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Hermendétigin Gostergebilim Analiz Yontemiyle Iliskisi ve Sanattaki Yeri
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Abstract: As early humans began to understand their environment, they started creating myths about the nature
they lived in, the world they feared and marveled at. These myths, over time, transformed into mythology,
forming a narrative language. This language, along with the ongoing development of humanity, evolved into
belief, art, and social phenomena. These phenomena led to the emergence of the idea of interpreting epics
written in antiquity and texts in the New Testament. In this context, it can be said that the concept of
hermeneutics came to the fore. This concept first began its development within the field of literature and later
influenced other fields. The aim of this research is to reveal the relationship between hermeneutics and
semiotics, and its place in art. While hermeneutics is called the science of interpretation, semiotics is described
as two complementary approaches that help to decipher what a visual means and how that meaning is named.
While semiotics shows the structure of the plastic elements of a work, such as color, light, and composition;
hermeneutics reveals the deep cultural, historical, and philosophical meanings between these plastic structures
and parts. In this research, Roland Barthes' schema of the sign was used as a semiotic analysis method, and this
method was used to analyze On Kawara's "Today's Series," Peter Kogler's "Kunsthaus Bregenz," and Njideka
Akunyili Crosby's "The Beautiful Ones." As a result, the research identified the relationship between
hermeneutics and semiotics as a specific method for interpreting works of art within this relationship, and by
examining the signs used in the works, the hidden meanings of the images that the artists intended to interpret
were revealed.
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Oz: Tlkel insanin gevresini tanimaya baslamasiyla birlikte yasadig1 doga, korktugu ve hayrete diistiigii diinya
ile ilgili efsaneler meydana getirmeye basladig1 goriiliir. Bu efsaneler zaman i¢inde mitolojiye doniiserek bir
anlati dili olusturur. Bu dil, siiregelen insan gelisimiyle birlikte inanca, sanata ve toplumsal olgulara doniisiir.
Bu olgular beraberinde, Antik dénemde yazilmis destanlarin ve Yeni Ahit’teki metinlerin yorumlanmasi
diisiincesi 6ne ¢ikar. Bu dogrultuda hermenétik kavraminin giindeme geldigi soylenebilir. Bu kavram ilk olarak
edebiyat alani i¢inde gelisimine baslamis ve daha sonra diger alanlar1 da etkilemistir. Bu arastirmanin amaci
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hermenétigin gostergebilim ile olan iliskisi ve sanattaki yerinin ne oldugunu ortaya ¢ikarmaktir. Hermendtik
yorum bilimi olarak adlandirilirken; Gdostergebilim ise bir gorselin ne anlama geldigini, bu anlamin nasil
adlandirlldigini  ¢6zmeye yarayan ve birbirini tamamlayan iki yaklasim olarak ifade edilmektedir.
Gostergebilim bir eserin renk, 151k ve kompozisyon gibi plastik dgelerin yapisini gosterirken; hermenétik bu
plastik yap1 ve pargalar arasindaki derin kiiltiirel, tarihsel ve felsefi anlamlari ortaya ¢ikarmaktadir. Aragtirmada
gostergebilim analiz yontemi olarak Roland Barthes’in gosterge semasi kullanilmig ve bu analiz yontemiyle
On Kawara’nin “Bugiiniin Serileri”, Peter Kogler’in “Kunsthaus Bregenz”, Njideka Akunyili Crosby’nin
“Giizel Olanlar” adli eserlerinin ¢oziimlemeleri yapilmistir. Sonuc¢ olarak arastirmada hermendtigin
gostergebilim ile iliskisini ve bu iliski icinde sanat eserlerinin yorumlanmasi i¢in 6zel bir yontem olarak
belirlenmis ve eserlerde kullanilan gostergeler ele alinarak sanatcilarin yorumlamak istedigi imgelerin gizli
kalmig anlamlar1 ortaya c¢ikarilmistir.

Anahtar Kelimeler: Hermenétik, Gostergebilim, Sanat, Disiplinlerarasilik, Yeni Media
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Structured Abstract:

The paintings that people in ancient times created in the most remote corners of caves have been
interpreted as a way of communicating with nature. It is observed that cave dwellers, living in harmony with
nature, began to create certain legends based on their own thoughts, stemming from their fears, curiosities, and
wonders about natural phenomena. These legends, over time, transformed into mythology, developing a
narrative language. This language, in turn, evolved into belief, art, and social phenomena. Along with all these
phenomena, the idea of interpreting epics written in antiquity and texts in the New Testament came to the
forefront. To understand these texts, hermeneutics, also known as the study of interpretation, emerged. This
concept first began to develop within the field of literature and later influenced other fields. It is noticed that
art, within these other fields, is examined in relation to hermeneutics and semiotics. In semiotics, it is seen that
the meaning of a work is expressed in different ways. Semiotics provides a scientific explanation of the signs
that form the basis of our century. With this concept, the idea emerges that words, images, sounds, and music,
which are part of all future communication networks, will guide us in expressing art. It is stated that these
communication networks do not make the viewer think about anything, nor do they convey different meanings
through the medium of signifiers. When a work of art makes contact with the viewer, traces of the viewer's
lived memories emerge. This can be a stone, a colour, a sound, or a word, and it is understood that all these
things gain originality within themselves. Before something becomes a work of art, it is merely an ordinary
object, and when this object begins to acquire an aesthetic dimension, it transforms into a work. The work
begins to reveal its true essence to society through its semantic dimension and semiotic images. One of the
most important representatives of semiotics is Roland Barthes. Barthes points out that the method of signifiers
consists of two stages: denotation and connotation. When looking at these two basic methods, denotation
expresses the signifier and what the signifier represents; connotation expresses the signified and how the sign
is represented.

The aim of this research is to reveal the connection between hermeneutics and semiotics, the place of
these two phenomena in art and the ways in which they are reflected in works. The correct understanding,
analysis, and interpretation of today's complex and diverse contemporary works of art constitutes an important
problem area. This research fills a significant gap in the literature by proposing an interdisciplinary analytical
model that synthesises both methods. Conducted using a descriptive model within a qualitative design, this
study, based on literature data, addresses the historical process of hermeneutics, the formal relationship of
semiotics based on meaning, and the interaction of these two disciplines with art. The literature review for this
research is based on numerous domestic and foreign written and oral sources, including print and digital
journals, articles, books, encyclopaedic texts, and catalogues. To effectively apply hermeneutical and semiotic
methods, the following works were selected as examples: On Kawara's "Today's Series", Peter Kogler's
"Kunsthaus Bregenz", and Njideka Akunyili Crosby's "The Beautiful Ones". Within the scope of the research,
the plastic elements and the codes and symbols contained within the works were analysed through a semiotic
schema. Accordingly, hermeneutics is positioned as the fundamental method for deciphering the deep cultural,
historical, and philosophical layers underlying the codes and symbols in the aforementioned plastic structure.
The theoretical findings of the research reveal that analysing an art object solely through formal (plastic) signs
or only through its historical-philosophical context creates a methodological limitation. Therefore, the study
proposes a holistic model that combines semiotic analysis with hermeneutical interpretation, evaluating
artworks in both their structural and contextual aspects. The works of the artists included in the text have been
analysed and interpreted in accordance with this holistic analysis model.

In the analysis of the works, the concepts of sign, signifier, and signified, as well as the primary and
secondary meaning dimensions, were used as the basis for the analysis. In On Kawara's work "Today's Series",
the figures, photographs, and compositional elements designed within the space are noted. It is observed that
certain events (tragic events, natural disasters, industrial accidents, etc.) in the work are explained through the
semiotic analysis method. In Peter Kogler's work, the meanings and explanations of elements such as space,
technology, images, and sound are provided. In the work, the primary meaning of space as the signified is
expressed as an artistic presentation consisting of three or more dimensions. The secondary meaning is the
attempt to create a new space with a different design in an empty area or on a surface. The denotative meaning
of the concept of "shown", expressed under the heading of technology, is explained as 3D mapping and video
projection. The secondary meaning is creating a perception of virtual reality for the viewer using 3D mapping
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and video projection. The denotative meaning of the images being shown is that the images are composed of
straight, horizontal, vertical, and curved lines. The secondary meaning is the transformation of an empty
architecture from its rigid reality into a new design through virtual imagery. The denotative meaning of sound
usage in the context of the shown phenomenon is what the sound evokes. As for the secondary meaning, it can
be described as the artificial perception of a non-real sound as if it were real through the senses.

In the analysis of Njideka Akunyili Crosby's "The Beautiful Ones", it was observed that explanations
were made for certain figures, photographic images, spaces, and social events in the work through the method
of semiotic analysis. In the semiotic analysis of the work, the signifier is described as the female figure and the
signified as the artist's sister. The secondary meaning, explained under the heading "secondary meaning", is
defined as the woman's place and representation in society. The photographic images in the work, under the
heading "Signified", represent old household items, clippings from fashion magazines, and images of women.
The final explanation of the analysis describes the composition, designed within a space, as representing the
interior setting of the artist's home. The secondary meaning is expressed as depicting the relationship between
the past and present in Crosby's living space, showcasing family members, the people of the country, and
people from different cultures together.

In conclusion, the main findings of the research reveal that examining works of art solely through
their formal (plastic) characteristics or only by considering their historical and philosophical contexts is
insufficient to explain the multi-layered world of meaning of the work. Therefore, the research proposes a
holistic analytical model that evaluates works of art in both their structural and contextual aspects by
considering semiotic analysis and hermeneutical interpretation together. While semiotics objectively reveals
the visual codes, signs, and meaning-production mechanisms of the work, the hermeneutical approach allows
for a deep interpretation of the meanings of these signs within their historical, cultural, social, and philosophical
contexts. On Kawara incorporates historical and cultural themes, ranging from social events to natural disasters,
into his art. In his works, he interprets these experiences in a philosophical language centred on the flow of
time, human existence, transience, and collective memory. Kogler presents image, sound, digital projection,
and space as a balanced whole. The work offers the viewer not only visual but also... It provides a multifaceted
experience where auditory, spatial, and bodily senses converge. In accordance with Gestalt theory, a world of
perception far greater than the sum of its parts emerges. Therefore, meaning is not solely hidden in the visuals;
it is constantly reproduced through the viewer's movement and experience in the space. In Crosby's work, the
intertwining of collage and transfer techniques actually represents the fragmented cultural structure of the
immigrant individual. The artist presents a multifaceted identity narrative by layering family photographs and
images from popular Nigerian culture. This aesthetic language reproduces postcolonial memory by bridging
the gap between the indelible traces of the past and the feeling of alienation in the present. In this context, the
work not only tells an individual story but also questions how cultural memory is kept alive and how our
identity is constantly changing. The photographic images on the painting surface are not direct representations
of objective reality; they are visual indicators experienced and reconstructed by the artist from their inner world.
Instead of directly reflecting reality, the photographic layers in Crosby's work construct a simulated reality
reconstructed through mechanisms of memory, experience, and cultural identity.

