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Anlamak ve anlatmak yasamlarimizi anlamli hale getiren, bizi gerceklestiren durttlerin basinda ge-
lir. DUnya tarihi bu karsi konulmaz istegin pesinden giderek, dustincelerini kimi zaman ézgurce kimi
zaman da baski altinda olmasina ragmen ifade eden insanlarin hikéyeleriyle dolu. Anlatmak igin yo-
slyor, gunun her aninda -hatta uykuda bile- yeni seyler dtsuntyor, bunlari birbiriyle iligkilendiriyor,
birlestiriyor ve bunlardan yeni fikirlere ¢ikiyoruz. Gérdugimuz veya duydugumuz bir seyi, bir baska
duyumuzla algiladigimiz farkh bir bilgiyle yan yana getiriyor, bunlari dis gicimuzin de yardimiyla
isliyor, ondan yeni seyler Uretiyoruz. Gérsel, s6zIU ya da yazili bir bicimde olusturdugumuz bu taretimler
(mutasyon'’), deneyim ve his butunleri zaman iginde hikéyelere dénustyor. Bizler kendi hikéyelerimizin
yazarlari, bagka hikéyelerin ise anlaticilari veya manipulatérleriyiz.

Hikayeler bu aligsiimis anlati yapisti i¢inde gergekligi géstererek anlatan didaktik sayilabilecek aktarim
yoéntemlerinden farklidir. CUnku hikayeler bir seyi net ve butincul sekilde aktarmak yerine onu ben-
zetmeler ya da algisal yakinliklarla tanimlamayi segerek alimlayanin zihninde belli bosluklari kullanir.
Bu bilingli birakiimig bosluklar (6rnegin bir hikéyede bahsedilen beyaz bir glivercinin neye benzedigi,
bir bélumunde tanimlansa bile zihnin énceki bilgileriyle veya onun nasil gérinebilecegine dair akilsal
bir ¢cikarimin sonucuyla) doldurulacak, bdylece hikdye daha énce hi¢ oimadigi bir forma ve anlatiya,
alimlayanin varligiyla kavugacaktir. Ayni hikéye yorumun gtict ve éznelligiyle gesitlenecek, zamanla
birikip aktarnlarak kalturel bir 6geye dénusecek, belki de zamanla kanonun bir pargasi olacaktir.? Ho-
yal gucu 6yle veya béyle isin icine girebilecek, i¢ine sizabilecek ¢atlagr bulur veya yaratir. Cesitliligi
saglayan da bu sekilde yine bagka bir bogluk, bir ihtimaldir. Bu da bizi yorumun ve alginin temelindeki
soruyla karsi karsiya birakir: Gergek nedir ve hakikat nasil tanimlanabilir?

Bu sorular Loukianos'un 2. yuzyilda yazdigi, kurgusal fantazmanin® ilk érneklerinden “Hakiki Hik&yeler”
adh anlatisinin ortaya gikmasinda etkili olmustur. Absurtltkleri ve “gergek digi” 6geleriyle tarihin bilinen
ilk bilimkurgu eseri kabul edilen bu anlati, hem dustincenin dus guctyle baglantisina hem de zihnin
Uretebilecedi olasiliklarin sinirsizigina guclt bir érnektir. Loukianos, yapitin hendz giris bélumuinde Ho-
meros’a referans vererek, onun gérmedigi topraklar hakkinda yazabildigini ve bunun gergekligi sorgu-
lanabilse dahi hakiki bir anlati olusturabildigini yazar.* iste bu nedenle o da kendi dig giicinu kullana-
rak gercekte var olmayan yerlere, insanlara, varliklara, olaylara ve zamanlara dair, kendi hikéyelerini,
varligr kanitlanamayacak anlatilart yazmaya karar verir. Zihninin derinlerine dogru yaptigi bu ironik ve
arkeolojik sinama onun hakikat kurgusundaki dayanak noktasini olusturacaktir.®

