ERDAL INCI

Bazen yasamimizin nasil da cidarli cepheler, alcak
tavanlar ve isig1 sizdirmayan sert duvarlarla sinirlanmis
ve taslasmis oldugunu fark ederiz. Bir de bakmisiz kendi
kendimizin karanlk odalari olmus bedenimiz ve
zihnimiz. Ustelik artik bir gerceklikten digerine gecise
yol veren log pasajlar da bugtin iki ters uc arasindaki
kararsizligin kakofonik ve garip mekanlari olarak
tedaviilden kalkmak Uzere.

Kentin stirekli degisen bigimlerini kaydetmek, kentsel
kolektif hafizaya yapilan bir ektir. Oysa artik kaskati
kesilmis bu kentsel bedenin yiizeyindeki kuru ve catlak
deriye niifuz etmek ve delik desik, stingersi ve oyuklu
dokularini kat ederek onu hareketlendirmek, onu
yeniden kendini donustiiren organik bir
mikro-organizma, bir akiskan haline getirir.

Boylelikle icinde yasanilan sayisiz gercekligin hentiz fark
edilmemis gorus acilari, konumlari ve ifade yollari
yeniden kesfedilebilir. Ancak bu sayede mekanin ve
zamanin, Rudolf Arnheim’in deyisiyle, baska bir “gérsel
dustinme” bicimi olarak tahayydil edilmesi ve ¢6ziilmesi
mimkiin hale gelebilir.

Gergekligin yeniden kurgulanmasi ve soyutlanmasiyla
icinde yasadigimiz mekanin ve zamanin heniiz
deneyimlenmemis ve kesfedilmemis farkli boyutlarinda
var olunabilir.
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Erdal inci “Kent Manzaralari” adini verdigi bu sergide
icinde yasadigimiz diinyalarin zamansal ve mekansal
gercekligini yenilikci ve deneysel bir yaklasimla
kesfediyor. Kentlerin ve doganin hizla mutasyona
ugradig bir ddnemde inci, kentsel mimari yapilari ve
ic mekanlari birer gerceklik olarak algilama bi¢imimizi
dénistiirmekle ugrasiyor.

Sanat¢inin son donem arastirma sitireci ¢iktilari olarak
karsimiza cikan isler, sanatsal midahalenin kisith
tutuldugu, ancak bilimsel ve teknolojik yontemlerin
daha yogun benimsendigi birer “gorsel belge” niteligi
tastyor. Tip, ormancilik, arkeoloji, havacilik ve olay yeri
inceleme gibi farkli alanlarda kullanilan veri
gorsellestirme ve fotogrametri gibi dijital goriintiileme
teknikleriyle bakis acimizin ve goris kisitlihgimizin
erisim olanaklarini arttirmaya yénelen sanatci, kentsel
manzaralarin nasil donistiigiine dair gorsel tanilar
sunuyor.

Kent Manzaralarini birbiriyle iliskili iki katman ve bu
katmanlarin birbirleriyle olusturdugu fraktal kivrimlarla
izlemek mimkiin.
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Bugiin yeni bir devlet olusumunu ve yénetim
zihniyetini olusturan algoritmik mimari ile veri yiginlar
ayni zamanda giincel iktidarin devasa anit yapilari
olarak karsimiza cikiyor. Robert Musil “Diinyada anitlar
kadar goriinmez yapilar yoktur” diyor. Anitlarin
deneyim cesitliligine kapal olmasi, gerceklige dair
yonlendirilmis bir algi olusturmasi ve statik kaide
formu, 6zgur distince ve duygu olusumuna olanak
saglamiyor; aksine aniti, anitin aktardigi enformasyonu
ve aniti olusturan iktidari gériinmez kiliyor.

Berlin Duvari gibi bir kamusal anitin gériinmezligi,
bugiin hem duvarin temsil ettigi gercekligin hem de
bu gerceklikle iliskili degerlerin yatay diizlemdeki
gortinmezligini ifade ediyor. Nitekim kacislar
engelleyen ve iki karsit tarafi birbirinden ayiran

bir cephe olarak tasarlanan Berlin Duvarr'nin 1989
yilinda ¢okmesiyle eksiltilen yapi, kamusal hafizayi
aktaran, nakleden ve ileten bir tiiketim metasina
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donuserek bir “hic-mekan” haline geliyor.

Oysa bugiin hizla yiikselen kent yasami ve veri
yiginlariyla insa edilen hakim mimari yapi dikey
diizlemde. Bu ylizden st Uste yigilma, tek bir karede
her an ¢okmeye hazir ancak gériilmeyen bir yapiya dair
bir “gorsel disinme” yolu agiga cikariyor.

Kamusal bir anit olarak Berlin Duvari ve cephenin
eksilmesine neden olan gergeklikler ise bugiin tipki
algoritmik yonetimselligin etkilerinin lineer eksende
ancak piksel parcaciklarla goriilebilmesi ve
deneyimlenebilmesi gibi tek bir karede ve totaliter

bir sekilde okunamiyor. Duvarin gercek uzunlugu ya da
duvarin yapilma siireg ve islemleriyle ilgili veri de artik
okunamaz halde. Bu karanlik yapinin insa edilmesine ve
¢okmesine yol acan siyasi, toplumsal ve ekonomik
olgulara dair enformasyon da algilanamayacak oranda
parcactklasmis ve dagilmis durumda.

Bu yiizden Inci'nin bu sira digi veri gorsellestirme
calismasi, Ust tste yigilan ve parcacik veriyle dikey bir
mimari yapi olusturan ancak bugiine kadar hakim olan
lineer perspektifle bir tiirltii okunamayan gerceklik
algisini artirmaya yonelik gibi duruyor. inci hic-mekana
déniismis enformasyonu zamansallik formlarina
kavusturarak onu zaman-imgelerle yerinden ediyor ve
bunu gorsel belgeleme yoluyla algilanir kiliyor. Yapinin
insasi yerine ve ¢okus sitirecini ve ¢okis islemlerini
giincel bir gorsel diisinme yolu olarak sunuyor.

Boylelikle sanatgl, bir donem asla yikilmayacak
sanilanin nasil da ¢okttiglini, ¢okuse giincel bir form
kazandirarak kolektif hafizaya ekliyor. Bu calismada
inci'nin duvarin mimari formunu olusturan yapisal
unsurlari birebir oranda ve 6l¢lide kullanmasi ise onun
gerceklik kurgusu yaklagimini ve fotogrametri teknigini
kullandigi seriyle yakindan iligkili.

[s]

Erdal inci arastirma siirecinin ikinci evresinde veri esasli
bir haritalama yontemi olan fotogrametriyi yenilikgi bir
yaklasimla ilk kez sanatsal tiretime aciyor. Eski
Yunanca'da photo- (pwtw), gramma (ypdupua) ve métron
(uétpov) sozctiklerinden olusan fotogrametri aslinda
1stkla ¢izim ve 6lcim yaparak bilgi ve belge olusturmaya
dayal bir bilim.

Bugiine kadar agirlikli olarak mimarlik, sehir ve bolge
planlama, ormancilik, arkeoloji ve olay yeri inceleme
gibi alanlarda kullanilan fotogrametri, sanatcinin gorsel
belge calismalarinda birebir élciimleme, hesaplama,
plana sadik kalma, kesinlik, dogruluk, gecerlik,
glivenirlik gibi bilime atfedilmis ilkelerle birlikte
kullanihyor.

Ote yandan mekansal ve zamansal olarak birbirinden
ayrisik fragmanlari eklektik bir sekilde kurgulayan inci,
bu kez ne tek bir formun ne de bir formun tekrar
hareketi icine yerlesmeden, gorsel veri yiginlarini
birinden alip digerine katarak dinamik ve akiskan
gerceklikler tasarhyor.

incinin “model” kullanimi ise bu sergideki yenilikgi
unsurlardan bir digeri olarak dikkat cekiyor. Sanat
eserine aracilik eden temsili varligina karsin bu seride
her model “kendi basina bir varlik” olarak
degerlendiriliyor. inci'nin resim ve fotograf gecmisiyle
kurdugu b(ag)lar, boylelikle modellemeyi temsili bir
gerceklik algisi yaratmak icin kullanan diger alanlara
astlaniyor.

Bu seride birebir temsil etmeye dayali modelleme
yaklasimina ek olarak baska bir gerceklik kurgusu
yaratma girisimi de karsimiza cikiyor. Nitekim her
calismada birer model olarak karsimiza cikan
obje/bedenler, hem konuyu olusturuyor hem de
modelin yasama dair saklanmis seylerini aciga
¢ikarmaya aracilik ediyor. Aracilik eden bu seylerin her
biri ise kendi basina bir varlik olarak gorsel belgeleri
olusturuyor.

Modelin tasvirinden cok isikla birlikte agiga cikan seyler
birebir dlciilliyor, kesin bir sekilde tanimlaniyor ve bu
unsurlar birbiriyle yeniden iliskilendirerek baska bir
gerceklik kompozisyonu yaratiyor. Ornegin natiirmort
yaparken sabit bir gorme noktasi segilirken, bu gorsel
belge calismalarinda modelin etrafindaki mekanla
kurdugu cesitli iligkilerin dl¢tilmesi ve tanimlanmasi
kosuluyla akiskan bir bilgi ediniliyor; zaman-hareketli
bir gorme belgesi tasarlaniyor.

ic mekanlari iceriden goériintiileyip disaridan izlenmeye
acan inci, model olarak tasarlanan mimari yapilarin
steril, sahsiyetsiz ve donuk kivrimlarini kat ederek onun
virlise bulasmis, nevi sahsina miinhasir ve organik
dokularini taniyor, i¢ organlarini, damarlarini ve
hiicrelerini teshis ediyor.

Bunun yani sira beden ve mekan algisini degistiren

bir sanatsal miidahale olarak bu serideki isler
“eksiltme” yoluyla gerceklik algisini artirmaya agiyor.
Ses tiyatrosunun sahne boliminiin eksiltilmesiyle
izleyici izlenen konuma geciriliyor. Ressam atdlyelerinin
tavanlarinin eksiltiimesiyle de sanat¢inin ve sanatsal
iretimin bugtine kadar belki de hic denenmemis

bir bakis acisiyla goriilmesi saglanarak gorsel belge
niteligindeki glincel portreler olusturuluyor.

Son olarak sanatginin kendi ickin zaman ve mekan
algisina bakarak bu gercekligin gozleme dayali olusma
kosullarini disaridan izlenmeye acmasi ve paylasmasi,
aslinda kocaman sandigimiz seylerin ne kadar da
kiicliclik oldugunu ve kiicliciik olanin en karmasik ve
kesfedilecek sonsuzluklar icerdigini bize hatirlatiyor.

ZizeK'i izleyerek Lacan’in extimité kavramiyla birlikte
dislinecek olursak, artik burada s6z konusu olan
istiridye kabugunun icinde parlayan bir inci, bir kendilik
bilinci, islevsel bir yakinlik arayisi ya da mahremin ifsa
edilmesi degil, gozlem noktasinin degismesi ve
kendiligin yerinden edilmesiyle iceriyi iceriden
goriintiileyip disaridan izlenmeye acan yeni goriisler ve
bakig acilarinin kazanilmasi gibi duruyor. Oznel bakig
agisina dair bu epistemolojik dontisiim, bizzat nesnenin
ve nesnel olanin varolussal donilislimiind yansitiyor.
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Yiice, gercek ya da hayal edilen bir kadrajla
iceriden seyredilen doganin gorkemidir
¢linkii manzaray: yiicelestiren

kadrajin sagladigi mesafedir.

Ebru Yetiskin
23 Nisan 2016, istanbul
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Just as we assume that the worlds we live in are flowing
endlessly, we also realize how we are confined and
solidified by these worlds’ fortified facades, shallow
ceilings and concrete walls that don’t allow the captions
of light anymore. We become camera obscuras of
ourselves, as the passages, as cacophonic and creepy
spaces of indecisiveness between two dark ends, which
unfold a way for transition between two realities are
taken out of circulation today as well.

Recording the city’s constantly changing forms is to
make a supplement to the urban collective memory.
However, to penetrate into this stiffed body’s dry and
fractured skin, and to traverse its porous, spongy and
cavernous tissues, turns it into an organic
microorganism, which can transform itself once again.

In this way, the yet unnoticed points of views, ways of
expression and different positions become possible to
explore within the infinite realities of life. It is only in
this way that space and time, as Rudolf Arnheim's says,
can be envisaged and analyzed as a different form of
"visual thinking.”

By reediting and abstracting reality, it becomes possible
to exist in the yet inexperienced and unexplored
dimensions of space and time in which we live.

_</

In this exhibition, Erdal inci explores the temporal and
spatial realities of “Urbanscapes” with an innovative and
experimental approach. In times where cities and
nature are mutated rapidly, inci challenges to transform
the ways in which we perceive urban architectural
structures and interior spaces.

The works are presented as the outcomes of artist’s
recent research process. While artistic intervention is
kept at minimum, scientific and technological methods
are given priority to be appropriated.

Using data visualization and photogrammetry as digital
visualization techniques, which are employed in diverse
fields such as medicine, forestry, archaeology, aviation
and crime scene investigation, the artist magnifies our
points of views and increases our possibilities of access
within our limited visions. As "visual documents," they
present diagnoses about the transformation of
urbanscapes today.

It is possible to view this exhibition by two interrelated
layers and various folds in which these layers form
fractal manners.

_ni

As colossal monuments of power, today we come across
with algorithmic architecture and data stacks, which
lead to a new state and governmentality formation. As
Robert Miisil puts it: "There aren't any structures as
invisible as monuments”. Monuments do not allow a
variety of experiences and they provide a directed
perception of reality. The static form of the pedestal
inhibits the formation of free thought and feeling. This
makes the monument, the information that the
monument conveys and the power, which constructs
the monument, invisible.

The invisibility of an urbanscape, such as The Berlin
Wall, expresses today the invisibility of both the realities
of the architectural constructions embody and the
transforming values that are related to these realities.
By the collapse of The Berlin Wall, which was designed
to prevent leaks and distinct two ends as a fortified
facade, the monument becomes as a subtracted facade
in our horizontal plane oriented vision. It becomes a
"non-space," a consumable meta.

On the other hand, today the dominating architectural
structure is rising on a vertical plane in urbanscapes.
Stacking up on top of each other, vertical forms reveal a
way of "visual thinking" about the invisible structure
that is ready to collapse only in a single frame.

Due to its horizontal plane, The Berlin Wall and the
realities, which led to its construction and collapse,
cannot be viewed as a totality in a single frame. This is
also valid for our contemporary conception about the
implications and effects of today’s algorithmic
governmentality since they can only be sensed and
experienced fragmentarily, dynamically and vertically.
Neither the architectural size of the wall in totality, nor
the information pertaining to the processing of its
construction and collapse can no longer be perceived.
As a result of this obscuring enclosure and occlusion,
information related to the political, social and economic
developments, which lead to the construction and the
collapse of power structures is also way too fragmented
and dissolved to perceive.

For this reason, inci’s work, as an extraordinary work of
data visualization becomes a challenge to augment the
perception of realities that are constructed by scattered
data stacks, which could not be sensed and expressed in
any ways with preceding methods functioning in linear
modes. With this particular data visualization work, inci
displaces the information realities, which have turned
non-spaces into urbanscapes by augmenting them with
new forms of temporality via time-images. The
processing of the construction and the collapse of an
architectural structure is suggested as a way of
contemporary visual thinking.

Thus, by augmenting a visual thinking form, not to the
notion of construction but to the notion of collapse,
inci makes a supplement to our urban collective
memory, which reminds us how something once
presumed to be noncollapsible can, in fact, collapse. In
this work, inci's use of the architectural features in
one-to-one scale and proportion is closely related to his
reality abstraction approach and the series in which he
uses photogrammetry as well.

[s]

In the second phase of his research process, Erdal inci
uses the data based mapping method of
photogrammetry as a way of artistic production with an
innovative approach. Photogrammetry is derived by the
words phéto- (pwtw), gramma (yp&upca) and métron
(uétpov). In fact, photogrammetry is a science, which is
based on producing knowledge and documents by
drawing and measuring with light.

As a technique which has been used primarily in diverse
fields such as architecture, city and regional planning,
forestry, archaeology and crime scene investigation,
photogrammetry is displaced by the artist in his visual
documentation works by being used alongside certain
principles associated with science such as one-to-one
computation, calculation, certainty, verification, validity,
accuracy and deduction.

On the other hand, by compiling spatially and
temporally diverse particles in an eclectic way, inci
designs dynamic and fluid realities via taking one visual
data stack and adding it to another without presenting
them in neither a single, nor in the repetition of that
frame.

Besides, inci’s "model" conception emerges as another
innovative feature of this photogrammetry series.
Instead of their representative existence, each model is
evaluated as an entity, as a "thing in itself" in this
series. This specific model conception, which embodies
inci's nettachments with his painting and photography
background, is vaccinated into these various fields that
work with models as representative fact-making
apparatuses.

In this series, there is an attempt to create an emerging
way of abstraction in addition to the one-to-one
representational modeling approach. In fact, the
objects/subjects that we see as models in each work
form content and mediate to reveal those concealed
and invisible things, which are already inherent in each
model. As things in themselves, each of these mediating
agencies, in turn, form the visual documents.

Instead of depicting a model, numerous things, which
appear with the captions of light are accurately
measured, precisely defined and meticulously

reassembled with each other to create emerging
compositions of reality. For instance, in contrast to the
artist’s static point of view in still life painting,
knowledge is produced by the measurement and the
identification of various relations, which the model
forms with the space around it, and thus, a fluid and
dynamic points of views as visual documents are
created.

inci visualizes interior spaces from the inside and opens
the interior views from the outside. Opening the folds
of sterile, inorganic and solid interior spaces of models,
he also recognizes their organic, infected and
one-of-a-kind tissues as well as their internal organs,
veins and cells as models.

On the other hand, the works in this series augment the
perception of realities by way of "subtraction” as an
artistic intervention. By subtracting the stage wall of the
Ses Theatre, the viewers become the thing in itself that
is being viewed. By subtracting the facade of his
apartment, the artist becomes the thing in itself that
can be viewed from outside, although recorded inside.
By subtracting the ceilings of painters' workshops,
portraits are formed as visual documents, which provide
points of views about contemporary artists and artistic
production that perhaps have never been viewed as
such before.

Visualizing his immanent spatial-temporal reality
perception from the outside, inci shares his
observation-based reality production process by
reminding us how the things which we think are
colossal are in fact very small, and how even the
smallest things include the most complicated and
innovative infinities.

If we are to follow Zizek in thinking with Lacan's
concept of extimité, what is at stake here is not
self-consciousness, or a functional search for intimacy
or the exposure of privacy, or the pearl (inci) inside the
shell of an oyster; it is rather acquiring new thoughts
and points of view, which visualize the interior from the
inside and open its folds to view from the outside by
changing the points of observation and displacing the
self positions continuously. This epistemological
transformation of the subjective points of view itself
reflects the existential transformation of the object,
which is considered objective // truth.

1l

Sublime is the splendor of nature,
viewed from a real or imagined frame,
since what makes the scenery sublime
is the distance provided by the frame

Ebru Yetiskin
23 April 2016, Istanbul

USTTEKiI ABOVE

Otoportre Self-portrait

2016

4K tek kanal video, fotogrametri

4K single-channel video, photogrammetry
Videodan kare Still image from the video

ALTTAKI BELOW

Ses Tiyatrosu ve Beyoglu Sinemasi

Ses Theater & Beyoglu Movie Theater

2016

4K tek kanal video, fotogrametri

4K single-channel video, photogrammetry
Videodan kare Still image from the video
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SeERLIN DUVARI

Berlin Duvari: Bir Veri-Gorsel
Wikipedia “Berlin Duvari”
makalesinden:

“Resmi adiyla “Stiitzwandelement
UL 12.11” olarak bilinen “dérdiinci
nesil duvar” (Grenzmauer 75),
Berlin duvarinin nihai ve en
sofistike versiyonuydu. 1975'de
baslanip 1980'de bitirilen, her
biri 3,6 metre yiiksekliginde ve
1,2 metre genisligindeki 45 bin
adet giiclendirilmis beton
parcadan insa edilmisti.

Duvarin bu versiyonundaki beton
takviyeler, kacaklarin arabalariyla
barikatlari kirarak asmalarini
engellemek icin eklenmisti

(“L" seklinde yap1). Duvarin
tepesine, tirmanmayi daha da
zorlastirmak icin, pirlizsiz

bir boru yerlestirildi. Duvarin

bu versiyonu, fotograflarda en sik
karsimiza c¢ikanidir ve gerek
Berlin'de, gerekse diinyanin

baska yerlerinde sergilenen
parcalar genellikle bu dordiinci
nesil Duvara aittir.”

Duvarin boyutunu tahayyiil edebilmek
adina anitsal yapi (240 metre yiikseklik)
Berlin Alexanderplatz'a gercek dlciilerinde
oturtuldu.

To envisage the actual size of the wall,
the monumental structure

(240 metres high) was placedin
Alexanderplatz in real scale.

Berlin Wall: A Data
Visualization
Excerpt from

Bu veri-gorsel igin For this data-visualisation

Berlin Wall article on Wikipedia: Berlin Duvarr'ni olusturan 45 thousand separate segments of
“The “fourth-generation wall” 45 bin ayri parca teknik cizimine the Berlin Wall were modeled
k Fficiall uygun olarak modellendi ve according to its blueprint and

(G renzmauer 75), nown oftticClally L seklindeki tek bir parcanin stacked together again in the same

as “Stutzwandelement UL 12.11”, oranlarinda tekrar istiflendi.
was the final and most Boylece tiim duvarin anitsal
Sophisticated version of the 6lcekte bir modeli elde edildi.
Berlin Wall. Begun in 1975 and
completed about 1980, it was
constructed from 45.000
separate sections of reinforced
concrete, each 3.6 metres high
and 1.2 metres wide. The
concrete provisions added to this
version of the Wall were done
so as to prevent escapees from
driving their cars through the
barricades (“L” shape structure).
The top of the wall was lined
with a smooth pipe, intended to
make it more difficult to scale.
This version of the Wall is the
one most commonly seen

in photographs, and surviving
fragments of the Wall in Berlin
and elsewhere around the world
are generally pieces of

the fourth-generation Wall.”

proportions all from a single “L”
shaped segment. Thus a
monumental model of the entire
wall was obtained.

Berlin Duvari: Bir Veri-Gorsel
Berlin Wall: A Data Visualization
2015

Tek kanal 3D animasyon
Single-channel 3D animation
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