Keywords: hermeneutics, semiotics, art, interdisciplinarity, new media
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Résumé Structuré:

Les peintures que les peuples de 1’ Antiquité ont réalisées dans les recoins les plus reculés des grottes
ont été interprétées comme un moyen de communiquer avec la nature. On constate que les habitants des grottes,
vivant en harmonie avec la nature, ont commencé a créer certaines légendes issues de leurs propres réflexions,
nourries par leurs peurs, leur curiosité et leur émerveillement face aux phénomeénes naturels. Au fil du temps,
ces légendes se sont transformées en mythologie, développant un langage narratif. Ce langage a, a son tour,
évolué vers des croyances, I’art et des phénomeénes sociaux. Paralléelement a tous ces phénomeénes, 1’idée
d’interpréter les épopées écrites dans 1’ Antiquité et les textes du Nouveau Testament s’est imposée. Pour
comprendre ces textes, I’herméneutique, également connue comme 1’étude de I’interprétation, a vu le jour. Ce
concept a d’abord commencé a se développer dans le domaine de la littérature, puis a influencé d’autres
domaines. On constate que 1’art, au sein de ces autres domaines, est examiné en relation avec I’herméneutique
et la sémiotique. En sémiotique, on constate que la signification d’une ceuvre s’exprime de différentes
maniéres. La sémiotique apporte une explication scientifique des signes qui constituent le fondement de notre
siécle. Ce concept fait émerger 1’idée que les mots, les images, les sons et la musique, qui font partie de tous
les futurs réseaux de communication, nous guideront dans I’expression de 1’art. On affirme que ces réseaux de
communication n’incitent pas le spectateur a réfléchir a quoi que ce soit, ni ne véhiculent de significations
différentes par le biais des signifiants. Lorsqu’une ceuvre d’art entre en contact avec le spectateur, des traces
des souvenirs vécus par ce dernier émergent. Il peut s’agir d’une pierre, d’une couleur, d’un son ou d’un mot,
et ’on comprend que toutes ces choses acquiérent une originalité qui leur est propre. Avant de devenir une
ccuvre d’art, un objet n’est qu’un objet ordinaire ; lorsqu’il commence a revétir une dimension esthétique, il se
transforme en ceuvre. L’ceuvre commence a révéler sa véritable essence a la société a travers sa dimension
sémantique et ses images sémiotiques. Roland Barthes est 1’un des représentants les plus importants de la
sémiotique. Il souligne que la méthode des signifiants comporte deux étapes : la dénotation et la connotation.
Si I’on examine ces deux méthodes fondamentales, la dénotation exprime le signifiant et ce qu’il représente ;
la connotation exprime le signifié et la maniére dont le signe est représenté.

L’objectif de cette recherche est de mettre en lumiére le lien entre I’herméneutique et la sémiotique,
la place de ces deux phénomeénes dans l’art et la maniére dont ils se reflétent dans les ceuvres. La
compréhension, 1’analyse et I’ interprétation correctes des ceuvres d’art contemporaines, complexes et diverses,
constituent un domaine problématique important. Cette recherche comble une lacune significative dans la
littérature en proposant un modéle analytique interdisciplinaire qui synthétise ces deux méthodes. Menée selon
un mode¢le descriptif dans le cadre d’une approche qualitative, cette étude, qui s’appuie sur des données issues
de la littérature, aborde le processus historique de I’herméneutique, la relation formelle de la sémiotique fondée
sur le sens, ainsi que I’interaction de ces deux disciplines avec 1’art. La revue de la littérature pour cette
recherche s’appuie sur de nombreuses sources écrites et orales, nationales et étrangeres, notamment des revues
imprimées et numériques, des articles, des ouvrages, des textes encyclopédiques et des catalogues. Afin
d’appliquer efficacement les méthodes herméneutiques et sémiotiques, les ceuvres suivantes ont été
sélectionnées a titre d’exemples : la « Today’s Series » d’On Kawara, le « Kunsthaus Bregenz » de Peter Kogler
et « The Beautiful Ones » de Njideka Akunyili Crosby. Dans le cadre de cette recherche, les é1éments plastiques
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ainsi que les codes et symboles contenus dans ces ceuvres ont été analysés a I’aide d’un schéma sémiotique. En
conséquence, 1’herméneutique s’impose comme la méthode fondamentale pour déchiffrer les couches
culturelles, historiques et philosophiques profondes qui sous-tendent les codes et les symboles de la structure
plastique susmentionnée. Les résultats théoriques de cette recherche révélent que 1’analyse d’un objet d’art
uniquement a travers des signes formels (plastiques) ou uniquement a travers son contexte historico-
philosophique se heurte a une limite méthodologique. Par conséquent, 1’étude propose un modéele holistique
qui combine 1’analyse sémiotique et I’interprétation herméneutique, évaluant les ceuvres d’art tant sous leurs
aspects structurels que contextuels. Les ceuvres des artistes mentionnés dans le texte ont été analysées et
interprétées conformément a ce modele d’analyse holistique.

Dans I’analyse des ceuvres, les concepts de signe, de signifiant et de signifié, ainsi que les dimensions
de sens primaire et secondaire, ont servi de base a I’analyse. Dans 1’ceuvre d’On Kawara intitulée « Today’s
Series », on note les figures, les photographies et les éléments de composition agencés dans 1’espace. On
observe que certains événements (événements tragiques, catastrophes naturelles, accidents industriels, etc.)
présents dans I’ceuvre sont expliqués a I’aide de la méthode d’analyse sémiotique. Dans I’ceuvre de Peter
Kogler, les significations et les explications d’¢léments tels que 1’espace, la technologie, les images et le son
sont fournies. Dans cette ceuvre, la signification primaire de ’espace en tant que signifié s’exprime sous la
forme d’une présentation artistique composée de trois dimensions ou plus. La signification secondaire réside
dans la tentative de créer un nouvel espace au design différent dans une zone vide ou sur une surface. La
signification dénotative du concept de « représenté », exprimée sous 1’angle de la technologie, s’explique par
le mapping 3D et la projection vidéo. La signification secondaire consiste a créer une perception de réalité
virtuelle pour le spectateur a 1’aide du mapping 3D et de la projection vidéo. Le sens dénotatif des images
présentées est que celles-ci sont composées de lignes droites, horizontales, verticales et courbes. Le sens
secondaire est la transformation d’une architecture vide, de sa réalité rigide, en un nouveau design grace a
I’imagerie virtuelle. Le sens dénotatif de 1'utilisation du son dans le contexte du phénoméne présenté est ce
que le son évoque. Quant au sens secondaire, il peut étre décrit comme la perception artificielle d’un son non
réel, comme s’il était réel, par le biais des sens.

Dans ’analyse de « The Beautiful Ones » de Njideka Akunyili Crosby, il a été observé que certaines
figures, images photographiques, espaces et événements sociaux de 1I’ceuvre ont fait 1’objet d’explications par
le biais de la méthode d’analyse sémiotique. Dans I’analyse sémiotique de 1’ceuvre, le signifiant est décrit
comme la figure féminine et le signifié comme la sceur de I’artiste. Le sens secondaire, expliqué sous la rubrique
« sens secondaire », est défini comme la place et la représentation de la femme dans la société. Les images
photographiques de I’ceuvre, sous la rubrique « signifi¢ », représentent de vieux objets ménagers, des coupures
de magazines de mode et des images de femmes. La derniére explication de I’analyse décrit la composition,
congue au sein d’un espace, comme représentant 1’intérieur du domicile de I’artiste. La signification secondaire
est présentée comme illustrant la relation entre le passé et le présent dans 1’espace de vie de Crosby, mettant
en scéne ensemble les membres de la famille, les habitants du pays et des personnes issues de différentes
cultures.

En conclusion, les principaux résultats de la recherche révelent que 1’examen des ceuvres d’art
uniquement a travers leurs caractéristiques formelles (plastiques) ou en ne tenant compte que de leurs contextes
historiques et philosophiques est insuffisant pour expliquer I’univers de sens a plusieurs niveaux de 1’ceuvre.
Par conséquent, cette recherche propose un modéle analytique holistique qui évalue les ceuvres d’art tant sous
I’angle de leurs aspects structurels que contextuels, en combinant 1’analyse sémiotique et 1’interprétation
herméneutique. Alors que la sémiotique révele objectivement les codes visuels, les signes et les mécanismes
de production de sens de 1’ceuvre, I’approche herméneutique permet une interprétation approfondie des
significations de ces signes au sein de leurs contextes historiques, culturels, sociaux et philosophiques. On
Kawara integre dans son art des thémes historiques et culturels, allant des événements sociaux aux catastrophes
naturelles. Dans ses ceuvres, il interpréte ces expériences dans un langage philosophique axé sur le flux du
temps, I’existence humaine, I’éphémeére et la mémoire collective. Kogler présente 1’image, le son, la projection
numérique et 1’espace comme un tout équilibré. L’ceuvre offre au spectateur non seulement une expérience
visuelle, mais aussi... Elle procure une expérience aux multiples facettes ou convergent les sens auditifs,
spatiaux et corporels. Conformément a la théorie de la Gestalt, il en résulte un univers perceptif bien plus vaste
que la somme de ses parties. Ainsi, le sens ne se cache pas uniquement dans les éléments visuels ; il se reproduit
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constamment a travers les mouvements et I’expérience du spectateur dans 1’espace. Dans I’ceuvre de Crosby,
I’entrelacement des techniques de collage et de transfert représente en réalité la structure culturelle fragmentée
de I'individu immigrant. L’artiste présente un récit identitaire aux multiples facettes en superposant des
photographies de famille et des images issues de la culture populaire nigériane. Ce langage esthétique reproduit
la mémoire postcoloniale en comblant le fossé entre les traces indélébiles du passé et le sentiment d’aliénation
dans le présent. Dans ce contexte, I’ceuvre ne se contente pas de raconter une histoire individuelle, mais
interroge également la maniére dont la mémoire culturelle est maintenue vivante et dont notre identité est en
constante évolution. Les images photographiques présentes sur la surface picturale ne sont pas des
représentations directes d’une réalité objective ; ce sont des indicateurs visuels vécus et reconstruits par I’artiste
a partir de son monde intérieur. Au lieu de refléter directement la réalité, les couches photographiques de
I’ceuvre de Crosby construisent une réalité simulée, reconstruite a travers les mécanismes de la mémoire, de
I’expérience et de 1’identité culturelle.

Mots-clés : herméneutique, sémiotique, art, interdisciplinarité, nouveaux médias

Resumen Estructurado:

Las pinturas que los pueblos de la Antigiiedad crearon en los rincones mas reconditos de las cuevas
se han interpretado como una forma de comunicarse con la naturaleza. Se ha observado que los habitantes de
las cuevas, que vivian en armonia con la naturaleza, comenzaron a crear ciertas leyendas basadas en sus propios
pensamientos, surgidas de sus miedos, su curiosidad y su asombro ante los fenomenos naturales. Estas
leyendas, con el paso del tiempo, se transformaron en mitologia, desarrollando un lenguaje narrativo. Este
lenguaje, a su vez, evoluciond hacia las creencias, el arte y los fendémenos sociales. Junto con todos estos
fenémenos, cobré protagonismo la idea de interpretar las epopeyas escritas en la Antigiiedad y los textos del
Nuevo Testamento. Para comprender estos textos, surgié la hermenéutica, también conocida como el estudio
de la interpretacion. Este concepto comenz6 a desarrollarse primero en el ambito de la literatura y mas tarde
influy6 en otros campos. Se observa que el arte, dentro de estos otros campos, se examina en relacion con la
hermenéutica y la semidtica. En la semidtica, se observa que el significado de una obra se expresa de diferentes
maneras. La semidtica ofrece una explicacion cientifica de los signos que constituyen la base de nuestro siglo.
Con este concepto, surge la idea de que las palabras, las imagenes, los sonidos y la misica —que forman parte
de todas las futuras redes de comunicacion— nos guiaran a la hora de expresar el arte. Se afirma que estas
redes de comunicacion no hacen que el espectador piense en nada, ni transmiten significados diferentes a través
del medio de los significantes. Cuando una obra de arte entra en contacto con el espectador, afloran rastros de
los recuerdos vividos por este. Puede tratarse de una piedra, un color, un sonido o una palabra, y se entiende
que todas estas cosas adquieren originalidad en si mismas. Antes de que algo se convierta en una obra de arte,
no es mas que un objeto corriente, y cuando este objeto comienza a adquirir una dimension estética, se
transforma en una obra. La obra comienza a revelar su verdadera esencia a la sociedad a través de su dimension
semantica y sus imagenes semioticas. Uno de los representantes mas importantes de la semiotica es Roland
Barthes. Barthes sefiala que el método de los significantes consta de dos etapas: la denotacion y la connotacion.
Al analizar estos dos métodos basicos, la denotacion expresa el significante y lo que este representa; la
connotacion expresa el significado y como se representa el signo.

El objetivo de esta investigacion es revelar la conexion entre la hermenéutica y la semiotica, el lugar
que ocupan estos dos fendmenos en el arte y las formas en que se reflejan en las obras. La comprension, el
analisis y la interpretacion correctos de las complejas y diversas obras de arte contemporaneas constituyen un
importante ambito problematico. Esta investigacién cubre una laguna significativa en la bibliografia al
proponer un modelo analitico interdisciplinar que sintetiza ambos métodos. Llevado a cabo mediante un
modelo descriptivo dentro de un disefio cualitativo, este estudio, basado en datos bibliograficos, aborda el
proceso historico de la hermenéutica, la relacion formal de la semidtica basada en el significado y la interaccion
de estas dos disciplinas con el arte. La revision bibliografica de esta investigacion se basa en numerosas fuentes
escritas y orales, tanto nacionales como extranjeras, entre las que se incluyen revistas impresas y digitales,
articulos, libros, textos enciclopédicos y catalogos. Para aplicar de manera eficaz los métodos hermenéuticos
y semiodticos, se seleccionaron como ejemplos las siguientes obras: la «Serie Today» de On Kawara, el
«Kunsthaus Bregenz» de Peter Kogler y «The Beautiful Ones» de Njideka Akunyili Crosby. En el marco de la
investigacion, se analizaron los elementos plasticos y los codigos y simbolos contenidos en las obras mediante
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un esquema semiodtico. En consecuencia, la hermenéutica se posiciona como el método fundamental para
descifrar las profundas capas culturales, histdricas y filos6ficas que subyacen a los codigos y simbolos de la
estructura plastica mencionada. Los resultados tedricos de la investigacion revelan que analizar un objeto
artistico Uinicamente a través de signos formales (plasticos) o solo a través de su contexto historico-filosofico
supone una limitacion metodologica. Por lo tanto, el estudio propone un modelo holistico que combina el
analisis semidtico con la interpretacion hermenéutica, evaluando las obras de arte tanto en sus aspectos
estructurales como contextuales. Las obras de los artistas incluidos en el texto se han analizado e interpretado
de acuerdo con este modelo de andlisis holistico.

En el andlisis de las obras, se han utilizado como base los conceptos de signo, significante y
significado, asi como las dimensiones del significado primario y secundario. En la obra de On Kawara
«Today’s Series», se destacan las figuras, las fotografias y los elementos compositivos disefiados dentro del
espacio. Se observa que determinados acontecimientos (sucesos tragicos, desastres naturales, accidentes
industriales, etc.) presentes en la obra se explican mediante el método de analisis semiotico. En la obra de Peter
Kogler, se ofrecen los significados y las explicaciones de elementos como el espacio, la tecnologia, las
imagenes y el sonido. En la obra, el significado primario del espacio como significado se expresa como una
presentacion artistica que consta de tres o mas dimensiones. El significado secundario es el intento de crear un
nuevo espacio con un disefio diferente en una zona vacia o sobre una superficie. El significado denotativo del
concepto de «mostrado», expresado bajo el epigrafe de tecnologia, se explica como mapeo 3D y proyeccion
de video. El significado secundario es crear una percepcion de realidad virtual para el espectador mediante el
mapeo 3D y la proyeccion de video. El significado denotativo de las imagenes que se muestran es que estas
estdin compuestas por lineas rectas, horizontales, verticales y curvas. El significado secundario es la
transformacion de una arquitectura vacia, desde su realidad rigida, en un nuevo diseflo a través de imagenes
virtuales. El significado denotativo del uso del sonido en el contexto del fendmeno mostrado es lo que el sonido
evoca. En cuanto al significado secundario, puede describirse como la percepcion artificial de un sonido no
real como si fuera real a través de los sentidos.

En el analisis de «The Beautiful Ones», de Njideka Akunyili Crosby, se observd que se ofrecian
explicaciones sobre determinadas figuras, imagenes fotograficas, espacios y acontecimientos sociales de la
obra mediante el método del analisis semidtico. En el analisis semidtico de la obra, el significante se describe
como la figura femenina y el significado como la hermana de la artista. El significado secundario, explicado
bajo el epigrafe «significado secundarioy, se define como el lugar y la representacion de la mujer en la sociedad.
Las imagenes fotograficas de la obra, bajo el epigrafe «significado», representan antiguos objetos domésticos,
recortes de revistas de moda e imagenes de mujeres. La explicacion final del analisis describe la composicion,
disefiada dentro de un espacio, como una representacion del entorno interior del hogar de la artista. El
significado secundario se expresa como una representacion de la relacion entre el pasado y el presente en el
espacio vital de Crosby, en la que se muestran juntos a los miembros de la familia, la poblacion del pais y
personas de diferentes culturas.

En conclusion, los principales resultados de la investigacion revelan que examinar las obras de arte
unicamente a través de sus caracteristicas formales (plasticas) o solo teniendo en cuenta sus contextos historicos
y filosoficos resulta insuficiente para explicar el mundo de significados multifacético de la obra. Por lo tanto,
la investigacion propone un modelo analitico holistico que evalta las obras de arte tanto en sus aspectos
estructurales como contextuales, combinando el analisis semiotico y la interpretacion hermenéutica. Mientras
que la semidtica revela de forma objetiva los codigos visuales, los signos y los mecanismos de produccion de
significado de la obra, el enfoque hermenéutico permite una interpretacion profunda de los significados de
estos signos dentro de sus contextos historicos, culturales, sociales y filosoficos. On Kawara incorpora en su
arte temas historicos y culturales, que abarcan desde acontecimientos sociales hasta desastres naturales. En sus
obras, interpreta estas experiencias en un lenguaje filosofico centrado en el flujo del tiempo, la existencia
humana, la fugacidad y la memoria colectiva. Kogler presenta la imagen, el sonido, la proyeccion digital y el
espacio como un todo equilibrado. La obra ofrece al espectador no solo una experiencia visual, sino también...
...Proporciona una experiencia multifacética en la que convergen los sentidos auditivos, espaciales y
corporales. De acuerdo con la teoria de la Gestalt, surge un mundo de percepcién mucho mayor que la suma
de sus partes. Por lo tanto, el significado no se oculta unicamente en lo visual, sino que se reproduce
constantemente a través del movimiento y la experiencia del espectador en el espacio. En la obra de Crosby, el
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entrelazamiento de las técnicas de collage y transferencia representa, de hecho, la estructura cultural
fragmentada del individuo inmigrante. La artista presenta una narrativa identitaria multifacética mediante la
superposicion de fotografias familiares e imagenes de la cultura popular nigeriana. Este lenguaje estético
reproduce la memoria poscolonial al tender un puente entre las huellas indelebles del pasado y el sentimiento
de alienacion en el presente. En este contexto, la obra no solo narra una historia individual, sino que también
cuestiona como se mantiene viva la memoria cultural y como nuestra identidad cambia constantemente. Las
imagenes fotograficas sobre la superficie del cuadro no son representaciones directas de la realidad objetiva,
sino indicadores visuales experimentados y reconstruidos por la artista a partir de su mundo interior. En lugar
de reflejar directamente la realidad, las capas fotograficas de la obra de Crosby construyen una realidad
simulada, reconstruida a través de mecanismos de memoria, experiencia e identidad cultural.

Palabras clave: hermenéutica, semidtica, arte, interdisciplinariedad, nuevos medios
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CrpykrypupoBanHoe Pe3iome:

HackanbHble pUCYHKH, CO3JaHHBIE JIIOIbMH B JIPEBHOCTH B CaMbIX OTJAJIEHHBIX YroJKax MeLlep,
MHTEPIPETHPYIOTCS Kak crnocod oOumieHus ¢ npupojoil. Habmromaercsi, 4YTO IEHIEPHBIE KHUTEIH,
CYyILLIECTBOBABLINE B FAPMOHUU C IPUPOJOM, HAYalld CO34AaBaTh OIPEIEIEHHBIE JIETEH/bl, OCHOBAaHHbIE Ha
COOCTBEHHBIX MBICIISIX, IIPOUCTEKAIONINX U3 UX CTPaxXOB, JIIOOOMBITCTBA W YJIUBICHHUS Mepel MPUPOIHBIMU
srneHnIMA. Co BpeMEHEM 3TH JIETeHBl TPaHC(HOPMUPOBAINCH B MU(OJIOTHIO, PA3BUB ITOBECTBOBATEIHHBIH
S3BIK. DTOT SI3BIK, B CBOIO OUYE€pPEIb, IBOIIONMOHUPOBAI B BEPOBAHHS, MCKYCCTBO U COI[HAIBHBIC SBIICHHUS.
Hapsiny co Bcemu 3TUMM SIBIECHUSMH Ha MEPBBIN IUIaH BBILUIA UAESI UHTEPIPETALUU 3110COB, HAIIMCAHHBIX B
JpeBHocTH, U TekctoB HoBoro 3asera. [l MOHMMaHHS 3THX TEKCTOB BO3HMKIA I€pMEHEBTUKA, TaKXKe
M3BECTHas KaK HayKa 00 MHTepHpeTaiy. JTo NOHIATHE CHavyajla Hayallo pa3BUBAThHCS B 00JIaCTH JIUTEPaTypHl,
a 3aTeM OKazaylo BIMsSHHE Ha Jpyrue obsnactu. OTMedaeTcs], YTo UCKyCCTBO, B paMKax 3THX JPYTHX oOnacrtei,
paccMaTpuBaeTCd B CBSI3M C TE€PMEHEBTHKONM M CEMHOTHKOH. B cemMumoTHKe OTMeuaeTcsi, 4TO CMBICI
NPOM3BEACHHS BBIpAXAETCA Pa3IM4YHBIMU cnocobamu. CeMHOTHKa JaeT Hay4HOe OOBSICHEHHE 3HaKaMm,
JIeXKAIIUM B OCHOBE HaIIero Beka. C MOMOIIBIO 3TOH KOHIENIUY BO3HUKAET UAES O TOM, YTO CJIOBa, 00pasbl,

www.turkishstudies.net/turkishstudies



3724 Ahmet Uzuner

3BYKH M MY3bIKa, SIBJISIOLINECS YacThI0 BCeX OyayIINX KOMMYHUKAIIMOHHBIX CeTel, OyayT HAIpaBIATh HAacC B
BBIPAKCHUH MCKYCCTBA. Y TBEPXKIACTCS, YTO 3TH KOMMYHUKAIIMOHHBIC CETH HE 3aCTaBJITIOT 3PHUTEINS O YeM-
100 3aayMBIBaThCSl M HE MepelaroT pa3siMuHbIX 3HAYeHUH MocpelncTBoM 3HakoB. Korma mpousBeneHue
UCKyCCTBAa BCTYMaeT B KOHTAaKT CO 3pHUTENEM, Ha IOBEPXHOCTh BBIXOAAT CIEABl €ro IMEpekXHTHIX
BOCIIOMHHAHHH. DTO MOXXET OBITh KaMEHb, I[BET, 3BYK WJIH CJIOBO, M MOJpa3yMeBaeTCs, YTO BCE 3TH BELIH
0o0peTaloT caMOOBITHOCTh camu 1o cebe. Jlo TOro Kak 4To-TO CTAHOBUTCS NMPOU3BEAECHHEM HCKYCCTBa, OHO
SBJISIETCS BCETO JIMIIb OOBIYHBIM OOBEKTOM, a KOTZa 3TOT OOBEKT HauMHAeT MPUOOpEeTaTh ICTETHYECKOE
M3MEpEHUE, OH IIPEBpAIacTCs B MpoW3BelcHUE. [Ipom3BeneHNE HAYMHAET PACKPHIBATh CBOIO HCTHHHYIO
CYITHOCTh OOIIECTBY dYepe3 CBOE CEMaHTHYECKOE H3MEpPEeHHe W CeMHOTHUYecKkue oOpaspl. OmHuM H3
BaKHEHILINX NpeACcTaBUTENECH ceMHOTHKY siBisieTcs Ponan bapt. bapT yka3biBaeT, 4yTo METO/ 3HAKOB COCTOUT
U3 IBYX 3TaloB: JCHOTAIMM W KOHHOTAIMH. EciM paccMOTpeTh 3TH [jBa OCHOBHBIX METOAA, TO JICHOTAIHSA
BBIPAXKAET 3HAK U TO, YTO OH 0003HAYACT; KOHHOTAIMA BEIpaykacT 0003HAaUEHHOE U TO, KaK 3HAK MPEJCTaBIICHO.

Ilens maHHOTO WCCIENOBAHMS 3aKIIOYAETCd B PACKPBITHH CBSA3M MEXKIY T'€PMEHEBTHKON WU
CEMHOTHKOMN, MecTa 3THX [BYX SIBICHHH B HCKYyCCTBE M CIIOCOOOB HX OTpaKCHHS B IPOU3BEICHUSX.
[TpaBuiIbHOE MOHUMAaHUE, aHAIN3 U MHTEPIPETALUS CJI0KHBIX M Pa3HOOOPA3HBIX COBPEMEHHBIX IIPON3BE/ICHUI
MCKYCCTBA TPEICTABISIIOT CO0OH BakHYyI0 NpoOJieMHY0 o0iaacTb. JlaHHOe wHccienoBaHHE BOCHOJHSET
3HAQUUTEJbHBIA Mpo0en B JMTepaType, Npemiaras MEXKIUCIUIUIMHAPHYIO aHAJUTHYECKYI0 MOJElb,
CHHTe3Mpylolylo oba Mertoma. [IpoBemeHHOe ¢ HCHONB30BAaHHMEM ONHMCATEIBHOW MOJAENH B paMKax
KayeCTBEHHOT0 [H3aifHa, JaHHOE MCCIeJOBaHHE, OCHOBAaHHOE HAa IAaHHBIX JMTEPaTyphl, paccMaTpUBacT
HCTOPHYECKU MpOLECC Pa3BUTHS T€PMEHEBTHKH, (pOpMalbHbIE B3aHMOCBSI3M CEMUOTHKH, OCHOBAHHBIC Ha
3HAYEHHH, a TAaK)K€ B3aUMOJIEHCTBHIE 3THX JIBYX IUCLHUIUIMH ¢ UcKyccTBOM. O030p nuTepaTypsl A1 JaHHOTO
WCCIIEZIOBAaHNUS OCHOBAaH Ha MHOTOYHCICHHBIX OTCYECTBEHHBIX M 3apyOC)KHBIX NHUCHMEHHBIX W YCTHBIX
WCTOYHMKAX, BKJIIOYAs MEYaTHBIC M LU(POBBIC XKypHAJbBI, CTAaThH, KHUTH, SHIUKIONEANICCKUEC TEKCTHI M
katagord. st 3QQPEeKTHBHOTO NMPUMEHEHHS TEPMEHEBTHYECKHX M CEMHOTHYECKHX METONOB B KauyecTBE
npuMepoB ObUTM BhIOpaHbI ciepyromiue npousBenenus: «Cepust ,,Ceroans» Ona Kasapel, «KyHcrxayc
bperenny» Ilerepa Kormepa u «IIpexpacusie» Hmxunexkun Axynuwian Kpocbu. B pamkax uccinemoBanus
IUTACTHYECKUE JJIEMEHTHI, a TaKKe KOJBl M CHUMBOJIBI, COJEpXKAlIUecs B 3TUX HPOU3BEACHUSX, OBLIN
MIPOaHAIM3UPOBAHEI C IOMOIIBIO CEMHOTHYECKON cXxeMbl. COOTBETCTBEHHO, T€pMEHEBTHKA MO3ULIIUOHUPYETCA
Kak (pyHIaMEHTaJIbHBIA METO]] pacln(pPOBKH IIyOOKUX KYJIBTYPHBIX, HCTOPHUECKUX U PUIOCOPCKHUX CIOEB,
JIeKAIMX B OCHOBE KOJOB M CHMBOJIOB B YIOMSHYTOH IUIACTHYECKOW CTPYKType. TeopeTudeckue BBIBOABI
WCCIIEJIOBaHMS TTOKa3bIBAIOT, YTO AHAIM3 XY/I0’KECTBEHHOI'O OOBEKTa MCKIIOYHTENIFHO Yepe3 (opMmalbHbIe
(mmacTudeckne) 3HaKKM WK TOJIBKO Yepe3 ero HCTOPUKO-(PHITocopcknii KOHTEKCT CO31aéT METOI0IOTHYECKOE
orpannueHue. [1osToMy B MCCIeIOBaHMU INpEAJaraeTcsi NEeJOCTHAsT MOJENb, COUETAIONAs CEeMHOTHIECKUH
aHaJIM3 C TEPMEHEBTUYECKON MHTEpIIpETalyeil U Mo3BOIISIONIAs OLCHUBAThH NPOM3BEICHUS UCKYCCTBA KakK C
TOYKH 3PEHHUS UX CTPYKTYPBI, TaK ¥ C TOUKHU 3peHHs KOHTeKcTa. [IponsBeaeHust Xy JO)KHUKOB, YHOMSHYTHIX B
TEKCTe, OBUIM TPOAHATM3UPOBAHBI W HMHTEPIPETUPOBAHBI B COOTBETCTBHM C 3TOH ILEJIOCTHON MOJEIBIO
aHaIM3a.

[Ipu ananu3ze Mpou3BEACHUI B KA4€CTBE OCHOBBI MCIIOJIB30BAINCh MOHITHSI 3HAKA, 03HAYAIOIIETO U
03HAYaeMOr'0, a TaK)Ke MEPBUYHBIC M BTOPUYHBIC CMBICIOBBIC M3MepeHus. B padore Ona Kapapsr «Cepus
“Ceromns”» oTMe4arTcs IUPPhI, GoTorpaduu ¥ KOMIIO3UIIMOHHBIC 3JCMEHTHI, CIPOCKTUPOBAHHBIC B
npoctparcTBe. OTMEYAETCs], YTO OMpPEACICHHbIC COOBITHS (TParduyecKUe COOBITHS, CTHXHIHBIC OCICTBUS,
MPOMBIIIJICHHBIC aBApUU W T. J.) B NPOM3BEACHHH OOBSICHSIIOTCS C IOMOIIbI0 METOJa CEMHOTHYECKOrO
aHamm3a. B pabore Ilerepa Kormepa mnpumBomsTcs 3Ha4eHWs W OOBSICHCHHS TAaKHAX JJIEMEHTOB, Kak
MPOCTPAHCTBO, TEXHOJOTHSI, H300paKeHHS U 3ByK. B pon3BeIcHNH IEpBUYHOE 3HAYCHHUE IPOCTPAHCTBA KaK
03HAYaeMOT0 BBIPAXKACTCS B BHJC XYI0KECTBCHHOTO MPEICTABICHHS, COCTOALICTO W3 TPEX WIH Oojee
n3MepeHuil. BropuuHoe 3HaueHHe 3aKII04aeTcs B MOMBITKE CO3AaTh HOBOE MPOCTPAHCTBO C MHBIM JAM3aiiHOM
Ha MyCTOH IUIOIA Iy WIK Ha MOBEPXHOCTU. JIeHOTaTUBHOE 3HAYEHHUE TIOHSATHUS «IIOKa3aHHOE», BRIPAXKEHHOE B
pasnene «TexHomoruw», OOBSICHAETCS Kak 3D-MAINMHT W BUACONPOCKIWs. BTOpHyHOE 3HAYCHHE
3aKJIF0YAETCS B CO3JIaHWUU y 3PUTENsS OIIYIICHUsS BUPTYaTbHOW PEATbHOCTH C MOMOIIbI0 3D-mammuHra U
BHUJICONPOCKINH. J[eHOTaTHBHOE 3HAYCHHE JNEMOHCTPUPYEMBIX W300paKCHHH 3aKII0YaeTCS B TOM, YTO OHH
COCTOSIT M3 TPSMBIX, TOPU30OHTAJIBHBIX, BEPTUKAIHHBIX M KpPHUBBIX JIWHHUH. BropmuHoe 3HaueHue —
nmpeoOpa3oBaHre MYCTOH apXUTEKTYphl M3 €€ KECTKOW pEealbHOCTH B HOBBIM JU3allH TOCPEACTBOM
BUPTYaJIbHBIX 00pa3oB. J[eHOTaTHBHOE 3HAYEHHE WCIONB30BAaHUS 3BYKa B KOHTEKCTE IEMOHCTPUPYEMOTO
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SBJICHHUSI — 3TO TO, YTO BBI3BIBAET ITOT 3BYK. UTO KacaeTcss BTOPUYHOTO 3HAYCHUS, €T0 MOXHO OIHCATh KaK
HCKYCCTBEHHOE BOCIIPHATHE HEPEAIbHOTO 3ByKa YEPe3 OpPraHbl YyBCTB TaK, KaK OyATO OH peabHBIN.

IMpu anamuze paborsl Hmxunekn Axynmnn Kpocou «The Beautiful Ones» Obuio otmeueHo, 4To
00BsCHEHUs onpenenéHHbIX ¢Guryp, ¢ororpadguueckux oOpa3oB, MIPOCTPAHCTB M COLHAIBHBIX COOBITHII B
NPOM3BEACHUH JaBAINCh C IOMOIIBI0 METOJa CEeMHOTHYECKOTO aHaln3a. B CeMHOTHYEeCKOM aHallu3e
MPOM3BEACHHS O3HAYAIOMIMM OIKCBHIBACTCS JKEHCKash (Urypa, a O3Ha4aeMbIM — CECTpa XYIOKHHUIBI.
BropuuHoe 3HaueHue, packpbiBaeMoe B pasjese «BropuuHoe 3HaueHne», onpeaesieTcs Kak MecTo u oopas
KEHIUHBI B obmectBe. dororpaduueckue M300pakeHUs] B IPOM3BEACHUY, pacCMaTpUBAaeMbIe B pa3zelie
«O003HaYCHHOEY, TIPEICTABIISIIOT CTaphIe MPEIMETHI OBITa, BRIPE3KH M3 MOJTHBIX XKYPHAIOB H M300paKCHUS
JKEHIIMH. 3aKIFOYUTeIbHAS YaCTh aHAIHN3a OIHMCHIBACT KOMITO3HIIMIO, CO3AaHHYIO B paMKaX MPOCTPAHCTBA, KaK
OTpaKeHHE MHTEphepa IoMa XyJOKHUIBL. BropuuHOe 3HaueHHE BBIpaXkaeTcsi B M300paKeHUH B3aUMOCBS3H
MEXIy NPOLDIEIM U HACTOSIIMM B JKMJIOM IIpocTpaHcTBe KpocOu, rie BMecTe npencTaBieHbl WICHbl CEMbH,
JKHUTEJIH CTPaHBI U JIIOAU U3 PasHBIX KyJIbTYD.

B 3aKJIFOYCHUEC, OCHOBHBIC PE3YyJIbTAThl UCCICAOBAaHNS IMOKa3bIBAIOT, YTO U3YUCHHUC HpOH3BeZ[eHHI>i
MCKYCCTBa UCKITIOUUTEIIBHO Yepe3 UX (opMallbHbIE (IIACTUYECKUE) XapaKTEPUCTUKHU HITH TOJIBKO C yYETOM HX
UCTOPHYECKOr0 M (hHII0CO(CKOT0 KOHTEKCTa HEJJOCTATOUHO JJIsi 00BSCHEHHUSI MHOTOCIIOHHOTO MHUpa 3HaYeHU
npousseneHus. [lo3ToMy B paMKax UCCIE€A0OBAaHUSA [IPEIATacTCs LIeIOCTHAS aHATUTHYECKAs MOAEIIb, KOTOpast
OLICHUBACT IMPOU3BCACHUA HCKYCCTBAa KaK C TOYKHM 3PEHHUA HX CTPYKTYPHBIX, TaK W KOHTCKCTYaJIbHBIX
aCIIEKTOB, COYeTas CEeMHOTHYECKUI aHalM3 M TepPMEHEBTHYECKYI0 HWHTepnpeTanuio. B To Bpems Kak
CEMHOTHKa OOBEKTHMBHO DPACKPBIBACT BH3yaJbHbIC KOJABI, 3HAKH M MEXaHHM3Mbl TCHEpallud CMBICIA
NPOU3BEICHHS, TePMEHEBTHYCCKHI TTOIXO0]] MTO3BOJISIET IITyOOKO MHTEPIIPETHPOBATh 3HAYCHUS STHX 3HAKOB B
UX MCTOPUYECKOM, KYJIbTYPHOM, COLMaNbHOM U (uiocodckoMm koHTekctax. OH KaBapa BKmodaeT B CBOE
HCKYCCTBO HCTOPWYECKHE M KyJbTYPHBIC TEMbl, HauWHas OT OOLICCTBCHHBIX COOBITHII M 3aKaHYMBas
CTUXUHHBIMHU OeICTBHAMHE. B cBonX paboTax OH HHTEPIPETUPYET 3TH IEePEKUBaHHS Ha GUIOCOPCKOM S3BIKE,
B IEHTPC KOTOPOro HAXOAATCA TEYECHUE BPEMCHU, UYCITOBCUYCCKOC CYIIECTBOBAHUC, MHUMOJICTHOCTH U
KOJUIEKTHBHAs namsTh. Koryiep npezacrapisiet n3oopaxxeHue, 3ByK, HU(GPOBYIO MPOESKIHUIO U IPOCTPAHCTBO KaK
cOanmaHcupoBaHHOE Lienoe. PaGora mpemaraeT 3puTento HE TOJNBKO BU3YaNIbHBIH, HO H.. OHa mapur
MHOFOFpaHHI;IfI OIIbIT, B KOTOPOM CJIMBAIOTCA CIIYXOBBIC, IMPOCTPAHCTBECHHLIC M TCJICCHBIC ONIYHICHUS. B
COOTBETCTBUU C TEOPUEH rellTanbTa BO3HUKAET MHUP BOCIPUATHUSA, FOpa3o MPEBOCXOIMAUIMM CyMMY €ro
yacTe. Takum 06pa30M, CMBICJI HE€ CKPBIT HCKIIOYUTCIBHO B BHU3YAJIbHBIX JJICMCHTAX; OH IOCTOAHHO
BOCIIPOM3BOJHUTCS Yepe3 ABUKCHUE 3pPUTEIISL M €ro OIBIT B pocTpaHcTBe. B TBopuecTBe Kpocou neperuieTeHne
TEXHUK KOJIIaXKa M epeHoca (pakTHIeCKH OTpaxkaeT (parMeHTHPOBAHHYIO KYJIbTYPHYIO CTPYKTYPY JTUYHOCTH
UMMHTpaHTa. XyJOKHHIA MPEICTABIsCT MHOTOTPaHHBIA HappaTUB HACHTUYHOCTH, HACJIAMBas CeMEiHBbIe
¢dotorpadum ¥ 00pas3bl U3 MOMYJIAPHONH HHUTEPUIICKOW KyNbTYPbl. DTOT 3CTETHYECKHH S3BIK BOCCO3IACT
NOCTKOJIOHUANIBHYI0 TaMsTh, COCIHUHSS HEpa3phIBHBIC CJIEABI MPOLUIOr0 C YYBCTBOM OTYYXKICHHUS B
HacTosIeM. B 9ToM KoHTeKcTe paboTa He TOJBKO pacCKa3blBaeT HHIUBUAYAITBHYIO HCTOPHIO, HO M CTABUT MOJ
BOIIPOC TO, KaK COXPAaHACTCA KYJbTYpHasd MaMATb U KaK IMOCTOAHHO MCHIACTCA Halla HACHTUYHOCTD.
®ororpapudeckne n300pakeHHs] Ha MOBEPXHOCTH KapTHHBI HE SBIAIOTCA TPSMBIM OTOOpa’keHHEM
00BEKTHBHOM peasbHOCTH; 3TO BU3yalbHbIE HHANKATOPHI, IEPEKUTHIE U PEKOHCTPYHPOBAHHBIC Xy I0KHHUICH
M3 CBOEro BHYTPEHHEro MHpa. BMmecTo TOro 4YToObl HENOCPEACTBEHHO OTpaXKkaTh peajbHOCTb,
¢dororpaduyeckne cimom B paborax KpocOM  KOHCTPYHPYIOT  CHUMYJIMPOBAaHHYIO  peajbHOCTb,
PEKOHCTPYUPOBAHHYIO YCPE3 MCXAHU3MBI TAMATH, OIIbITa U KyHBTypHOf/'I HUJICHTHUYHOCTH.

KaroueBrbie ciioBa: TEpMCHCBTHKA, CCMUOTHUKA, HCKYCCTBO, MCKIUCIUIIJINHAPHOCTb, HOBBIC MC/Ia
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Yapilandirilmis Ozet:

[k gaglarda yasayan insanlarin magaralarin en iicra kdselerine yaptiklari resimler, doga ile iletisim
kurma olarak ifade edilmistir. Magara insanlarinin birlikte yasadiklar1 doga igindeki korkularindan,
meraklarindan ve hayret ettikleri doga olaylarindan kendi diisiinceleri dogrultusunda belli efsaneler yaratmaya
basladiklar1 goriiliir. Bu efsanelerin zaman ic¢inde mitolojiye doniismesiyle bir anlati dili gelisir. Bu dil,
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ilerleyen siire¢ i¢inde inanca, sanata ve toplumsal olgulara doniisiir. Biitiin bu olgularla birlikte antik donemde
yazilmis destanlarin ve Yeni Ahit’teki metinlerin yorumlanmasi fikri 6ne ¢ikar. Bu metinlerin anlasilmasti i¢in
yorum bilim olarak adlandirilan hermenétik glindeme gelir. Bu kavram ilk olarak edebiyat alani iginde
gelismeye baslamig ve daha sonra diger alanlari etkilemistir. Diger alanlar i¢inde sanatin da hermenétik ile
gostergebilim analiz yontemiyle iliskisi icerisinde incelendigi fark edilir. Gostergebilimde, bir yapitin
anlaminin farkl yollarla ifade edildigi goriiliir.

Gostergebilim, yasadigimiz yiizyilin temelini olusturan gostergelerin bilim dali olarak ifade
edilmesini saglar. Bu kavramla, gelecekteki her tiirlii iletisim ag1 iginde yer alan sozciiklerin, goriintiilerin,
seslerin ve miizigin sanat1 ifade etmede bize yol gosterici olacag fikri 6ne ¢ikmaktadir. Bu iletisim aglarimin
izleyiciye bir sey diisiindiirtmedigi gibi gdsterge yoluyla farkli anlamlara da gelmedigi ifade edilmektedir.
Sanat eseri izleyiciyle temas kurdugunda izleyicin yasamis oldugu anilarmin izlerinin ortaya ¢iktig1 gortiliir.
Bunun bir tag, renk, ses, kelime olabildigi ve biitiin bu seylerin kendi i¢cinde 6zgiinliik kazandig1 anlagilir. Bir
sey sanat eserine doniismeden Once sadece siradan bir nesnedir ve bu nesne estetik boyut kazanmaya
basladiginda bir esere doniisiir. Eser anlamsal boyutuyla ve gostergesel imgelerle kendi gergek 6ziinii topluma
gostermeye baglar. Gostergebilimin en énemli temsilcilerinden biri de Roland Barthes’tir. Barthes, gosterge
yonteminin diiz anlam ve yan anlam olmak iizere iki asamadan olustuguna dikkat gekmektedir. Bu iki temel
yonteme bakildiginda diiz anlam, gdstereni ve gdsterenin neyi temsil ettigini; yan anlam ise gosterileni ve
gostergenin nasil temsil edildigini ifade etmektedir.

Bu arastirmanin amaci, hermenétigin gostergebilimle olan baglantising; bu iki olgunun sanattaki yerini
ve yapitlara yansima bigimlerini ortaya koymaktir. Gilinimiiziin karmasik ve cesitlenmis c¢agdas sanat
eserlerinin dogru bir sekilde anlagilmasi, ¢éziimlenmesi ve yorumlanmasi Onemli bir problem alani
olusturmaktadir. Arastirma, her iki yontemi sentezleyen disiplinlerarasi bir analiz modeli 6nererek literatiirdeki
onemli bir boslugu doldurmaktadir. Nitel bir tasarimda betimsel modelle gerceklestirilen bu ¢alisma, literatiir
verilerine dayanarak hermenétigin tarihsel siirecini, gostergebilimin anlama dayal1 bicimsel iliskisini ve bu iki
disiplinin sanatla olan etkilesimini ele almaktadir. Bu arastirmanin literatiir taramasi; basili ve dijital dergiler,
makaleler, kitaplar, ansiklopedik metinler ile kataloglar dahil olmak iizere yerli ve yabanci pek ¢ok yazili ve
sozlii kaynaga dayanmaktadir. Calismada hermenétik ve gostergebilimsel yontemlerin etkin sekilde
uygulanabilmesi amaciyla; On Kawara’nin Bugiiniin Serileri, Peter Kogler’in Kunsthaus Bregenz ve Njideka
Akunyili Crosby’nin Giizel Olanlar isimli yapitlart 6rneklem olarak belirlenmistir. Arastirma kapsaminda
yapitin plastik unsurlari ile barindirdig1 kod ve semboller gostergebilimsel bir sema lizerinden ¢oziimlenmistir.
Bu dogrultuda hermenétik; séz konusu plastik yapidaki kod ve sembollerin altindaki derin kiiltiirel, tarihsel ve
felsefi katmanlar1 desifre eden temel metot olarak konumlandirilmigtir.

Arastirmanin kuramsal bulgulari, sanat nesnesinin salt bi¢cimsel (plastik) gostergeler ya da yalnizca
tarihsel-felsefi baglam {izerinden ¢dziimlenmesi metodolojik bir sinirlilik yarattigini ortaya koymaktadir. Bu
nedenle ¢alisma; gostergebilimsel ¢oziimleme ile hermendtik yorumu bir arada ele alan, sanat eserlerini hem
yapisal hem de baglamsal yonleriyle degerlendiren biitiinciil bir model onermektedir. Metinde yer alan
sanatgilarin yapitlari, gelistirilen bu biitiinciil analiz modeli dogrultusunda ¢6ziimlenip yorumlanmistir.

Eserlerin ¢oziimlemesinde; gosterge, gosteren ve gosterilen kavramlari ile ilk ve ikincil anlam
boyutlar1 temel alinarak analizler gergeklestirilmistir. On Kawara’nin “Bugiiniin Serileri” isimli eserinde yer
alan figiirler, fotograflar ve mekan iginde tasarlanan kompozisyon unsurlar belirtilmistir. Eserde yer alan
belirli olaylarin (trajik vakalar, dogal felaketler, endiistriyel kazalar vb.) gdstergebilim analiz yontemi
araciligiyla agiklandigi fark edilmistir. Peter Kogler’in eserinde yer alan mekan, teknoloji, imgeler ve ses gibi
unsurlari anlamlarryla birlikte agiklamalari verilmistir. Yapitta mekanin gosterilen ilk anlamu, ii¢ ve daha ¢ok
boyuttan olusan sanatsal sunum olarak ifade edilmektedir. ikincil anlamu ise bos bir yerde veya yiizeyde farkli
bir tasarimla yeni bir mekan olusturulmaya g¢alisilmasidir. Teknoloji adi altinda ifade edilen “gdsterilen”
kavrami altinda yer alan diiz anlam, 3D haritalama ve video projeksiyon olarak agiklanmaktadir. Yan anlam
ise 3D haritalama ve video projeksiyon kullanilarak izleyici lizerinde sanal gerceklik algisi yaratmaktir.
Imgelerin gosterilen diiz anlamz; diiz, yatay, dikey ve egrisel ¢izgilerden olusan gériintiilerdir. Yan anlami, bos
bir mimarinin kat1 ger¢ekliginden siyrilarak mimarinin sanal imge yoluyla yeni bir tasarima doniistiiriilmesidir.
Ses kullaniminin ise gosterilen olgusundaki diiz anlami, sesin ne ¢agristirdigidir. Yan anlamina gelince gergek
olmayan bir sesin yapay yolla ve duyu organlar1 vasitasiyla gergekmis gibi algilanmasi denebilir.
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Njideka Akunyili Crosby’nin “Giizel Olanlar” eseri lizerine gerceklestirilen ¢oziimlemede; eserde yer
alan belirli figiirler, fotografik goriintiiler, mekan ve toplumsal olaylar gibi unsurlara gdstergebilim analiz
yontemi araciligiyla agiklamalar yapildigi goriilmiistiir. Gostergebilim yontemiyle incelenen eserde gosterenin
anlammin kadm figiirii, gosterilenin ilk anlaminm ise sanatcinin ablasi oldugu ifade edilmektedir. Ikincil
anlami baslig1 altinda agiklanan ise kadinin toplumdaki yeri ve temsili olarak tanimlanmasidir. Yapitta yer alan
fotografik goriintiilerin “gdsterilen” basgligi altinda gecen diiz anlamui ise eski ev egyalarini, moda dergilerinden
kesilmig kagitlar1 ve kadin imgelerini vermektedir. Céziimlemenin son agiklamasi olan bir mekan iginde
tasarlanan kompozisyonun gosterilen diiz anlami, sanat¢inin yasadigi evin i¢ kurgusu olarak betimlenmektedir.
Yan anlam aciklamasi ise Crosby’nin yasamig oldugu yerin gecmigle bugiiniin iligkisini, aile bireylerini, tilke
insanlarini ve farkli kiiltiirlerdeki insanlar1 bir arada gdsterme olarak ifade edilmektedir.

Sonug olarak arastirmanin temel bulgulari, sanat yapitlarinin yalnizca bigimsel (plastik) ozellikleri
iizerinden ya da yalnizca tarihsel ve felsefi baglamlar1 dikkate alinarak incelenmesinin, eserin ¢ok katmanl
anlam diinyasin1 aciklamada yetersiz kaldigin1 ortaya koymaktadir. Bu nedenle arastirma, gostergebilimsel
¢ozlimleme ile hermendtik yorumu birlikte ele alarak sanat eserlerini hem yapisal hem de baglamsal yonleriyle
degerlendiren biitiinciil bir ¢6ziimleme modeli Onermektedir. Gostergebilim, eserin gorsel kodlarini,
gostergelerini ve anlam tiretim mekanizmalarini nesnel bir bigimde ortaya koyarken; hermenétik yaklasim bu
gostergelerin tarihsel, kiiltiirel, toplumsal ve felsefi baglam igerisindeki anlamlarini derinlemesine
yorumlamaya olanak saglamistir. On Kawara, toplumsal olaylardan dogal afetlere kadar uzanan tarihi ve
kiiltiirel konular1 sanatina tasir. Eserlerinde bu yasanmisliklari; zamanin akisi, insan varolusu, gegicilik ve
kolektif hafiza ekseninde felsefi bir dille yorumladigidir. Kogler; goriintii, ses, dijital projeksiyon ve mekan1
dengeli bir biitiin olarak sunmaktadir. Eser, izleyiciye sadece gorsel degil; isitsel, mekéansal ve bedensel
duyularin birlestigi coklu bir deneyim yasatir. Gestalt kuramina uygun olarak, parcalarin toplamindan ¢ok daha
biiyilik bir algt diinyast dogar. Bu yiizden anlam, yalnizca gorsellerde gizli degildir; izleyicinin mekandaki
hareketi ve deneyimiyle siirekli yeniden tiretilir. Crosby nin ¢aligmasinda, kolaj ve transfer tekniklerinin i¢ ice
gegisi, aslinda gogmen bireyin parcalanmis kiiltiirel yapisini temsil eder. Sanatgi, aile fotograflart ve popiiler
Nijerya kiiltiiriiniin imgelerini katmanlastirarak ¢oklu bir kimlik anlatist sunar. Bu estetik dil, gegmisin silinmez
izleri ile simdiki zamanin yabancilik hissi arasinda koprii kurarak postkolonyal bellegi yeniden fiiretir. Bu
baglamda eser, yalnizca bireysel hikaye anlatmakta kalmiyor; ayni zamanda kiiltiirel bellegin nasil canlt
tutuldugunu ve kimligimizin nasil siirekli degistigini sorguladigi goriilmektedir. Resim yiizeyinde yer alan
fotografik imgeler, nesnel gergekligin dogrudan temsilleri degil; sanat¢inin igsel diinyasindan deneyimleyip
yeniden kurguladigi gorsel gostergelerdir. Crosby'nin ¢alismasindaki fotografik katmanlar, gergekligi
dogrudan yansitmak yerine; bellek, deneyim ve kiiltiirel kimlik mekanizmalariyla yeniden insa edilen simiilatif
bir ger¢eklik kurgulamaktadir.

Anahtar Kelimeler: Hermenotik, Gostergebilim, Sanat, Disiplinlerarasilik, Yeni Media
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Introduction

Language is a crucial tool in the development of human history. It can be said that humans
initially attempted to communicate with each other by drawing pictures on cave walls. These
drawings became a language of communication for people living in caves. As human consciousness
evolved, the capacity for social interaction expanded, creating a need to communicate with both
micro-groups and macro-scale communities. Over time, language has developed its own scientific
structure in line with social, religious, artistic, scientific, and technical advancements. The term
"hermeneutics" originates from the ancient Greek verb "hermeneuein,”" meaning "to interpret," "to
explain," or "to translate" (Zimmermann, 2020, p. 13). The name hermeneutics was first used in the
17th century by Johann Conrad Dannhauer in his book *Hermenetica Sacra Sive Methodus
Exponenda S. Literarum* (Toprak, 2003, p. 9). This term first developed within the field of literature
and, in the process of its development, has influenced various fields. Hermeneutics continued to
evolve in a different direction in line with the developments of the Enlightenment in the 18th century.
It is noticeable that art was also affected by this development. In the historical process of art,
following Plato's understanding of imitating nature in art and Aristotle's concept of catharsis
(spiritual purification), a period began in which the artist started to express their own intellectual
creativity individually from the 18th century onwards (Durhan, 2020, p. 1983). Thus, the artist,
moving away from the position of a craftsman, transformed into a person who emphasized
subjectivity and individuality, creating and interpreting unique works. There is a close relationship
between hermeneutics and semiotics as analytical methods. In this context, the interpretation of
artists' works utilizes both methods. These methods have transformed into a multilingual structure
encompassing art and various fields (aesthetics, literature, science, technology, etc.) today. Because
it is noticeable that this structure is being used within the context of contemporary art. This artistic
approach encompasses a range of works, including depicted pieces, paintings on canvas, conceptual
works created with various materials, video installations, digital works created using algorithms, and
three-dimensional and sound-incorporated works. The subject of this research is to analyze
contemporary artworks within the context of hermeneutical and semiotic analysis methods. In this
context, the works examined will be interpreted within the framework of hermeneutics and semiotics.
Contemporary artworks have transformed into a multilingual, multi-meaningful, and holistic new
structure, ranging from canvas paintings to conceptual works, from digital algorithms to video
installations. The accurate understanding, analysis, and interpretation of these complex and diverse
contemporary artworks constitutes a need and a problem area. This research, starting from the
relationship between hermeneutics and semiotics, aims to determine the place of these two concepts
in art and how they guide art. This study is considered significant for offering a comprehensive and
interdisciplinary perspective on art criticism by synthesizing semiotic data with hermeneutical
interpretation. The unique value of the research lies in its ability to bridge different disciplines,
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combining the structural and linguistic power of semiotics with the historical, cultural, and semantic
interpretive depth of hermeneutics. Within a framework of shared interpretive methodology, it
reveals and analyzes the profound layers of meaning in contemporary art practices, ranging from
canvases and algorithms to video installations and three-dimensional works incorporating sound'.

The Concept and Development of Hermeneutics

Hermeneutics means interpretation. Interpretation is something we use extensively in many
fields of study and in our daily lives. Hermeneutics is seen in plays, novels, art, films, laws, the Bible,
and other sacred texts. The purpose of interpretation can be stated as naming a situation or a text and
understanding what it means (Zimmermann, 2020, p. 11). The word "hermeneutics" comes from the
Ancient Greek verb hermeneuein, meaning "to interpret," "to explain," or "to translate"
(Zimmermann, 2020, p. 13). This concept does not appear in Antiquity; it is only attempted to be
expressed within the concepts of rhetoric and allegory, which are subjects of philosophy. In Ancient
Greece, the attempts to interpret Homer's epics, the Iliad and the Odyssey, are considered an
indication that the foundations of hermeneutics were slowly beginning to form (Toprak, 2003, p. 9).
The term "hermeneuein" appears in the work Clavis Scripturae Sacrae, written by Matthias Flacius
[yricus in 1500. This book puts forward the idea that there should be special methods and rules for
understanding religious and ancient texts. However, it is noticed that the concept of hermeneutics is
not used when this idea is discussed by theorists. The concept of hermeneutics first appears in the
book Hermeneutica Sacra sive methodus exponendarum S. Literarum, written by Johann Conrad
Dannhauer in the 17th century” (Toprak, 2003, p. 9). (Figure 1).

Figure 1. The book Hermeneutica Sacra Siv and Methodus Exponendarum S. Literarum written by
Johann Conrad Dannhauer.

! For various studies on semiotics, semantics, structuralism, deconstruction, intertextuality, Greimas’s actantial model,
Propp’s morphological approach, and translation semiotics, as well as the analysis of literary texts, poetry, novels, short
stories, visual texts, advertisements, cinema, photography, digital media, and cultural signs through different semiotic
approaches, see also: Tokel (2007), Iseri ve Demirgiines (2008), Akin (2009), Erdem (2009), Batur (2010), Giindogdu
(2012), Altunkaya (2012), Bulut (2012), Biilbiil Oguz (2012), Kula Demir ve Yigit (2013), Uzunkaya (2013), Onciil (2013),
Baghanam ve Yilmaz (2013), Yilmaz (2013), Sayar (2013), Bankir (2013), Akpinar (2014), Aktulum (2013), Bars (2014),
Uslu (2014), Aslan Karakul (2014), Zari¢ (2014), Dogan (2015), Ercantiirk (2015), Tiire Abaci (2015), Giil Akmaz (2016),
Koca ve Kirkincioglu (2016), Uslu (2016), Keskin ve Baser (2016), Dumanli Kadizade (2016), Kogak ve Giirgay (2016),
Yasar (2017), Tuna (2017), Kuleli (2017), Kalelioglu ve Giinay (2018), Sankir (2018), Bilici ve Bilmez (2018), Dogan
(2018), Kuleli (2018), Kuleli (2018), Istksalan (2018), Unalan ve Sesen (2020), Budak (2020), iseri ve Capan Tekin (2020),
Tekinarslan ve Yigit (2021), Celik ve Ozginar (2021), Camur (2022), Isik ve Dar1 (2023), Ségiit (2022), Altay (2024), Eken
ve Gezmen (2019), Tuncer (2021), Giizel (2022), Aksoy Arikan (2021), Biiyiikkarci (2021), Yaman (2021), Giirses Sanbay
(2021), Yildirim (2022), Eriskin ve Uzdu Yildiz (2023), Karimova ve Demir (2024), Demircan (2025), Yerkdy (2020).
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( https://books.google.com.mx/books?id=-elgAAAAcAAJ&printsec= frontcover#v=onepage&q&f=false,
Access date: 03.06.2026)

The critical and analytical approaches that began to develop with the Enlightenment in the
18th century have influenced all fields. From the 18th century onwards, hermeneutics focused on
methods for interpreting mythological stories and religious texts. The concept of hermeneutics
acquired a contemporary structure in the 19th century. Today, hermeneutics has transformed into a
holistic philosophy and methodological theory based on understanding and naming. There are
important theorists within the science of hermeneutics. These are: Friedrich Schleiermacher, Hans
Georg Gadamer, and Paul Ricoeur. In Schleiermacher's approach, hermeneutics is an art of
understanding that encompasses not only written texts but also oral dialogues. The author positions
the phenomena of understanding and interpretation as two separate dynamics, giving priority to the
process of understanding. In the text, understanding and interpretation are treated as two different
phenomena; however, above all, the vital importance of "understanding" the text is emphasized.
Schleiermacher argues that correctly understanding a text cannot be limited solely to linguistic
analysis; It has been argued that analyzing the historical context in which the work was written, the
prevailing conditions of the period, and the author's state of mind is essential. Two fundamental
parameters play a critical role in textual analysis: formal structure and the author's psychology.
Formal reading examines grammar, sentence structure, and semantic texture. Psychological reading,
on the other hand, requires understanding the author's historical context and mental state. (Bal,
Dokmener, 2021, p. 75).

Hans Georg Gadamer's hermeneutical interpretation is not limited to the field of literature,
but appears to be examined within a multifaceted structure encompassing various other fields.
Gadamer argues that interpreting a text requires examining it from both a psychological and historic
perspective (Toprak, 2003, p. 130). He maintains that since the dawn of human existence, humans
have striven to make sense of the world around them, and this process of meaning-making necessarily
involves the individual's own interpretation; for, according to him, understanding is fundamentally
nothing other than interpretation. Gadamer states that language itself is a continuous development
since the dawn of human existence, and all the concepts within language play a significant role in
the process of human understanding. This meaning-making has led to a specific interpretation. This
interpretation should be evaluated within the context of the encompassing nature of culture and the
lived experience. At this point, Gadamer specifically refers to Schleiermacher's emphasis on the need
to consider psychological elements in language during the interpretive process. Accordingly,
although humans are born into a world of meanings, they are not shaped solely by these meanings.
Humans express meanings through individual interpretations, and it is through these individual
interpretations that they begin to transform themselves. Conceptual structures in language are a joint
product of cultural norms and individual-psychological dynamics. Therefore, analyzing the value
system of a particular segment necessitates examining not only collective forms of perception but
also the psychological orientations to which the subject is exposed during linguistic production.
Given the dynamic nature of culture and the complexity of meaning-making processes, it is
impossible to analyze the human world using natural scientific methods; therefore, the
methodological structure and epistemological perspective of this field must be differentiated
(Firinciogullari, 2016, pp. 46-47).

Paul Ricoeur, emphasizing the inseparable link between hermeneutics and language, argues
that the focus of this discipline should be language and the texts in which language embodies itself.
Ricoeur grounds his approach in texts, which he calls written works, and the reading-writing or
speaking-writing relationship expressed as linguistic acts. Ricoeur mentions his self-developed
concept of a "Hermeneutic Framework," stating that many methodological problems can be solved
within this framework (Sar1, 2005, p. 22). Ricoeur's philosophy expresses that humans cannot
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understand themselves directly, but can only perceive themselves indirectly through language,
symbols, narratives, and texts. Ricoeur states that a change in the form of texts and expressions occurs
through the characteristics of certain verbal parts. This change is expressed through a clear
relationship between objects and signs. This relationship is object, symbol, and sign. This tripartite
relationship also brings interpretation with it. The relationship here is, so to speak, like a three-legged
stool; These pillars represent, respectively, the interpretation process, textual boundaries, and the
relationship between object and sign. In this relationship, the "object" directly corresponds to the text
itself, the "sign" is the deeper meaning revealed through structural analysis, and the "series of
interpretations" refers to the chain of interpretations that have not yet been contextualized within the
text's own dynamics (Sari, 2005, p. 29).

The Relationship Between Hermeneutics and Semiotics, and its Reflection in Art.

Hermeneutics, meaning the study of interpretation, and semiotics are two complementary
approaches that aim to decipher the meaning of a work or image and how that meaning is created.
While semiotics shows the plastic structure (color, light, composition) of an image, hermeneutics
reveals the deep cultural, historical, and philosophical meanings between these plastic structures and
their components. Semiotics expresses the images, such as codes and symbols, in the work in terms
of both denotative and connotative meaning. Hermeneutics, by taking these codes and symbols,
reveals the spirit of the era and human experience reflected in the image. It can be said that these two
fundamental approaches mutually reinforce each other.

Within the relationship between hermeneutics and semiotics, works of art are interpreted
formally and linguistically. In this relationship, a work of art conveys more than just a sign. The work
generates a great deal of meaning through itself. In terms of meaning generation, works of art have
an open structure. Because works of art are open in structure, many ideas are generated, and thus
works of art can be perceived and interpreted in many different ways. The definition of an open
structure means that every work of art has an infinite number of readings and is constantly
reconstructed. In this respect, the art object maintains its semiotic function as a system of signs and
multiplies layers of meaning. This correlation between the work and language constantly expands
the semantic dimension. The articulation of a work of art with natural language does not only occur
at the conceptual (signified) level. Writing, a formal signifier of language, is positioned as a pictorial
signifier in various forms not only in painting but also in contemporary art practices that exclude
traditional media after the 1960s (Batu, 2014, pp. 16-17).

Contemporary art features paintings on canvas, conceptual works created with various
materials, video installations, digital works created using algorithms, and works with different
narrative styles including three-dimensional and sound elements. It can be said that these works are
related to hermeneutics and visual semiotics. The interpretation of a work is based on the relationship
between language and the visual meaning of that work. “In a work of art, language is an image, and
this image is seen to leave an impact on the viewer. Hermeneutics suggests that there is a unity
between language and image in the interpretation of a work. The image encompasses a process of
interpretation that never ends, and it is understood that the image constantly demands new meanings
from the viewer. Therefore, the idea that the hermeneutical circle is never complete, that the final
word can never be spoken, yet the cycle of interpretation continues, is emphasized” (Ataman, 2007,
p. 29). The interpretations of works created in different styles also differ within this relationship. For
example, a painting on canvas; the compositional principles of this painting, the meanings of
structural elements such as color, and the content of the painting are all within the scope of this
concept. In a conceptual study, however, a linguistic evaluation or analysis is carried out using
concepts such as time, space, writing, human, and nature. “In conceptual art, form fades or its effect
diminishes, and then its transformation into writing is seen. It is noticeable that the work is not given
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much or little attention from an aesthetic point of view.” Because it is understood that the artist wants
to highlight his thoughts in his work” (Eygeci, 2023, p. 1651). “It is realized that digital works created
by algorithms emerge as a result of developments in science, technology, philosophy, and language.
Video images designed using algorithms, 3D sculptures, holograms, and works created with
computer data are emerging as multiple art works born from the combination of art, science, and
technology” (Uzuner, 2023, p. 1950).

In this context, all future communication networks are utilized in the analysis of a work of
art; words, images, sounds, music, and art in general are used as guides in interpreting the meaning
of this relationship (incirkus, 2019, p. 61). All these designations may not make the viewer think
about anything in a work of art, or may not refer to other meanings through signs. However, when a
work of art comes into contact with the viewer, it opens up its own hidden world. This can be a stone,
a color, a sound, a word, and all of these gain originality within their own existence. Before anything
becomes a work of art, it is an ordinary object, and this ordinary object becomes a work when it
begins to be evaluated in an aesthetic dimension. The work begins to present its own reality to society
through its meaning and semiotic images (Heidegger, 2011, p. 92). Roland Barthes is known for his
work in semiotics and his contributions to this field. Barthes conducted research in line with the
relationships between linguistics and structural analysis methods. As a result of these studies, he
expresses semiotics not as a science but as a systematic field of application. In later years, Barthes
moved away from the structural analysis model and turned to a new theory of texts based on multiple
readings (Rifat, 2014, pp. 61-62). The relationship between Barthes' Semiotics and Hermeneutics is
established on the axis of deconstructing the search for meaning and transforming meaning from a
singular to a plural production. The relationship between these two approaches can be described as
reading the hidden meaning behind a text or a work of art. "The author expresses the principles of
semiotics in the form of four headings and binary oppositions. The first is Language and Speech; the
second is Signified and Signifier; the third is Syntax and System; the fourth is Denotation and
Connotation" (Rifat, 2014, p. 62) (Figure 2).

Gosterge

Gosteren Gosterilen
Figure 2. Barthes' Schema of Signs
( https://www.idildergisi.com/makale/pdf/1689949246.pdf, Access date: 03.06.2026)

This topic is examined with several examples. The first example is Rene Magritte's painting
"This Is Not a Pipe" (Figures 3-4).

b
'_' Leci nest pos une pie.

—

Figure 3. Rene Magritte's painting, "This Is Not a Pipe," 1928-29.
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(https://tr.wikipedia.org/wiki/%C4%B0mgelerin_%C4%B0haneti#/media/Dosya: MagrittePipo.jpg,
Access date: 03.06.2026)

Figure 4. Rene Magritte, “This Is Not a Pipe”, 13 x 18 cm, Engraving, 1898—1967.

( https://nazliisik.com/wp-content/uploads/2022/03/rene-magritte-ceci-nest-pas-une-pipe.jpg,
Access date: 03.06.2026)

René Magritte, in his works, uses linguistic and visual signs together to question the
relationships between representation, reality, writing (linguistic signifier), and visual image (Batu,
2014, p. 19). A picture of a pipe and a text related to its representation stand out in these works. It is
noticeable that the traditional link between language and image is broken in these works, offering a
new interpretation. “The first drawing shows a meticulously crafted pipe and a text. This text is the
sentence, ‘This is not a pipe.” The second drawing shows the same pipe, the same explanation, and
the same text. However, the text is placed within a frame alongside the pipe. Furthermore, the space
is ambiguous, and there is another large pipe within that space. It is understood that the first drawing,
with its simple appearance, amazes the viewer, while the second presents multiple images within its
ambiguity. The frame, standing upright on the easel and supported by wooden wedges, reminds us
of a painter's canvas. It is noticeable that the work is finished, exhibited, and visualized with a text
that offers interpretation to the viewer. The absence of any permission from the artist in either the
title or the pictorial elements of the work, and the appearance of the parquet floor, suggest that this
is a classroom” (Foucault, 2023, p. 19). In the second drawing, the pipe is not actually a pipe; it only
represents a pipe. The large pipe within the space, the space itself... It is striking that the perspective
is inversely proportional. The size of the large pipe gives the impression that it is suspended in space.
Here, a contrast is noticeable between the large pipe's apparent suspension in space and the stillness
of the pipe resting on the easel. The painting, the pipe within it, and the text seem to be anchored to
a surface to prevent them from collapsing. On the other hand, the easel, the frame, the canvas or
panel, and the drawing all appear as if they are about to fall over. It is assumed that when the broken
boards, the shattered images, and the words in the painting are overturned/shattered, only a large
image of a pipe will remain (Foucault, 2023, pp. 20-21). However, it is understood that in both
paintings, the image of the pipe reveals that there is no actual pipe there, and that it is merely a
representation of an image. In Ciindioglu's book, Art and Philosophy, the following statements are
made on this subject:

’

Actually, there isn't just a picture of a pipe and the text "Ceci n’est pas une pipe’
(This is not a pipe). On the contrary, the text itself is a picture. It is a part of the picture.
The picture of the pipe and the motto only together form the picture and/or the idea of
the picture. Two parts, one whole. A whole in parts. So, if this isn't a pipe, then what is
it? This is a picture of a pipe, not a pipe! That is, it is not the truth itself, but only a
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representation. Pictures, like words, are representations. Representations of truth. If 1
were to stop there, I would undoubtedly be disrespecting the truth. So I correct myself:
No picture depicts the truth itself; rather, it represents the truth specific to the artist, that
is, the truth of the artist (Ciindioglu, 2022, pp. 140-141).

Another example is Joseph Kosuth's artwork, also titled Rosetta Stone, based on the Rosetta
Stone in England (Figures 5-6).

Figure 5. Rosetta Stone, 30 BC, British Museum.  Figure 6. Joseph Kosuth, Rosetta Stone, 1990, Place des
London. Ecritures, France.
(https://tr.wikipedia.org/wiki/Rosetta Ta%C5%9F%C4%B 1#/media/Dosya:Rosetta  Stone. JPG,

Access date: 03.06.2026)
(https://historiadesconocida.com/wp-content/uploads/2020/03/Una-r%C3%A9plica-de-la-Piedra-de-
Rosetta-en-Rashid-Rosetta-Egipto.JPG-1.jpg, Access date: 03.06.2026)

The original piece of this artwork is located in the British Museum in London. This original
work appears to consist of three separate sections, each written in a different language. “These
languages are Demotic (the language used by the people in Egypt), Hieroglyphic, and Ancient Greek.
Joseph Kosuth's work, *The Rosetta Stone*, stands out as a conceptual piece. