OZET

Dogada sanatin tarihi, Fransada ve Ispanyada bulunan yaklagik 25.000 yillik magara
resimlerine, M.O 2000 dolaylarinda birka¢ asamada insa edilen Stonehenge gibi mega-
litik tas yapilara ve bunun gibi sayisiz 6rnege kadar uzanmir. Dogadan esinlenme, biitiin
kiiltiirlerin temelinde yatar ve bircok sanat uygulamasimin kaynagidir. Ancak tarihsel
siiregte karsimiza ¢ikan bu orneklerin yapilis amaglar: inang geleneklerine baglh olarak
biiyii, korunma, avlanma, dogay: taklit gibi olgulardir. Bazi uygulamalarin yapilis amag-
lar1 ise hala gizemini korur niteliktedir.

1960 sonrasinda donemin sosyal yapisinda meydana gelen degisimle beraber, galeri ve
kurumlar igin sergi nesneleri tiretmeyi reddetmek amaciyla ortaya ¢ikan sanatsal hareket-
lerin devaminda sanat-doga arasidaki iliski de farkl bir boyut kazanmaya baslamistir.
Agik alanlarda yapilan ¢alismalar, farkli amagsal ayrim noktalarina gére “Yer Sanati”,
“Arazi Sanati”, “Yeryiizii Sanat1”, “Cevresel Sanat”, “Ekosanat”, “Ekolojik Sanat” gibi iist
bashiklar altinda tammlanmgstir. Bu bagslhiklar, dogada agik alanlari kullanmaktan, dogal
materyallerin kullanimina, ¢evresel farkindaligi arttirmaya, restorasyon, geri doniisiim,

yenilenme, mekana 6zgii projelere kadar farkli uygulamalar: icermektedir.

Bu ¢alisma kapsaminda, net ¢izgilerle ayrilamayan bu uygulamalardan cevresel du-
yarlilikla tiretilmis ve amaci dogaya farkindalik yaratmak olanlar ile ekolojik sorunlara
koklii ¢oziim Onerileri sunan, disiplinlerarasi isbirligine dayanan bilimsel projeler arasin-
daki farkin vurgulanmas: hedeflenmektedir. Ozellikle “Cevresel Sanat” ve “Ekolojik Sa-
nat” uygulamalari amag ve malzeme biitiinliigii agisindan iki 6rnek sanatgi ¢alismalar:

tizerinden ele alinacaktir.

Anahtar Kelimeler: Doga, Cevresel Sanat, Ekolojik Sanat

* Mimar Sinan Giizel Sanatlar Universitesi Giizel Sanatlar Fakiiltesi, Seramik ve Cam Tasarumi Boliimii, Istanbul/ TURKIYE
** Canakkale Onsekiz Mart Universitesi Giizel Sanatlar Fakiiltesi, Seramik Boliimii, Canakkale / TURKIYE
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Insan, dogada varlik bulan ve yasamuni siirdiirebilmek i¢in de doga ile iliski kurmak zorunda
olan bir canlidir. Doga beslenme barinma ve bir “anne” roliinde insan varliginin yerini bulma-
sina ve anlamasina yardimeci olan onun ayrilmaz bir pargasidir. Farkli kiiltiirlerde tarih boyunca
insan, dogaya tapar, ondan nefret eder, onu kutsallastirir ve ayn1 zamanda yok eder. ilk insanin
yaptig1 gibi tapinmak, avlanmak i¢in, icgiidiisel olarak, doga ile birlikte kendisi ve tiim canlila-
rin geciciligini vurgulamak amaciyla, kimi zaman da doga karsisindaki iistiinliigtint ispatlama
cabast ile dogaya ve gelecege bir iz birakmak ister. Doga sanat iliskisinden kaynaklanan uygula-
malarin kokenini olusturan bu erken dénem izler incelendiginde sasirtici 6rneklerle karsilagilir.

Karavit dogada sanatin tarihine dair;

“Yerkabugu, insanogluna barmma, ticaret, savunma, mezarlik ve tapinma icin mekan islevini
iistlenirken, insanin, cevresini siisleme ictepisi icin de olanak saglamistir. Ilkel yeryiizii sanati ola-
rak adlandirabilecegimiz yeryiizii eserleri, ozellikle gegmiste Kuzey ve Giiney Amerika sanatinda
Inka ve Maya uygarliklarindaki geometrik diizenlerin veya biiyiik hayvan figiirlerinin topraga
kazilmasiyla olmugstur. Benzer isler Avrupa kitasinda ézellikle Britanya adasindaki Stonehenge’ler
ve at-insan figiirlii arazi isaretleri olarak 6rneklenebilir”(Karavit, 2008: 10) ifadelerini kullanir.

Resim1
Resim1-2: Stonehenge, Salisbury-Ingiltere ve Nazka ¢izimleri, M.0. 100- M.S. 2000, Nazka Diizliikleri-Peru

Sanatgilar cogu zaman, insanin zaman, amag ve varlik hakkindaki sorularina temel cevaplar
verebilmek ve dogay: anlamak igin, gozlemci ve yorumcu rollerini kullanmiglardir. (Matilsky, 1992)

1900 o6ncesi dogayi igeren ¢ogu sanat eseri manzara tasvirlerinden olusmaktadir. Bu goriin-
tiller zamanla doganin dengesini ve ekolojiyi inceleyen daha karmagik ¢calismalara doniismiis-
tiir. Endistri Devrimi boyunca popiilerlesen bu tarz, glizel olan 6teki diinya i¢in bir pencere
saglamis ve artan gelismelere bir zitlik olusturmustur. Ancak zamanla insanlar dogal diinyayla
olan manevi baglarini kaybetmistir. Biitiin kiilttirlerin temelinde yatan ve sanatsal uygulamalara
esin kaynagi olan dogadan esinlenme, doga ile kurulan bu romantik bag endiistrinin ihtiyaglar1
dogrultusunda yok sayilmistir. Sanat doganin disinda tamamen ayr1 olarak distintilen bir alan

olarak yorumlanmustir. Az sayida sanat¢i doga ile baglantili calismalar tiretmeye devam etmistir.

Yasamdan kopuk ve bilimsel bir mutlak hakikat goriisii’, teknolojik gelismeler, insanligin ge-
zegenin diger kismindan ayrilmas: gerektigi konularmda takintily bir sanatin ortaya ¢ikmasina
neden olmusg. Bati kiiltiirii, sanatin ve sanatcimin toplumun geri kalan kismindan kopuk oldugu
bir inang sistemini miras olarak almgtir.( Strewlow ve Prigann, 2004: 90)

! Nesnel gercekligin tam ve degismez bilgisi.



Suzi Gablik “Kiltiirtimiizde kabul goren, sanatin konusunun tamamen estetik oldugu, onun
diinyay: hi¢cbir zaman degistiremeyecegini sdyleyen inanglar ¢cogu sanat¢inin yaratici diisiince
ve eylem kapasitesini azaltan inanglardir. Elestirmen Arthur C. Danto bu durumu “sanatin hak-
larinin elinden alinmas1” olarak nitelemektedir. Ciinkii ahlaksal olarak tarafsiz olan bir sanat-
i¢in-sanat felsefesinin gizli kisitlamalari sanatcilari toplum igerisine marjinalize olmak zorunda
birakmaktadir. Ben kendi adima bu mitolojiyi sorgulamaya Modernizm Basarisiz m1 Oldu? adl
metni yazmamla baslamistim ve o zamandan bu yana degisen ¢ok fazla sey oldu. Doga par¢a-
laniyor, zaman azaliyor ve ortada yapilan ¢ok fazla bir sey yok.”( Gablik, 1998) ifadeleriyle bu
inang sistemini elestirmis, sanatin ve sanat¢inin degismesi gereken roliine dair vurguda bulun-

mustur.

Sanatgilar, tarih boyunca kendi toplumlarinin vizyonerleri olmuslardir. Lucy Lippard’in yaz-
dig1 “Overlay” ve John Beardsleye ait “Earthworks and Beyond” gibi kitaplar, tarih boyunca do-
ganin icerisindeki ve doga ile ilgili sanatsal disavurumlarin bir devamlilig1 olduguna dair kanitlar
sunarlar. Overlay adli kitabinda Lucy Lippard sunlari soyler: “Cagdas sanatgilarin antik imgelere,
yapitlara ve mekanlara yonelik aktiiel ilgisinin en basit agiklamas: nostaljidir - bunun nedeni
yalnizca s6z konusu bu tarihsel dénemlerdeki toplumsal yasam bicimlerinin bizimkine oranla
daha basit ve daha anlamli olmalar1 degil, ayrica bu tarihsel donemlerde insanlarin sanat olarak

yaptiklari seyin giindelik yasamda giivenli bir yere sahip olmus olmasidir” (Lippard, 1983: 4)

1. 1960 SONRASI SANAT - DOGA ILISKIiSI

1960 oncesi doga, sanatgilar igin eserlerine konu olan resmettigi bir objedir. Giizel dogal
sahneler yakalanarak yapilan bu caligmalar, resim ve tuval gibi genellikle geleneksel gorseller
olusturan pasif ve aslinda dogadan uzak ¢aligmalardir. 60’l1 yillardan itibaren konu olarak doga
daha yogun ortaya ¢ikar ve ¢evre kirliliginin neden oldugu sorunlar, yeni bir sanatsal yaklagimi
da beraberinde getirir. Cevre meselelerine karsi daha biiyiik bir degisim ve biling baglar. Bu
degisimle birlikte sanat ¢aligmalarinin anlamu, yer ve araglar, yontemlerde degisir. Sanat, gercekte
varolmayan ideal doga kavramini dile getirmekte yetersiz, ancak dogal ¢evrenin tahrip edilmesi

gibi mevcut tehlikeler konusunda toplumu bilin¢lendirmekte kararli bir rol iistlenmistir.

Barbara C. Matilsky Kirilgan Ekolojiler: “Cagdas Sanat¢ilarin Yorumlari ve Coziimleri” adli
kitabinda,

“1960’lardan bu yana, yeni ve onemli bir sanat hareketi dogay: deneyimleyip onunla iletisim
kurarak, dogayla hayati bir bag yeniden kurmak iizere ortaya ¢ikmustir. Sanatgi dogal olaylar ve
gliglerin yam sira ozel gevre sorunlarmi da yorumlar. Heykel ve resim ile doga ve insan arasinda
bir denge saglayan daha énceki sanatgilarin aksine, cagdas sanatcilar gercekte dogal ekosistemleri
yeniden yaratir, onarir veya diizenlerler. Onlarin sanat ¢alismalar: biiyiik sehirlerde veya bu se-
hirlerin yakinlaridadir. Cop sahalari, terk edilmis bos kentsel alanlar, nehirler, sulak alanlar, kita
sahanliklar gibi yerlerde sanatcilar tarafindan yaratici bir sekilde 1slah ve iyilestirme ¢alismalar:
gerceklestiriliyor. Bu alanlar sadece dogal, yoreye 6zgii hayvan ve bitki tiirleri icin bir yer, bir davet
olustursun diye degil ayrica insanlarin doga ile daha yakin bir iliski gelistirebilecegi kamusal me-
kanlar olarak tasarlanmgstir” (Matilsky, 1992: 4)

SANAT & TASARIM DERGISI ) 55



56 (ANADOLU UNIVERSITESI

flk olarak galeri mekanlarini terk etme, sanat nesnesi anlayigini reddetme kaygistyla yola
¢ikan sanatgilar sonrasinda dogay: gozlemleme, ona sayg1 duyma ve farkindalik yaratmayi he-
deflemislerdir. Tiim bu girisimler degisime etki etmeyi, iyilestirmeyi, onarmayi, geri doniisiimii
amaglayan disiplinler arasi bir hareket olan Ekolojik sanati1 da beraberinde getirmistir. 20.yy da

doga yeniden tanimlanmis ve sanatcilar daha kritik bir gérev tistlenmislerdir.

1960 sonu 1970 baslarina kadar olan donemde sanatta doganin roliiniin pasif bir nesne ol-
maktan ¢ikip daha aktif bir katilima dogru olan degisimi kendi kendine ortaya ¢ikmamustir.
(A.Tiberghien, 1995) 1960’larda sosyal yapidaki ¢alkantili degisim donemi, sanatta doga yakla-
simini da etkilemistir. Dénemin sosyal ve politik yapisi soru sormak, risk almak ve ¢aligmalarda

var olan fikri kavrami degistirmek i¢in sanatcilara izin vermistir.

1960’1 yillarin siyasi ve sosyal ayaklanmalar: sirasinda, Amerika Birlesik Devletlerinde ve
Avrupa da bir grup sanat¢i resmin kisitlamalarini sorgulamas, ¢evre ve ekolojinin deneyimlen-
mesi i¢in yeni yollar denemistir. Sanat¢gilar manzara resmi yerine dogal malzemelerden yap-
tiklar1 agik alan heykellerini fotograf dizileriyle sunmuslardir. Arazi Sanati ve Cevresel Sanat
olarak tanimlanan bu eserler ¢ok cesitli savag sonrasi sanat tiretimleridir. Yeni sekiller tiretmek
i¢in doganin materyallerini kullanan alana 6zgii projeleri; ayn1 amaglarla dogal ortama yeni,
dogal olmayan objeleri tasiyan ve dogada zamana duyarli bireysel ¢caligmalary; isbirlik¢i, sosyal

acidan farkindalik ifade eden miidahaleleri icerirler.

1960’y yillar bir bekleyis donemidir. Ekolojik ve feminist bilincin wuyanisi, daha basit ve daha
dogal varolusa karst duyulan ézlem; dogal sistemlere iyi ya da kotii miidahale edecek bireyin ki-
sisel ve politik giiciiniin kabul edilmesi gibi etmenler sosyo-kiiltiirel gelisime iliskin sorgulamalar
da beraberinde getirmistir. Bu durum sanat diinyasinda kendi kurumsal geleneklerine kararsizlik
olarak yanki bulmusgtur. (Kastner, 2005)

Lippard (1983) bu dénemi soyle ifade eder; “Sosyal konulardan veya etkilerden biiyiik dlgiide
uzaklagilan oncii sanat doneminden sonra 1960’larin sonlarinda, bircok sanat¢i bigimsel hareke-
tin kisithligindan sikilmaya basladi. Ve sanatgilar tuval, metal vb. malzemelerden baglarini kaldir-
diklarimda kendi kendilerine daha kapsamli sorular sormaya bagsladilar. Orada dogay, siyaseti,
tarihi ve mitleri sorguladilar” (Lippard, 1983:6)

Dogal Diinya ve Cagdas Sanat Merkezi yoneticisi, Clive Adams (2002) 1960’larin siyasi ve

sosyal devrimleri boyunca en ¢arpici degisim egiliminde olan sanatta doganin roliin;

“Sanatsal ifade hakkindaki geleneksel fikirlere karsi ayaklanan Amerikali ve Avrupali sanat-
¢ilar sanat eserlerinin tasarlanmasi, olusturulmasi ve sergilenmesi icinde yeni yollar denediler.
Dogada sanatsal diizenlemeler yapmay1 kendi dogal alanlarini doniistiirmeyi, arazinin disina
¢ikmayi ve fotograflarla bu cabay1 belgelemeyi istediler” seklinde aciklar.

Ancak ilk nesil Amerikan ¢evre sanat¢ilarinin yaptig1 calismalarda dogay1 kontrol altina alma
cabalari, endiistriyel donemi karakterize eden istila ve somiirii fikirleriyle paralellikler tagimak-
tadir. Cevre bilincinin artmasiyla birlikte bazi sanatgilar ve eserleri protestolarin hedefi haline
gelmistir. Amerikan Yeryiizii sanatinin iki 6nemli temsilcisinden Smithson ve Heizer buna 6r-

nek verilebilir. Smithson'un (1970) ‘Island of Broken Glass’ proje 6nerisinde, iki ton camin ara-



zide yer alan bir kayanin tizerine dékiilmesinin kus yuvala-
rina ve ay1 baliklarina zarar verecegi gerekgesiyle biiyiik bir
ekolojik tartismaya yol a¢masiyla, proje durdurulmustur.
Ayni sekilde Heizer'in ‘Cift Olumsuz (Double Negative)’
eserinde oldugu gibi biyitk degisiklikler gerektiren ¢alis-
malar ¢evresel tehdit olarak goriilmiis, birkag istisna disinda
¢evre uygulamalarinin doganin gelisimini engelleyerek onu
yok ettigi sonucuna varilmistir. Boyle bir ortamda 1968-69
da Ekolojik sanat hareketinin gelismesi i¢in birgok yeni fikir
vardir. Bu fikirler etkili olmus ve pek ¢ok ¢alismada temsil
edilmistir. Bu 6rnekler ekolojik sanatin kékenlerini olus-
turan Orneklerdir. (Joseph Beuys, Mel Chin, Agnes Denes,
Helen ve Newton Harrison, Ocean Earth, Robert Smithson,
Alan Sonfist ve Mierle Laderman Ukeles)

Smithson bu elestirilere karsi duyarli olunmas: gerekti-
gini, ytkima ugramis endiistri bolgelerinin gelisiminde ve
1slahinda sanatgilarin roliiniin biiyiik oldugunu ifade etmis-
tir. Robert Smithson’in Utah da biiyiik tuz goliiniin kena-
rinda gakil ve toprakla olusturdugu ‘Spiral Jetty’ ¢alismasi
ekolojik sanat hareketinin pek ¢ok eksigini dolduran 6ncii
caligmalardan biridir. Ekolojik 1slah ¢aligmasi olarak bahse-
dilen bu ¢aligma, insan diisiincesizligi sonucu zarar gormils
bir ekosistem {izerinde basit bir estetik kaygiyla degil anlam
odakli ve neticeye bagli bir calismadir. Insan ve doga arasin-
daki karsilikli baglant1 konusunda net bir diistince sergiler.

(Song, 2007). Smithson’a gore,

“Sanat ekologlar: ve endiistricileri birlestirecek kaynak
olabilir. Ekoloji ve endiistri tek seritli yollar degildir. Daha
¢ok bu alanlar ortak kesisme noktalari olan iki alan olma-
hdir. Aralarindaki gerekli 6greti sanat tarafindan karsilana-
bilir. Sanat¢1 kendini miize ve galerilerden ayirabilmeli ve o
giin icin somut bir bilinglilik sergilemeli, sadece soyutlamalar

ve iitopyalar yaratmamalidir. Sanatgilar, ekologlarin ve en- =

diistricilerin karsisina ¢ikan gercek problemlerle ilgilenmeli,
onlary kabul etmelidir. Sanat sadece bir liiks olarak goriil-
memeli, gercek iiretim ve islah siireglerinde aktif gorevler
alinmalidir”(Kastner, 2005)

Smithson zehirli atiklarin yok edilmesi ve maden atikla-
r1 gukurlarimin islahi icin talep edilmeyen ¢6ziim Onerileri

igeren projeler hazirlayarak ¢ok sayida firmaya gondermistir.

Resim3: Robert Smithson, “Kirik Cam Adasi
(Island of Broken Glass)”, Atlantis, 1969

Resim4: Robert Smithson, “Asfalt Akisi
(Asphalt Rundown)”, Roma, Italya, 1969

Resim5: Robert Smithson, “Spiral Dalgakiran
(Spiral Jetty)”, Rozel Point-Rozel Noktast,
Great Salt Lake - Biiyiik Tuz Golii, Utah, 1970
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Smithson ve Heizer gibi sanat¢ilarin yapmis oldugu biiyiik
ebatlardaki ¢evre uygulamalari, yercekimi, biiyiime, enerji
ve 151k gibi dogal giiglere odaklanan sanatcilar tarafindan
ekolojik sanatin farkli sekilleri olarak bilinir. Bu ¢aligma-

larin yarattig1 tartismalar sonrasinda dogal alanlarin ko-

rundugu, yaralar ve izlerin olmadigi, topragin tasginmadigi

calismalar yapilmistir. Resim6: Hans Haacke, “Ot Bilyiir (Grass Grows)”,
New York, 1969

Hans Haacke 1969'da Cornell Universitesinde ‘Grass Grows’ adini verdigi ¢cimenlerle 6rtiilii
bir toprak tiimsek sergilemistir. Haacke yaptig1 calismalarin 6zelligini kendi ifadeleriyle s6yle

aciklamstir;

“Oyle bir sey yap ki dogayla karissin, sabit kalmasin yerinde, cevresindeki degisikliklere tepki
versin... Istya, sicakhik degisikliklerine duyarli bir seyler yarat, hava akimlarina maruz kalsin yer-
cekimi giiciine dayansin isleyisi dogal bir seyler anlatsin.” (Kastner, 2005)

Haacke'in yaklasimina paralel sekilde, New York'lu sanatci Alan Sonfist dogal bir seyler
anlatmaya ve bir ¢esit mekansal ve tarihsel miidahaleye dayali Land Art'tan ekolojik agidan
sorumlu ve daha ¢ok uyumlu bir yap: olusturmaya ¢alismistir. Army Ants (Ordu Karincalari
1972)" daha karmagik organizmalarin kullanimiyla, organik bir sistemi tasvir etmistir. Bu ¢a-
ligmada bir karinca kolonisi galeri mekaninin zemininde, kendi toplumlarini kurmaya birakil-
mustir. Abandoned Animal Hole’ (Terkedilmis Hayvan Tiineli, 1971) ¢aligmasi ise sadece, tiinel

kazic1 bir memelinin terkedilmis tiinelinin al¢1 halidir.

1970’lerin basindaki bir¢ok sanatgi, artarak popiilerlesen ¢evresel harekete ayak uydura-
rak, yerytiziini degistirmekten ve ona zarar vermekten kaginan yaklagimlar ortaya koymustur.
Bunlarin ¢ogu sehirdeki mekansal uygulamalardir. Yiiriimeyi, isaret etmeyi, ya da bazi dogal
elementlerin gegici yer degistirmelerini iceren daha basit mimiksel eserler, biiyiik sosyal veya
politik olusumlar1 inceleyen veya bunlardan faydalanan organizasyonsal projeler ve ¢cevreye du-

yarli eserlerdir.

1970’lere gelindiginde yapilan ¢alismalarin odak noktas: sadece doga ve insanlar arasindaki
dengesizlikleri isaret etmek yerine, daha anlamli bir sekilde restorasyon tizerinedir. Bu odaklan-
ma doganin iyilestirilmesi miidahalelerini de beraberinde getirmis, sanat¢i ¢alismalariyla cevrede
olumlu degisiklikler yapmay1 hedeflemistir. (Song, 2007)

Ekolojik sanat uygulamalarinin baslangicini olusturan 1960’larin ve 70’lerin Arazi Sanati ya
da Yeryiizii sanati ¢alismalarimn biiyiik ¢ogunlugu giiniimiizde yerel ekolojilerin taciz edilmesi
olarak bildigimiz olgu ile ugrasmaktadir. Bunlar araziyi siklikla bir ortam ya da mekan olarak
kullanan, bio-bolgesel duyarhilik yaratmaktan uzak ¢alismalardir. Cok sayida yer ¢alismasi, sa-
natgilarm ortaya koydugu anitlar, elestirmen John Grande'nin de belirttigi gibi, eko-santrik (¢evre
merkezli) olmaktan ¢ok ego-santrik uygulamalar olarak ortaya ¢ikmaktadir. (Carruthers, 2006)



2. CEVRESEL SANAT VE EKOLOJIK SANAT CALISMALARININ AYRIM NOKTALARI

Dogada agik alanlar1 kullanmaktan dogal materyallerin kullanimina, ¢evresel farkindalig
arttirmaya, restorasyon, geri doniisim, yenilenme, mekana 6zgii projelere kadar farkli uygula-
malari iceren, “Yer Sanatr’, “Arazi Sanatr”, “Yerytizii Sanatr”, “Cevresel Sanat”, “Ekolojik Sanat”
gibi st bagliklar, bir ¢ok sanat¢1 ve elestirmen tarafindan birbirlerinin yerine ya da zaman za-
man farkli seyler ifade etmek i¢in kullanilirlar. Olduke¢a karmasik ve i¢ ice gegmis durumda olan
bu terimler ve tanimlamalar tam bir sinirlama yapilamamasina ragmen kullanilan malzeme ve

amagsal ayrim noktalarina gére incelenebilir.

60’1 yillarin sonunda, dogal malzemeler kullanilarak dogada acik alanda yapilan ¢aligma-
lar1 kategorize eden terim “Yer Sanati ya da Yeryiizii Sanat1” dir. Sonrasinda ¢ogu zaman Yer
Sanatiyla ayni anlamda kullanilan Arazi Sanati ortaya ¢ikar. Amy Lipton ve Tricia Watts Arazi
Sanatini “..cevresel olaylara fazla odaklanmayan, daha ¢ok anitsal 6lgeklere sahip bir akimdir”(
Strewlow ve Prigann, 2004: 90) seklinde tanimlarlar. greenmuseum.org sitesinin yoneticisi Saw
Bower ise ‘Terim Bollugu’ yazisinda arazi sanati i¢in, “Ortak kullanim alanlarinda, agik alan-
larda, arazide sanat yapmay1 6neren, 60 ve 70’lerde kullanilan bir terimdir. Bu ¢aligma bi¢imi
Doga Sanatindan daha kavramsal ve sembolik olma egilimindedir. ‘Crop Art’ olarak adlandi-
rilan tarim alanlarinda yaratilan ve ancak havadan algilanabilen biiyiik goriintiilerde, Richard
Long ve Dennis Oppenheim’in arazide ileri geri yiiriiyerek olusturdugu basit ¢izgiler ve geomet-
rik formlarda, bityiik astronomik 6l¢iide heykellerde bu kategoride degerlendirilir.” demistir.
Arazi Sanat1 terimi bazen ekolojik sanat, gevresel sanat, yeryiizii sanatini da kapsayacak sekilde
kullanilmistir. Sue Spaid ve Amy Lipton, ‘Ecovention’ katalogunda bu genellemeyi yapmuiglardir.
Kastner ve Walls'in “Arazi ve Cevresel Sanat” kitabinda da Arazi Sanatinin zamanla Cevresel
Sanata doniistiigl ifade edilir. Arazi sanat1 6ncelikle diinya, alan ve kavramsal meselelerle ilgi-
lenmis. Arazi sanat¢ilari mekanik modern aletlerle antik ¢agin kaynaklar: tizerinde ¢alisarak,
sehrin kiiltiirel dokusunu endiistriyel corak bolgelere ya da islenmeyen bolgelere tasiyarak cag-

das zamanlarin uyumsuzluklarini diga varmuslardir.

Siklikla Avrupada kullanilan bir terim olan Doga Sanati 6rnekleri, daha samimi, romantik
nitelikli ve kiigiik 6lcekli ¢alismalardir. Dallar, cicekler, yapraklar, yagmur, buz gibi doganin
kendi malzemeleri kullanilir ve ¢arpici fotograflarla belgelenerek galerilerde veya kitap haline
getirilerek insanlarla paylasilir. Bu ¢aligmalar daha ¢ok manevi bir boyut igerir; ¢evre dostu
etkisinde ve bir ¢esit doga i¢in yeryiizii i¢in iyilestirici ayinler etkisindedir. Bazi sanat¢ilar doga
sanat1 ve arazi sanatinin restorasyon, ekoloji ya da dogrudan aktivizmle ilgili olmadigini ifade

etmektedirler.

Altmislarda biiytik bir ¢evre hareketine cevaben ortaya ¢ikan Cevresel Sanat ise aktivizmi
cagristiran ¢ok genis bir terimdir. Amy Lipton ve Tricia Wattsa gore “Cevresel Sanatin amaci,
hasarli alanlar1 geri almak, ¢evresel konular ve ¢oztimlerle ilgili olarak toplumu egitmek ve do-
gaya sayguy! tesvik etmek suretiyle gevresel saghiga katk saglamaktir” . (Strewlow ve Prigann,
2004) Lyntona (1991)gore “Cevresel sanat 6ziinde, 20.yy’in temel 6zelligi olan maddiyata 6nem

veren kent kokenli tiiketici kiiltiire, insa etmeye ve yikmaya, doga ve zaman 6niinde insanin

*http://greenmuseum.org/generic_content.php?ct_id=306, 02.08.2011
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kiistahligina kars1 carpici bir tepkidir” (Lynton, 1991: 286) Bir¢ok kaynakta doga sanati, yer-
yiizii sanati, arazi sanati, toprak sanati, Ekolojik sanat uygulamalar1 Cevresel sanat {ist baslig
altinda degerlendirilmektedir. Baz1 bilim adamlar: ise Ekolojik sanatin ¢evresel sanattan ta-
mamen farkli oldugunu diisiiniirler. Bazilar1 ise ekolojik sanatin biling, saygi ve iletisim olus-
turmak icin bir baglangi¢c noktasi olarak dogay: kullandig1 ve boylece cevresel sanattan farkli
olarak toplumsal degisim yaratmak istedigini diisiiniirler. Julian June (1997) ekolojik sanat ve
cevre sanati arasindaki baska 6nemli farkliliklar1 soyle agiklar: “Ekoloji hakkindaki sanat¢inin
niyeti agisindan gevresel sanattan giiglii bir sekilde farklidir. Ekolojik sanatgilar tiim canlilarin
karsilikli yasamsal iliskilerine karst duyarlhidirlar ve bu kavram kapsaminda eserlerini yarat-
mak isterler. Buna karsin ¢evresel sanatcilar, fiziksel ¢cevreyi degistirir ve baz1 zamanlar dogaya
duyarsizdirlar”(p.10) Bu goriise katilanlar oldugu gibi kesinlikle reddeden sanatgi ve yazarlarda
bulunmaktadir. Ancak tam bir genellemeye gidilememesine ragmen bazi ¢alismalar adina ve iki

hareket arasinda 6nemli bir ayrim noktasi olusturmasi adina bunun dogru oldugu séylenebilir.

Ekolojik sanat bilimsel konulara génderme yapan ¢alismalar i¢in kullanilan daha soyut bir
terimdir. (Strewlow ve Prigann, 2004) Ekolojik sanat calismalar: geleneksel sanat iiretimi ve ku-
rumsallagmasinin sinirlarini asarak yasayan bir ekosisteme odaklanir. Giiniimiizde yaratici bir
sekilde ekolojik sorunlar1 ¢6zmeye ¢alisan diinya ¢apinda bir sanat¢1 hareketi bulunmaktadir.
Sanatgilar, mimarlar, planlamacilar, sosyal bilimciler, biyologlar, bilim adamlari, botanikgiler ve
topluluklar ile isbirligi icinde ¢alisarak projeler iiretmektedir. Ekolojik sanatin temel vurgusu,
restorasyon, geri doniigiim, yenilenme ve bolgesel mekana 6zgii projelerle kirlenmis ve hasar

gormiis alanlarin tekrar kazanilmasi tizerinedir.

Sue Spaid’ e gore, “Ekolojik sanatgilar stirdiiriilebilirlik, uyumluluk, karsilikli dayanisma,
yenilenebilir kaynaklar ve biyo-degisim konularin: diisiindiiler, fakat onlar bolgesel ekolojileri
degistirmeye ¢alismadilar”( Spaid, 2002) Verilen ¢evre iginde uyumlu eserler yaratmayi tercih
ettiler. Bianco, Ekolojik sanatin yeryiizii ile isbirligi iliskisinde farkli oldugunu ve onun nasil
yenilenme periyodunun bir bélimii olarak yer aldigini, Ekolojik sanati meydana getiren seyin
tanimlanmasinda degisim ve doniisiimiin 6nemini belirtmis ve soyle agiklamistir: “Ekolojik
sanat felsefesi ekolojik biling insan ve doganin uyumlu birlikteligi {izerine temellenen evrensel
bir harekettir” ( Bianco, 2000) Kullanilan malzemeler (geri dontisiimlii, dogal) agisindan can-

landiric1 6zellige sahiptir.

Ekolojik sanat sadece giizel galismalar iiretmenin 6tesinde izleyiciyi soru sormaya, iliskileri
diisiinmeye ve insan doga arasindaki etkilesimi degistirmeye tesvik eder. Izleyicinin doga ile
kisisel iliskisini hatirlamasi ve gesitli cevresel meseleler hakkinda daha bilingli olmasi, fikirler
iretmesi i¢cin ona gii¢ verir. Barbara Matilskye gore Ekolojik sanat “..doganin bakis agilarini
izole etmez veya yorumlamaz, fakat onlar1 biitlin bir iligkiler ag1 i¢cinde kaynastirir” (Matilsky,
1992: 57) Sanat¢1 Ruth Wallen (2000) Ekolojik sanatin ayrintilarina iner ve onun karsilikli bag-
lar1 iizerine odaklanir. O ekolojik sanat1 “geleneksel bir resim, fotograf veya dogal manzara hey-
kelinden daha fazlas1” olarak tanimlar. Dogal diinyanin resimsel veya gosterisli 6nyargili gorii-
niimlerini sunan ¢alismalarin aksine ekolojik sanat topluluklar ve iliskileri iizerine odaklanmig

bir diinya goriisiinde temellenir. Bu iligkiler sadece fiziksel ve biyolojik degil ayrica ekolojik sis-



temleri ve topluluklarin kiltiirel, politik ve tarihi yanlarini
da igerir. Cevre hareketliliginden kaynaklanan ekolojik sa-
nat, doga ve insanlar arasindaki iligkileri inceleyen, idare ve

sorumluluklara dair 6nemli sorular yonelten bir harekettir.

Cevresel sanat ile Ekolojik sanat uygulamalar arasinda-
ki farklarin daha net anlagilabilmesi i¢in benzer malzemeler
kullanarak dogada ¢aligmay: tercih eden ve her iki sanatsal
hareketin temsilcileri olan iki sanat¢1 tizerinden konu ele

alinabilir.

3. ANDY GOLDSWORTHY VE LYNNE HULL

1956 yilinda Ingilterenin Cheshire kentinde dogan ve
doga ile isbirligi icinde caligmalarini siirdiiren Ingiliz sanatc1
Andy Goldsworthy Ingiltere ve yasadig yer olan Iskogyanin
yani sira diinyanin pek ¢ok yerinde ¢alismalar yapmuistir.
Cevresel sanatgi olarak yaptig1 calismalar pek ¢ok kaynakta

yer almaktadir. Sanatgi caligmalarina dair;

“Ben sadece keskin bir tas, kus tiiyii, dikenler gibi buldugum
malzemeleri ve ellerimi kullanma Ozgiirliigiiniin tadini ¢ikari-
rim. Eger kar yagiyorsa kar; sonbaharsa sonbahar yaprakla-
riyla; cigeklenmis bir agagtaki siirgtinler ve dallarla her giiniin
bana sundugu firsatlari kullanirim. Bir malzemeyi almak icin
veya yerlestirmek icin dururum ¢tinkii kesfedilecek seyin ora-
da oldugunu hissederim. Ogrenebilecegim yer orasidir”

“Baktiginda, dokundugunda, malzeme, yer ve bicim or-
taya ¢ikan ¢alismayla tamamen biitiinlesir. Bir seyin nerede
durup nerede baska bir seyin basladigini soylemek zordur.

Bir malzemenin etrafindaki bogluk ve enerji icindeki bosluk |

ve enerji kadar énemlidir. Disaridaki boslugu goriiniir yapan

havadr. ( yagmur, giines, kar, dolu, sis) Bir kayaya dokundu- *

Resim7

Resim8

gumda onun gevresine de dokunarak ¢alisirim. O gevresinden s

bagimsiz degildir ve orada nasil bu hale geldigini anlatir. ”

“Hareket, degisim, 151k, biiyiime ve ¢iiriime doganin can
damarlari, ¢calismalarim sayesinde dokunmay: denedigim
enerjileridir. Doga degisim halinde... Sanatimda mevsim,
hava, malzeme degisikliklerine duyarli ve tetikte olmak isti-
yorum. Her is biiyiir, kalir ve bozulur. Stire¢ ve bozulma ke-
sindir. Calismalarimdaki gegicilik dogadakini yansitir’™

Resim9

Resim7-8-9: Andy Golsworthynin buz, tas ve yap-
rak kullanarak yaptigi calismalardan birkag 6rnek

*http://www.morning-earth.org/artistnaturalists/an_goldsworthy.html
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Sozleriyle dogadaki kendi yerini ve siirecini, doganin stiregleriyle anlamaya caligan onunla
biitiinlesen, dogada gegici zararsiz dokunuslarla ilerlemeyi tercih eden bir sanat¢1 goriiriiz. Sa-
nat¢inin malzemesi doganin kendisi ¢aligmalarina hayat veren ise mevsimsel siireclerdir. Amaci
estetik bir kaygiyla, dogaya fakindalik saglamak diigiindiirmek, hissettirmektir. Caligmalar ya-

pim siirecinde de sonrasinda da dogaya zarar verir nitelikte degildir.

Iki sanatginin da ortak malzemesi olan dallarla yapilan ¢alismalardan Goldsworthy’nin uy-
gulamalarinda, iyi bir el isciligi estetik bir kaygi hemen géze carpar. Sanatci ¢evresinde bulunan
kirik dal parcalarini kendi i¢inde ve gevresiyle bir biitiin olusturacak sekilde yeniden diizenle-
mis, kimi zaman mevsimsel olarak géze ¢arpan doganin kendi renklerini sarilar1 kirmizilar:
yine dogal bir malzeme olan renkli killerden yararlanarak islerine dahil etmis, odak noktalar:
olusturmustur. Yaptig1 calismalarda onun i¢in 6nemli olan arazi algisin1 kuvvetlendirmek, bii-

yiimeyi ve ¢cevresindeki kaynaklar1 anlamak, onlarla baglant: kurmaktir.

Resim11 Resim12

Resim13 Resim14 Resiml15
Resim10-11-12-13-14-15: Andy Goldsworthynin ormanda buldugu agag dallariyla yaptig1 uygulamalardan ornekler.

Vahsi yasam icin habitatlar olusturmaya yonelik ¢alismalariyla tanman Amerikali sanatg
Lynn Hull'un ¢alismalarinda ise estetik kaygimin yani sira islevin daha on planda oldugu gozlenir.
Sanatgi kendi ¢alismalarina Tiirler distii Sanat (Trans Spacies Art)bashg: altinda gonderme yapar.
Tiirler iistii sanat, 6zel olarak vahsi yasam icin yaratilan bir tiir ekolojik sanattir. Dogadan aldik-
larimizin yaminda ona bir seylerde vermemiz gerektigi diisiincesiyle yola ¢iktigi calismalarinda her
zaman izleyicileri estetik agidan memnun edici tarzda, evresel sorunlara pratik ¢oziimler bulma
temasi bulunmaktadir. Yaratim siirecinin ilk asamasinda genis ¢apli arastirmalar yapar ve bilim
insanlariyla, miihendislerle calistig1 alamin gerektirdigi diger uzmanlarla isbirligi icinde projelerini
iiretir. Sonrasinda eserlerin estetik unsurlarim diistinmeye baslar. Hull'un yaratici siireglerinin fi-
nal asamasi da yaptigi calismalarin belirledigi ekolojik amaglara ne élgiide ulastigini ortaya koyan
verileri arastirmaktir. (Song, 2009)



Resim16: Ordek Adasi Resim17: Kaplumbaga Adas Resim18: Kiigiik Mavi Balik¢il
Resim16-17-18: Lynne Hull, Yiizen Adalar, 1998, Florida

Resim19 Resim20 Resim21
Resim19-20-21: Lynne Hull, Lightning Raptor Roost, 1990

Hull, 1980°den beri Yiizen Adalar (Floating Islands) serisi tizerinde ¢alismaktadir. Bu serideki
Kaplumbaga Adasi (Turtle Island) adli ¢aligmanin ardindan biyologlar ve zoologlar ile birlikte
tiirlerin bolgeye geri doniisiinii incelediginde ilk yaz mevsimi boyunca, {i¢ tiir kaplumbaga, ba-
lik¢illar, su sinekleri, kazlar, biilbiiller, kirlangiclar ve kaplumbagalar dahil olmak tizere adaya

pek ¢ok sayida tiir doniis yapmistur.

Sanat¢1 Lightning Raptor Roost adli ¢alismasinda gogmen kuslarin barinabilmesi, dinlen-
mesi i¢in bir dizi giivenli yer yaratmistir. Bu ¢aligma sonrasinda yapilan aragtirmada pas bagh

sahinlerin, baykus ve kartallarin buralarda yuva yaptig: kanitlanmustir.
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SONUC

Ekolojik sanat uygulamalar1 malzeme ve yaklasim benzerliklerinin yaninda daha bilimsel,
disiplinler arast isbirligi gerektiren, ekolojik bir alana hizmet etmek gibi sinirliliklar1 olan ve bu

acilardan da gevresel sanattan farkli olan uygulamalardir.

Bir sanat eseri sadece fotograf ve video ile belgelenebilir nitelikteyse, disiplinleraras: igbirli-
gine dayali olarak yaratilan bir zamansal siireg haline gelirse ve bu eser ekolojik bir isleve sahip

olursa nasil degerlendirilebilir?

Bu caligmalar1 degerlendirebilmek i¢in tarihsel dl¢titler iizerinde yeniden ¢aligilmalidir. Za-
man, siireg, doniisiim ve diyaloglarin temel unsurlar olarak katki sagladigi sanat yapitini bir
fotograf ya da video kaydiyla temsil etmek ve degerlendirmek miimkiin degildir. Bu tip proje-
lerde ¢ogunlukla amag; nesne ile degil kavram ile iletisim kurmaktir. Elle tutulur, gézle goriiliir,
alinir, satilir sanat nesnesinin yerini duygulara, algilara seslenen diigiinmeye zorlayan islevsel

geri donisleriyle katk: saglayan disiplinlerarasi sanat eserleri almstir.

Bilim ile sanat ve sanatg1 ile bilim insan1 arasindaki ¢izgiler giinden giine hafiflerken sanat
eserinin ve sanat¢inin rolii nedir? Giintimiizde bunun gibi bir¢ok soru sorulmakta ve cevapla-
r1 tartigitlmaktadir. Ekolojik sanatc1 Jackie Brookner “..Degerleri etkilemek, arzular yaratmalk,
insanlarin bir seyleri 6nemsemesini saglamak i¢in insanlarin kalplerini, bedenlerini, bilin¢dist
rilya yasamlarini ve imgelemlerini etkilemek zorundasinizdir. Bu ise sanatin gayet iyi yaptig1 bir

seydir” sozleriyle sanatin roliinii ortaya koymustur.

Sanat da ekosistemin bir parcasidir. Sanat¢i sanatini icra ederken yasadigi kiiresel sorunlar ile

bir sekilde iligkilenmesi gerektigini g6z ardi1 etmemelidir.
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ABSTRACT

The history of natural art can be traced back to the 25.000 year old cave pictures found
in France and Spain, to the megalithic stone structures such as Stonehenge, which was
built in several stages around 2000 B.C., and countless examples such as these. Inspiration
from nature lies behind every culture, and is the source of many artistic practices. Howevet,
the purposes of producing these examples which we are confronted with in the historic
process are events connected to customs of belief, such as magic, protection, hunting and
the imitation of nature. As for other practices, the objectives of why they were done still
remain a mystery.

Following the 1960’s, together with the transformation in the social structure and in line
with the artistic movements which emerged with the aim of rejecting to produce exhibition
objects for galleries and institutions, the relationship between art and nature has also
started to acquire a new dimension. Performances carried out in open spaces were defined
according to their different purposeful breaking points under the headings of “Land Art”,
“Earth Art”, “Environmental Art”, “Eco Art”, and “Ecological Art”. These headings consist
of various applications, such as making use of open spaces in nature and natural materials,
raising environmental awareness, restoration, recycling, renewal, and projects unique to
the locality.

As part of this study, we aim to emphasize the difference between these practices which
cannot be demarcated along explicit lines and which are produced with an environmental
sensitivity with the purpose to create awareness and those scientific projects based on
interdisciplinary cooperation which propose radical solution suggestions to ecological
problems. In particular, we will deal with “Environmental Art” and “Ecological Art”
practices in terms of purpose and material integrity, on the basis of exemplary work of art
from particular two artists.

Keywords: Nature, Environmental Art, Ecological Art

*Mimar Sinan University of Fine Arts Faculty of Fine Arts Department of Ceramics and Glass Design, Istanbul / TURKEY
**Canakkale Onsekiz Mart University Faculty of Fine Arts, Department of Ceramics, Canakkale / TURKEY



INTRODUCTION

Man is a being which finds its existence in nature and has to get into contact with nature to go
on living. Nature is an essential part to it helping it with nutrition, shelter and guiding it through
finding and understanding its own human existence in the role of a “mother”. Man worships,
hates, glorifies and, at the same time, destroys nature. The human being, instinctive, tries to
leave a track in the nature behind. During this he tries to show his power against to nature by
praying(adoration, worshipping), hunting and wants to stress on the passive state of this and the
other living area uses. When early areas that make up this period are inspected, We can come

against astonishing spaces. Karavit uses the following words on the history of nature;

“While earth’s crust has assumed the function of space for man’s needs of shelter, trade, defense,
burial and worship, it has also offered space for its impulse to decorate its environment. Land art-
works which we may call primitive earth art were formed by engraving geometric orders in the Inca
and Maya civilizations or giant animal figures upon the earth especially in the North and South
American art in the past. Similar works of art may be exemplified by Stonehenge and landmarks
with a man-horse figure in Britain.”. ( Karavit, 2008: 10)

Figurel Figure2
Figurel-2: Stonehenge, Salisbury and Nazka- Peru M.O. 100- M.S. 2000

Artist have quite often used their roles as observers and interpreters in order to find basic answers
to man’s basic questions on time, purpose and existence and to understand nature. (Matilsky, 1992)

Many works of art before 1900 were depictions of sceneries. In time, these images have trans-
formed into more complex studies on the balance of nature and on ecology. This style which
became popular during the Industrial Revolution have offered a vista to the next world which
was beautiful and formed a contrast with the ongoing developments. In the course of time, pe-
ople came to break their spiritual connections with the natural world. Inspiration from nature,
this romantic bond with the nature which underlays all cultures and is a source of inspiration
for artistic practice has been disregarded in line with the needs of the industry. Art then has
come to be interpreted as a field totally detached from nature. Very few artists have continued

to produce works that were linked to nature.

The idea of an absolute truth that is scientific and detached from life, technological advance-
ments have led to the emergence of an artistic movement which is obsessed with the idea that man
must be separated from the rest of the planet. Western culture has inherited a belief system where
art and the artist were detached from the rest of the society. ( Strewlow ve Prigann, 2004: 90)
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Suzi Gablik “Many of the beliefs about art that our culture subscribes to, that the problems of
art are purely aesthetic and that art will never change the world, are beliefs that have diminished
the capacity of artists for constructive thought and action. The critic Arthur C. Danto has refer-
red to this state of affairs as “the disenfranchisement of art”, because the hidden constraints of a
morally neutral, art-for-art’s sake philosophy is that it has led artists to their marginalized con-
dition in society. I first began to question this mythology myself when I wrote Has Modernism
Failed? and since then, many things have happened to change the situation. The environment
is disintegrating, time is running out, and not much is being done.” ( Gablik, 1998) With these
statements, he criticized this belief system and emphasized the role of art and the artist which

must change.

Artists have been the visioners of their own societies. Books like “overlay” by Lucy Lippard and
“Earthworks and Beyond” by John Beardsley are presenting evidences that prove the continutiy
of the artistic expressions of the nature. In her book “Overlay” Lucy Lippard writes; “The simplest
explanation for contemporary artists’ current attraction to ancient images, artifacts and sites is
nostalgia - not only for those periods we now imagine offered a social life simpler and more me-
aningful than our own, but also for any time when what people made (art) had a secure place in
their daily lives.” (Lippard, 1983: 4)

1. AFTER 1960 THE ART-NATURE RELATIONSHIP

Prior to the 1960s, the nature was an object that an artist painted. While capturing beautiful
natural scenes, these works were passive, distant, and generally composed of traditional media
such as canvases and paint. Beginning from the 60s, nature emerges more intensely as a theme
and the problems cause by environmental pollution bring with them a new artistic approach.
A greater change and awareness towards environmental issues become evident. With this
evolution came changes in methods, tools, sites, and meaning in artworks. Art now has assumed
a role that is incapable of expressing the concept of ideal nature non-existent in the real world
but determined to raise the awareness of the society on dangers in store such as destruction of

natural environment.

Barbara C.Matilsky Fragile Ecologies: “Contemporary Artists’ Interpretations an Solutions”
her book,

“Since the late 1960s, an important new art movement has emerged to reestablish a vital link to
nature by communicating an experence of its life-generating powers. Artists interpret specific en-
vironmental problems, as well as the forces and phenomena of nature, In contrast to earlier artists
who mediated a balance between people and nature through painting and sculpture, contemporary
artists actually restore or re-create natural ecosystems. Their art works are located in or near major
cities. Landfills, vacant urban lots, rivers, wetlands, the continental shelf- these are all creatively
undergoing remediation and reclamation by artists. Not only are many of these sites made inviting
for native spacies of plants and animals, they are conceived as public spaces where people can de-
velop a closer relationship with nature” (Matilsky, 1992: 4)

Artists, who have started off with the concern on leaving their gallery areas and rejecting

the idea of “objet d’art”, then aimed to observe, respect and raise awareness on nature. All these



attempts have brought along Ecological Art, an interdisciplinary movement aiming to affect the
change, to improve, to repair and to recycle. In 20th century, nature was re-defined and artists

assumed a more critical task.

The ecological art movement itself did not emerge until the late 1960s and early 1970s as
the role of nature in art changed from passive object to more active participant. (A.Tiberghien,
1995) Turbulent changes in the social structures of 1960s had an influence on the view of nature
in art. The social and political mores of the timeallowed artists to ask questions, take risks, and

challenge existing notions in their work.

During the political and social upheavals of 1960s, a group of artist in the U.S and in Europe
have questioned the restrictions of painting and tried new ways of experiencing the environment
and the ecology. Artists have presented their open space sculptures which were made of natural
materials as opposed to paintings of natural landscape in photograph series. These works which
have been defined as Land Art or Environmental Art are various post-war artistic productions.
Field-specific projects using natural materials to create new forms include individual works
which take new and unnatural objects into natural environments with the same purposes and
which are sensitive to time in nature and interventions which are collaborative and expressive

of social awareness.

1960s was a time of wait and see. Social factors such as the awakening of ecological and feminist
awareness, the yearning for a simpler and a more natural existence; the acceptance of the personal
and political power of the individual who would in some way interfere with the natural systems
have brought along the questioning of socio-cultural development. This echoed in the world of art
as indecisiveness towards its own institutional conventions. (Kastner, 2005)

Lippard (1983) expresses this era as: “After the pioneer era which was for of being concerned
with social subjects or effects, in art in the late 60%, artists got bored of the boundaries that were
emposed by the formative aspect. The artists began to ask themselves deeper questions after they
got rid of the materials like canvas, metal etc. They questions the nature, the politics, the history
and the myths.” (Lippard, 1983:6)

The director of the Center for Contemporary Art and the Natural World, Clive Adams
(2002), explains that the role of nature in art has tended to shift most dramatically during
the political and social upheavals of the 1960s when new ideas were rapidly developing. He
points to numerous examples throughout history including ancient Greece, Europe’s Industrial
Revolution, and of course the 1960s inthe United States.

“During these periods of change, there was a greater acceptance of ideas that defied conventional
wisdom or failed to conform to existing norms. For example, during the 1960s, American and
European artists rebelled against conventional ideas about artistic expression and experimented
with completely new ways of conceiving, creating, and displaying works of art. It was during this
time period that artists grew restless painting simple landscapes and broadened nature’s role in
art to be one of medium. They went out into the land and transformed natural areas themselves,

creating art installation from nature, and capturing their efforts through photographs.”
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But the endeavor to bring nature under control in the
works of the first generation American environmentalist
artists was in parallel with the ideas of invasion and
exploitation characterizing the industrial era. With the
increasing awareness on environment, some artists and
their works became targets for protests. Smithson and
Heizer, two major representatives of American Land Art
can be given as examples. Smithson’s proposition of (1970)
‘Island of Broken Glass’ project was suspended with the
project leading to a major ecological dispute upon the claim
that pouring two tons of glass on a rock in the land would
harm bird’s nests and the brown fur seal. Similarly, works
which require major changes as in Heizer’s work entitled
‘Double Negative’ have been regarded as environmental
threats and it was concluded that, save certain exceptions,
environmental practices prevented the development of
nature and destroyed it. In such a setting, there were many
novel ideas on the development of ecological art movement
in 1968-69. These ideashave been influential and represented
in many works. These are the examples forming the origins
of ecological art. (Joseph Beuys, Mel Chin, Agnes Denes,
Helen ve Newton Harrison, Ocean Earth, Robert Smithson,
Alan Sonfist ve Mierle Laderman Ukeles)

Smithson stated that one must be responsive towards
these criticisms and artists have a major role in the
development and improvement of devastated industrial
regions. Smithson’s “Spiral Jetty”, built entirely of mud, salt
crystals, basalt rocks, earth and water on the northeastern
shore of Great Salt Lake, is one of the pioneering works
which fill many gaps in the ecological art movement.
Defined as an ecological improvement study, this is a study
with an emphasis on meaning and result rather than a simple
aesthetic concern over an ecosystem that is damaged by
human negligence. It presents a clear insight on the mutual

link between man and nature. (Song, 2007) Smithson says:

“Art can become a resource that mediates between the eco-
logist and the industrialist. Ecology and industry are not one
way streets, rather they should be crossroads. Art can help the
provide the needed dialectic between them. A lesson can be le-

arned from the Indian cliff dwelling and earthworks mounds.

Figure3: Robert Smithson, “Kirtk Cam Adasi
(Island of Broken Glass)”, Atlantis, 1969

Figure4: Robert Smithson, “Asfalt Akis
(Asphalt Rundown)”, Roma, Italya, 1969

Figure5: Robert Smithson, “Spiral Dalgakiran
(Spiral Jetty)”, Rozel Point-Rozel Noktas,
Great Salt Lake - Biiyiik Tuz Golii, Utah, 1970




Here we see nature and necessity in consort. The artist must come out of the isolation of galleries
and museums and provide a concrete consciousness fort he present as it really exists, and not
simply present abstractions or utopias. The artist must accept and enter into all of the real problems
that confront the ecologist and industrialist. Art should not be considered as merely a luxury, but

should work within the processes of actual production and reclamation”. (Kastner, 2005)

The artist has prepared projects containing solution offers that were not asked for for the
disposal of toxic waste and the improvement of mineral waste sumps. Large scale environmental
applications carried out by artists such as Smithson and Heizer are known as different forms of
ecological art by artists who focus on natural forces such as gravity, growth, energy and light.
Following the debates generated by these studies, certain projects were initiated where natural

sites were preserved, free of scars or Marks and where the earth was not transported.

In 1969, Haacke exhibited an indoor mound of soil cove-
red in grass which he named “Grass” in Cornell University.
Haacke explained the characteristics of his studies in his

own words as follows;

“..make something which experiences, reacts to its envi-
ronment, changes, is nonstable... make something sensitive

to light and temperature changes, that is subject to air cur-

Resim6: Hans Haacke, “Ot Biiyiir (Grass Grows)”,
New York, 1969

rents and depends, in its functioning, on the forces of gra-
vity... articulate something natural” (Kastner, 2005)

In a similar vein, New York artist Alan Sonfist sought to articulate something natural and to
create more harmonious and ecologically responsible form of Land Art based on a particular
type of spatial and historical intervention. ‘Army Ants” depicts an organic system with the use of
more complex organisms. In this work, an ant colony was left to build their own society on the
floor of the gallery. The work Abandoned Animal Hole’ (1971) is merely a plaster form of the

deserted tunnel of a tunnel-digging mammal.

At the beginning of 1970s, several artists kept up with increasingly popularized environ-
mental movement and put forward approaches that avoids from changing the environment or
harming it. Most of these approaches are spatial applications in cities. Simple mimical works of
art including walking, pointing or temporary displacement of natural elements, organizational
projects that addressing or benefiting from big social and political formations, and works of art

which are sensitive to environment.

In 1970s, instead of only addressing the imbalance between nature and human being, focus of
works were restoration, in a more meaningful way. That focus brought with the interventions of
healing the nature. Artists aimed at making positive changes on environment. (Song, 2007)

Land Art, or Earthworks, (The beginnings of contemporary Ecological Art) emerged during this
period and it is important to note that these works frequently objectified the land as a medium or
as a site. Far from embodying sensitivity to, or awareness of, bioregional complexity, much Land
Art of the 1960s and 70s involved what we now recognize as tremendous imposition on local eco-
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systems. Many giant earthworks exist as monuments to the artist, a practice which critic John

Grande has referred to as egocentric, rather than eco-centric. (Carruthers, 2006)

2. DISTINCTIONS BETWEEN ENVIRONMENTAL ART AND ECOLOGICAL ART

» <«

Titles such as “Ground Art”, “Land Art’, “Earth Art”, “Environmental Art”, “Ecological Art”;
including use of materials that emerge from utilization of outdoor spaces in nature, increasing
environmental awareness, restoration, recycling and projects peculiar to place; are used instead of
each other or sometimes in order to mean different things by many artists and critics. Although it
is not possible to make a certain differentiation, these complicated and intertwined terminology

and definitions can be approached according to their intentional diversities and materials used.

The term which categorized the works produced in the open space in nature using natural
materials in the late 60s was Land Art. It was followed by the term Land Art which was mostly
used synonymously with Earth Art. Amy and Tricia defines Land Art as “a movement which
does not focus on environmental issues but rather has monumental scales” ( Strewlow ve
Prigann, 2004: 90) The admin of greenmuseum.org website, Saw Bower refers to land art in
his article ‘A Profusion of Terms’ as, “Land Art” is an older term from the 60’s and 70’s that has
survived in common usage and suggests art made outdoors on the land. Early innovators such
as Richard Long and Dennis Oppenheim created simple lines and geometric forms on the earth
by walking back and forth and considered it “Land Art” This work tends to be more conceptual
and symbolic than Art in Nature. “Crop art’, large images made in agricultural fields visible from

»1»

the air, for instance, is a form of “land art”'” Some people use the term “land art” to encompass

a wide range of other terminology including “eco-art’, “environmental art”, “earthworks” and
“land art”. Sue Spaid does this in her ecovention catalogue. I imagine this is because she was
introducing the new term “ecovention” coined by her and Amy Lipton which includes artworks
which were previously considered eco-art or environmental art. Other books like Kastner and
Wallis’ Land and Environmental Art suggest that “land art” evolved into “environmental art”.
At first, Land Art was concerned with world, space and conceptual issues. Land artists have
expressed the lack of harmony in modern times by working on the sources of the ancient times
using modern mechanical tools and taking the cultural texture of the city to industrial wastelands

or uncultivated regions.

Examples of Nature Art, a very common term in Europe, are more intimate, romantic and
small-scale works. Nature’s own materials such as branches, flowers, leaves, rain, ice are used,
documented in photographs and shared with people in galleries or in book form. These works
involve a more spiritual aspect and are as if under the influence of a sort of healing ritual for
nature, or for the earth. Some artists express the idea that nature art and land art is not directly

related with restoration, ecology or activism.

Environmental Art, which appeared as a response to a massive environmental movement in

1960s, is a comprehensive term evoking activism. According to Amy Lipton and Tricia Watts;

'http://greenmuseum.org/generic_content.php?ct_id=306, 02.08.2011



“Intent of environmental art is to facilitate environmental health through reclaiming damaged
sites, educating the public about environmental issues and solutions, and fostering a respect
for nature”. (Strewlow ve Prigann, 2004) Lynton indicates that “Enviromental art is essentially
a striking response to city origined materialist consuming culture, building and destroying,
aggorance of human against time and nature, which are basic characteristics of 20th century”
(Lynton, 1991: 286) In many references, nature art, earth art, land art, ground art, and ecological
art are interpreted under the title of Ecological Art. A group of scientists think that ecological
art is entirely different from environmental art. Another group thinks that ecological art uses
nature as a starting point in order to build consciousness, respect and communication and in
this way, differently from environmental art, aims at creating social change. Julian June (1997)
explains other significant differences between ecological art and nature art in words to follow:
“Ecological art is strongly different from environmental art with regard to the intention of the
artist. Ecological artists are sensitive to the mutual biological relation between all living things and
they wish to produce their work with this concept in mind. However, environmental artists alter
physical environment and are occasionally indifferent to nature” While some agreed to this point
of view, some other artists and writers definitely rejected it. However, even if a generalization can
not be reached, it can still be claimed to be correct in terms of certain works and to draw a thick

line between the two movements.

Ecological art is a more abstract terminology that used for the studies referring to scientific
issues. (Strewlow ve Prigann, 2004) Ecological art studies focuses on aliving ecosystem by crossing
the boundaries of traditional art production and institutionalization. Today an artist movement,
aiming at solving ecological problems in a creative way, does not exist. Artists develop projects
in cooperation with architects, city planners, social scientists, biologists, scientists, botanists and
communities. Basic emphasis of ecological art is restoration, recycling, renovation and retrieval

of contaminated and damaged areas by local space specific projects.

According to Sue Spaid; “ecological artists thought about issues such as sustainability,
compatibility, interdependence, renewable energy and biodiversity but they never attempted to
change regional ecologies” ( Spaid, 2002) They preferred to create works compatible with the
given environment. Bianco, explains that ecological art is different when it comes to cooperation
with the earth and how it becomes a part of its renewal period. He emphasizes the importance
of variation and transformation in defining what makes up ecological art. Bianco states, “The
ecological art philosopy is a universal movement based on ecological consciousness and the
harmonious coexistence of man and nature.” ( Bianco, 2000) It has a revitalizing effect in terms

of material used (recyclable, natural).

Ecological art urges the audience to ask questions, to think about relations and to alter the
interaction between man and nature, rather than merely producing beautiful works. It gives the
audience strength to remember its personal relationship with nature, to become more aware of
various environmental issues and produce ideas. According to Matilsky, ecological art “does not

isolate and interpret aspects of nature but integrates them into a total network of relationships”
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(Matilsky, 1992: 57) The artist, Ruth Wallen (2000), gets down
to the details of ecological art and focuses on its mutual links.
She defines ecological art as something “much more than a
traditional painting, photograph, or sculpture of the natural
landscape” Ecological art is based on a world view that
focuses on communities and their relationships as opposed
to works which present a pictorial and prejudiced view of
the world. These relationships are not merely physical and
biological but they also cover ecological systems, cultural,
political and historical aspects of communities. Arising
out of the dynamism in the environment, ecological art is a
movement investigating the relationships between nature
and human beings, and posing questions on supervision and

responsibilities.

In order to clarify the differences between environmental
art and ecological art, the subject can be approached via two
artists who are representatives of these two art movement and

work in nature with similar material.

3. ANDY GOLDSWORTHY AND LYNNE HULL

Born in 1956, in Cheshire, England and currently
continuing his works in cooperation with nature, the British
artist, Goldsworthy has made many projects in various parts of
the world including England and Scotland, where he lives. The
works he produced as an environmental artist are included in

many reference sources. In words cited by the artist;

“Looking, touching, material, place and form are all in-
separable from the resulting work. It is difficult to say where
one stops and another begins. The energy and space around
a material are as important as the energy and space within.
The weather--rain, sun, snow, hail, mist, calm--is that external
space made visible. When I touch a rock, I am touching and
working the space around it. It is not independent of its surro-
undings, and the way it sits tells how it came to be there.”

“I enjoy the freedom of just using my hands and “found”
tools--a sharp stone, the quill of a feather, thorns. I take the
opportunities each day offers: if it is snowing, I work with snow,
at leaf-fall it will be with leaves; a blown-over tree becomes a
source of twigs and branches. I stop at a place or pick up a ma-
terial because I feel that there is something to be discovered.

3

Here is where I can learn. *

o

Figure7

Figure8

Figure9
Figure7-8-9: Works of Andy Goldsworthy built
of ice, stone and leaves



“I want to get under the surface. When I work with a leaf, rock, stick, it is not just that material
in itself, it is an opening into the processes of life within and around it. When I leave it, these pro-

cesses continue.”

We see an artist who tries to understand his position and process in nature through the pro-
cesses of nature itself, integrates with it and chooses to proceed with temporary and harmless
touches in nature. Artist’s material is the nature itself, and what brings it to life are the seasonal
processes. His goal is to raise awareness to the nature, make thinking and feeling with aesthetic

concern. The works are not harmful to nature both in the course of creation and afterwards.

Figurell Figurel2

= # R T |
Figurel3 Figurel4 Figurel5

Figurel0-11-12-13-14-15: Examples from the applications which Andy made using the tree branches he found in the forest.

Good handcraft and aesthetic concern are attracted attention in the practices of Goldsworthy
through the branches which is the common material of both artists. Artist rearranged pieces of
broken branches into its surrondings in the vicinity of the artist to form a whole and sometimes
included seasonal nature’s own colors, yellows, reds that are stand out by taking advantage of a
natural material clay-colored and formed the focal points. In his practices, the strengthing per-
ception of land, recognizing growth and sources of his surrounding and making linked among

them is important point for him.

On the other hand, the practices of The American Artist, Lynn Hull who is known through the
her creating habitat practices which is for wildlife, are observed function is as well as aesthetic
concern. She refers her own practices under the trans species art title. Trans species art is a kind of
ecologic art which was created for wildlife. The theme of finding practical solutions exist for envi-
ronmental problems with style always achiving audience satisfaction in her practices which based
on the idea that we need to give something to the nature as taking something from it. In first stage
of creative process, she researches comprehensively and produces projects in the collaboration with
scientist, engineers and any other experts as required field work. Then she starts thinking of aspects

*http://www.morning-earth.org/artistnaturalists/an_goldsworthy.html
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of aesthetic. Hull’s final stage of creative processes includes researching data which investigate ex-
tent of ecological goals to the existing studies. (Song, 2009)

Hull has been working on Floating Islands series since 1980. After the work that is called
Turtle Island in the this series, as the return of species throughuot the region is examined,it is

seen that three types of turtles,herons,water flies,geese,nightingales,swallows,and a large num-

ber of island species,including turtles return the island during the first summer season.

Resim16: Ordek Adas: Resim17: Kaplumbaga Adas: Resim18: Kiigiik Mavi Balikgil
Resim16-17-18: Lynne Hull, Yiizen Adalar, 1998, Florida

Resim19 Resim20 Resim21
Resim19-20-21: Lynne Hull, Lightning Raptor Roost, 1990

In the artist’s study that is called Lighting Raptor Roost, she created a range of safety places
for migratory birds to shelter and rest. The research which was made after this study has been

proven that rust-headed hawks, owls and eagels nest aruond here..

CONCLUSION

As see in the two different approaches which were present by using the same material. Eco-
logic art practices more scientific that are needed interdiciplinary corporations beside familiar
materials and approaches and have limits such as serving ecologic area so they are different than

environment art due to the these aspects.

If a work of art can be documented only with photo and video.How can work be evaluated
if it has ecologic function and become temporal procees which is created based on interdiscip-

linary collobaration?



What is the role of Art work and Artist as the lines which are between science and art,artist
and scientist becomes uncertain day by day? Many this kind of questions are asked and their

answers are discusssed.

Ecoartist Jackie Brookner emphasized the role of art by saying “To affect values, to create
desire, to make people care about something, you have to affect people’s hearts, and bodies, our

unconscious dream lives and our imaginations. This is the work art can do so well”

Be tried again on the historical criteria to evaluate these works. Time, process, transforma-
tion and dialogue as essential elements contributed artwork to represent and evaluate a photo
or video recording is not possible. These types of projects often aim is not to object to commu-
nicate with the concept. Tangible, visible, it is taken, the location of the art object sold feelings,
perceptions addressed to think back to the return of forces that contribute to the functional

works of art from an interdisciplinary.

The art shouldn't ignore that it is also a part of ecologic systems and it should relate with the

global problems that we have in one way.
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