Fantazmanin iginde bulundugu kurgusal anlatilar tipki Loukionos'un metninin basinda yaptigr gibi
gercekten yasanmadidi belirtilse bile nasil hakikatin kendisine donUsebilir? Oyleyse her gercek hakiki
olmayabilecedi gibi her hakikat de belki gercek degildir. Veya belki s6z0 uzatmadan sunu séylemek
daha dogru olacaktir: Sanat ya da yorum yoluyla olusturulan hakikat cogu zaman -gunimuzin ha-
kikat-sonrasi (post-truth) bakis agisinin Grina olan fikirler de bu nedenle ironik ve paradoksaldirs-
kisiseldir ve ihtiyaci olan gercekligi baska bir anlatiya firsat vermeden kendisi yaratir. Bu anlamda
sanatgl, Urettigi 6zgun distinme bigimleriyle, indirgemecilikten israrla uzak duran hakikatlerin Greticisi
konumundadir. Onun gercekligi ise “sentezledigi” hakikatini yansitan, ona aracilik eden ve artik inkér
edilemez bir bigimde cisimlesen sanat eseridir. Sanat eseri de bu yolla sanatginin hakikatinin izlerini,
belirgin, bazen de imall bir bigimde izleyiciye tasiyan, onun bilincini, bilingaltini ve hatta bilingdisini
cesitli anlati bedenlerinde gergeklestiren anlatilardir.



Hasan Denizin kitapla ayni bashidi tasiyan “Hakiki Hikéyeler” adl sergisi, fotografik gdstergeleri ve tek-
nikleri kullanarak bir yéntyle kurmaca diger yénuyle ise tamamen “gergek’ bir yagsamin, kisisel ktlttrel
hikéyelerin izlerini tagtyor. Aslinda oldukga bilingli bir secgkiyi agik bir zihinle olugturulmus bulanik bir ilig-
kisellik icinde izleyiciye sunan sergi tim bunlari sahici bir tesadufilik izlenimi iginde yapmayi basariyor.
Fotograf, Hasan Deniz'in gergeklik ve hakikat arasinda kurdugu iliskinin hem aracisi hem de igbirlikgisi.
Bir tur belge olarak algilanan ve bu yolla gergek bir gercekligi aktardigi dasuntlebilecek inandiricihgin
sinirlarini zorlayan bu disiplin, Deniz'in ellerinde anlatiimayan bir tarihin kimi zaman dolayli kimi zaman
ironik kimi zaman da kriptografik kayitlarina déntsuyor. Hareketin bulanikligini veya gegmisin yikicr-
igini tastyan insan ydzleri, duyular ve zamanlar arasi bir dil kuran, bazen de “siradan” manzaralara
bilingli bir bigimde gizlenmis detaylar, ekseninden ya da oryantasyonundan kaymisg, konusuna olan
mesafesini yeniden ayarlamig kadrajlar, sanatginin séylemini siirsel bir yalhn yogunluga yaklastiriyor.

Bu bicimiyle fotograflar, sanat¢inin ayrintilarda gizlenen ve tam olarak asla agik edilmeyen, izleyici
icin (bazen de sadece sanatginin kendisi veya belli bir muhataba yénelik yerlestirilmis) imgeler ya da
sembollerle degigken bir kigisel arkeolojinin muglak buluntulari héline geliyor. Her ne kadar eserlerin
ardindaki hikdye veya hikéye parcgalari sanatgi tarafindan bilinse de izleyici bagi ve sonu net sinirlarla
cizilmemis, ucu 6zellikle acgik birakilarak tahminlere yer agan bu iz sirme durumundayken o arkeolo-
jiye yeni bir katman ekleme, belki de eserin igerigindeki anlami yeniden kurgulama ihtimaliyle karsi
karsiya geliyor.

Deniz'in fotografin gergeklik algisini ve otoritesini diledigince egip buken, esneten, saptiran ya da ye-
niden kurgulayan, géstermecilikten uzak, somutu soyutla aratan Uslubu, her eserde kendi hakikatini
olusturdugunun ve bu hakikatin mecranin ima ettigi anlam bigimlerinin digina ¢ikarak yorumu -kimi
zaman tesadufi bir bigimde ortaya ¢ikan- olasiliklara actiginin en énemli gdstergelerinden biri. Bu tip
bir hakikat, degisken, uyumlanabilen, déntsen ve yeniden okunabilen yapisiyla sergiyi sadece sanat-
cinin kisisel yasamina yénelik bir merak nesnesi, hatta neredeyse bir nadire kabinesi (ya da bir came-
ra obscura) olmaktan ¢ikararak, izleyicinin bakisina gére sekillenen, béylece olanlar kadar olasiliklari
da ifsa eden, gerceklikten beslense de belki de hi¢ bilinmeyecek, ancak hayal edilebilecek ve bu yolla
hakikatini kurgulayan bir anlam butunltgune evriliyor.



Notlar

DNA’nin genetik mutasyonu ug farkli ydntemle ortaya
cikar: Ekleme, eksiltme ve degistirme. Teorik olarak bir
canlinin yeni uzuvlar kazanmasi ya da uzuvlarinin de-
gismesi mutasyonla ortaya cikabilecedi gibi tim be-
deni sararak en sonunda onu élduren kanserli kitleler
de mutasyonun bir sonucudur. Benzer bir durum du-
stince ve anlamin tretiminde de gegerlidir. Her tlretim
anlamli degildir ve hatta kimi dtstinceler temel aldigi
fikri girdtme amaciyla ortaya atiimasalar bile onu yok
edebilir. Dolayisiyla distinme bigimleri anlam ile algi
Uzerinde belirleyicidir ve bu da hikéyelerin blyuk gu-
cunun goéstergelerinden biri olarak kabul edilebilir.

Antik Yunancada “6lgim gubugu, standart birim” an-
lamlarinda kullanilan kanon (kavav) kelimesi, zamanla
6l¢ut, kanun anlamlarina evrilmistir. Bir eserin yorum-
lanmasindaki gesitlilik zamanla belli ortak motiflerin
ve baglantilarin ortaya gikmasini saglayabilir. Béylece
basta marjinal olarak adlandirilabilecek bir disinme
bicimi, ileride olugabilecek kanonun sekillenmesinde
rol oynayabilir. Bu da elestirel bakigin temelindeki bu-
tuncul okuma igin gesitliligin ve hatta karsit géraslerin
bir arada olmasinin gerektigini ortaya ¢ikarir.

Bu kelime metinde, kendisi yerine kullanilabilecek ho-
yal gucu tanimindan etimolojik bir ima sayesinde ay-
riir ve hayal gucu iginde gizlenen karanlik cagrigim-
lari &zellikle isaret eder. Fantazma Yunanca phainein
(gostermek) kelimesinden tureyerek ginumaizde “ya-
niltici géruntd” anlamina evrilmistir. Phantom (géralen
hayal, serap hatta hayalet) kelimesi de ayni kékten
turemistir. Bu metinde ise fantazma kelimesi, her iki
anlami da dasundurmesi igin ézellikle kullaniimigtir.

Loukianos bu anlati yéntemini kendine 6zgu alaycli
bir Uslupla “madrabazlik™ olarak tanimlarken aslinda
kendi eserini de elestirel bir bakisla sorgular. “Baska
pek ¢oklari da, ayni surette, sanki kendi yurtlarindan
clkarak gezip gérmusgesine, yabani hayvanlarin cts-
selerinden, insanlarin vahsiliginden, hayatlarin aco-
yipliginden bahseden eserler yazdilar. Bunlarin piri ve
bUtin bu madrabazhdin Ustadi Homeros'un Odys-
seus'udur (..)" (Loukianos, Hakiki Hikayeler, is Banka-
si Kultar Yayinlar (2023), Cev. Erman Géren, Ertugrul
inang. (s.2)

Loukianos, UnlU Epimendes paradoksuna da bodylece
bir génderme yapar: Tim Giritlilerin yalanci oldugunu
soyleyen bir Giritliye inanmali midir?

Tum fikirlerin ayni anda hem olasi hem de olasilik digi
oldugu ve gercgekligin yalnizca stratejik bir islevsellikle
élculdigu hakikat-sonrasi kavrami, tanimsal bogluk-
lart yeni fikirlerin ortaya ¢ikmasi i¢in kullanmaz. Tam
tersine bir muglaklik Ureterek belirsizlikten dogan bir
korku yoluyla, olusabilecek yeni fikirleri engeller.



Truth, Reality,
and Other
Jnknown Things

Sinan Eren Erk



Understanding and narrating are among the fundamental drives that make a meaning out of our
lives and contribute to our self-actualization. World history is replete with the stories of individuals
who, driven by this irresistible desire, have expressed their thoughts, sometimes freely and sometimes
under oppression. We live to tell, constantly thinking of new things - even in sleep - connecting them,
combining them, and deriving profound ideas from them. We synthesize what we see or hear with
different information perceived by other senses, process them with the help of our imagination, and
produce new things from them. These mutations' we generate with visuals, audio, or writings collec-
tions of experience and feeling, over time, transform into stories. We are the authors of our own stories,
while for other stories, we are the narrators or manipulators.

Stories differ from didactic methods of narration that portray reality within a familiar narrative struc-
ture. Instead of conveying something clearly and comprehensively, stories choose to define it through
similes or perceptual proximities, utilizing the gaps in the receiver's mind. These intentional blanks
(for example, even though a description of a white dove was provided, the reader’s interpretation
would still be influenced by their previous knowledge or by a mental inference about its possible ap-
peqrance) are to be filled by the presence of the receiver. Thus, the story assumes a brand new form
and narrative through the encounter with the reader. The same story is diversified by the power and
subjectivity of interpretation, accumulating over time, transforming into a cultural element, perhaps
eventually becoming part of the canon.? One way or another, imagination finds or creates a crack that
it can penetrate or infiltrate. As such, it is yet another gap providing diversity, another possibility. This
leaves us with the fundamental question of interpretation and perception: What is reality and how can
truth be defined?

These inquiries played a significant role in the emergence of “A True Story”, one of the earliest exam-
ples of fictional phantasma® written by Lucian of Samosata in the 2nd century AD. Recognized as the
earliest work of science fiction in history due to its absurdities and “unreal’ elements, this narrative
serves as a compelling demonstration of the interplay between imagination and thought, as well as
the boundless capabilities of the human mind. Lucian, emulating Homer’s technique in the introduc-
tion, discusses Homer’s capacity to depict lands he had never set foot on; despite its incredulity, Hom-
er could still form a genuine story.* Consequently, Lucian chooses to harness his own imagination to
craft tales — narratives about places, individuals, entities, events, and epochs that exist solely within
the realms of imagination and cannot be substantiated. His ironic and archaeological inquiry into the
depths of his mind would serve as the cornerstone of his fabrication of truth.?

How could fictional narratives within the realm of phantasma come to be seen as reality, even after
their fabrication had been declared, akin to Lucian’s approach in the preface? Then, just as not every
reality is true, not every truth may be real. Without further ado, it would be more accurate to say that
the truth fashioned through art or interpretation is often personal and self-creates the reality it re-
quires without allowing room for another narrative - thus, the ideas stemming from today’s post-truth
perspective are inherently ironic and paradoxical® In this regard, the artist stands as the originator of
truths that boldly defy simplification with their unique modes of thinking. Their reality is encapsulated
in the artwork, reflecting and embodying, mediating the “synthesized” truth while manifesting it in an
undeniable form. Through various narrative embodiments, artworks convey traces of the artist’s truth,



subtly or overtly, revealing their consciousness, subconsciousness, and even unconsciousness to the
audience.

Hasan Deniz's exhibition titled “A True Story” like the book echoes personal cultural tales of a part fic-
tional and part real life through photographic signs and techniques. Indeed it presents a consciously
curated selection within a blurred relationality, offering viewers an impression of genuine serendipity
achieved with an open mind. Photography serves as both the mediator and collaborator in Deniz's
exploration of reality and truth. While often perceived as a form of documentation portraying true
reality, this discipline can push the boundaries of credibility. In Deniz's hands, it transforms into indi-
rect, ironic, or even cryptographic records of untold history. Human faces blurred with movement or
weighted down with the past; details that weave a language between senses and times, sometimes
consciously concealed within the seemingly “ordinary” landscape; frames shifted from their axis or
orientation, readjusting their distance from their subjects... Each element brings the artist’s narrative
closer to poetic simplicity and intensity.

In their current forms, photographs transform into the ambiguous remnants of a fluid personal ar-
chaeology, hidden within details that are never fully revealed. They manifest as images or symbols,
sometimes intended solely for the artist or a specific audience. While the artist is privy to the stories or
anecdotes behind the works, the audience is left to navigate through uncertain boundaries, fostering
speculation and the potential for introducing a new layer to the archaeology, perhaps even being
challenged to reshape the meaning within the artwork’s content.

Deniz's photographic style bends, stretches, distorts, or reconstructs the perception and authority of
reality as desired, eschewing grandiosity, to seek the abstract within the concrete. This approach
suggests that each work establishes its truth, transcending the implied meanings of the medium and
inviting interpretation to explore possibilities, sometimes emerging unexpectedly. This kind of truth,
with its variable and transformative nature, shapes the exhibition into more than just a curiosity about
the artist’s personal life or a mere cabinet of curiosities -or a camera obscura. Instead, it becomes a
presentation that adapts to the viewer's gaze, revealing both possibilities and occurrences. Rooted in
reality yet evolving into a cohesive meaning, it constructs its truth, one that may remain partly elusive
yet imaginable.



Notes

DNA'’s genetic mutations occur through insertion, de-
letion, and substitution. Just as mutation can lead to
the emergence or alteration of organs in organisms,
it can also result in cancerous tumors that ultimately
lead to death. Similarly, in the realm of thought and
meaning, not every creation is inherently meaningful.
Some ideas, even unintentionally, can undermine the
concepts theyre based on. Therefore, thought pat-
terns are crucial in shaping meaning and perception,
underscoring the significant impact of stories.

The Greek word ‘kanon” (kavav), initially meaning
“‘measuring rod” or “standard unit”, evolved over time
to encompass the concepts of “criterion” and “law’.
The diverse interpretation of a work can lead to the
emergence of shared motifs and connections, poten-
tially elevating initially marginal thought patterns into
shaping forces for the future canon. This underscores
the necessity of embracing diversity and even oppos-
ing viewpoints in holistic readings that underpin criti-
cal perspectives.

In this particular context, the word “phantasma’ differs
from other definitions of imagination due to its etymo-
logical connection to the darker connotations often
associated with the concept. The term “phantasma”
traces its roots to the Greek verb “phainein” (to show),
and over time, it has evolved to include the meaning
of a “deceptive image”. The English word “phantom”
(an apparition, mirage, or even ghost) also stems
from the same Greek root. In the text, “phantasma” is
deliberately used to evoke both meanings.

Loukianos, while describing this narrative method
as ‘foolery” with his distinctive mocking style, ques-
tions his own work with a critical perspective. “(..)
and many others have made choice of the like argu-
ment, of which some have published their own travels
and peregrinations, wherein they have described the
greatness of beasts, the fierce condition of men, with
their strange and uncouth manner of life: but the first
father and founder of all this foolery was Homer's Ul-
ysses (..)

" Lucian, of Samosata, Lucian’s True History. “ Trans. Hick-
es, Francis, 1566-1631 Project Gutenberg, April 12, 2024
https://www.gutenberg.org/cache/epub/45858/
pg45858-images.html

Lucian appears to be referencing the Epimenides Par-
adox in his text. This paradox asks the question: Should
you believe a Cretan who says that all Cretans are li-
ars?

The post-truth notion, where all ideas are simultane-
ously considered possible and improbable, and real-
ity is solely measured by strategic functionality, does
not utilize definitional gaps to foster the emergence of
new ideas. Instead, it hinders the potential emergence
of new ideas by generating ambiguity and fear rooted
in uncertainty.
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