviours of the motors have

each become sub-texts for the conceptual setup of the works.
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VUCUTSALLASAN TEKNOLOJi

Teknolojiyi dogay1 kontrol etmek icin ortaya ¢ikmus bir diisiince midir?
Insanlar giicleri yetmeyecegi seviyede dogayr kontrol edebilmek adina
kendilerinden daha giiclii sistemler yaratmislardir. Ancak bu teknolojik
deterministik yaklasim ile c¢ikugimiz yola devam etmek gerekirse,
bahsedilen kontrol etme giidiisiiniin temelinde yapitast olarak belirgin
bir giic kapasitesi oldugu ortadadir. Tonlarca yiikii basit bir diigme
ile kolaylikla havalandirabilen insanlik kendi fiziki kapasitesini asmis,
tasarladigt ve iirettigi sayisiz makinalar sayesinde icinde bulundugu
uygarhgt yonlendirmistir. Kullanim 6zellikleri agisindan incelemek
gerekirse makinalarin kimi zaman viicutlarimizin birer uzantist olarak
davrandiklarim gozlemlemek miimkiin. Bukonudaverilebilecek enyaygin
ornek otomobil kullanmaaliskanligimizdir. Bugiin otomobil ayagimizla ve
kolumuzla kontrol ettigimiz bir makina olmaktan ¢ikmistir. Aruk edinilen
yiiksek h1zsozkonusuoldugundaotomobil baskabirviicudadoniismiistiir.
Otomobil kullanirken sergilenen davramislar cesitli trafik kurallart ile
tanimlanmis da olsalar daha belirgin bir 6rnek olarak otobandaki hizlh
seyahat hali fiziki viicudumuz ile hareket halinde oldugumuz hissini
icsellestirmistir. Kisinin viicudu et ve kemiklerden ibaret olmamakta,
otomobilin kaportast ve motor yetenekleri ile birlesmektedir. Hareket
halinde olan nesne bir insan-teknoloji birlikteligidir. Insan hizla giden
nesnenin sadece kendisi oldugunu yasamaktan 6te teknolojik nesne
ile viicutsallasmisur.  Otomobil 6rnegimizde oldugu gibi viicutsallasan
yapidaki iistiin olan fiziki giic yani motor, sase olarak tanimlanan
arayiiziin arkasinda saklanirken ayni1 zamanda sistemin asil itici giiciinii
olusturmaktadir. Giintimiizde bahsedilen arayiiz sckilden sekle girerek bu
itici giicii yani motoru hayatimizin giindelik bir pargasi haline getirmistir.
Forever serisindeki isleri iiretirken kullandigim irili ufakli bircok motor
ortaya ¢cikardiklari doniis hareketleri ve bu sayedeki tekrar yetenekleri ile
tirettigim kinetik eserlerin mekanizmasinin temel yapisini olusturdular.

Programlayarak ayri ayr1 karakterler kazandirdigim motorlar tasarlanmig

VUCUTSALLASAN TEKNOLOJi

arayiizler sayesinde eserlerin hareket modiilleri oldular. Ancak elde
edilen sonug, programlanmis motorlarin ne kadar mitkemmel calisuklar:
tizerine kurulu degildir. Eserler kullanilan motorlar sayesinde itici giileri
ile viicutsallasirken motorlarm kontrollii davranislari eserlerin kavramsal

duruslarmin alt birer metinleri olmuslardir.
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FOREVER ORDERED CHAOS
SONSUZA DUZENLENMIS KAOS




FOREVER ORDERED CHAOS
SONSUZA DUZENLENMIS KAOS

NINE SPHERES IN RANDOM MOVEMENTS
DoKUzZ KURE RASTLANTISAL HAREKET

Kinetic Programmed Sculpture Kinetik Programlanmis Heykel
130 ecmx130 cmx 90 cm

CHaos “Sonsuza DuzenLenmis Kaos»

http://www.selcukartut.com/forever/foreverorderedchaos
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For my 8 months old handsome boy Kaya who bursts out laughing at my artworks
with a completely unbiased look. I wish you would enjoy my artworks at least as he

does.

“Sonsuza” icin hazirladigim mekanik sistemlere bakarak kahkahalar atan su anda

8 ayhk olan yakisikli oglum Kaya icin... Umarim siz de en az onun kadar zevk

duyarsiniz.

http:/ /www.selcukartut.com/forever/kayalaughing

Photographs/Fotograflar: Yasemin Artut
Catalog Design/Katalog Tasarimi: Selguk Artut, Biilent Bingol

Thanks/Tesekkiirler
CDA-Projects, Moiz Zilberman, Yasemin Artut, Sabanct Universitesi, Osman Koc,
Hilmi Ucak, Murat Ucak
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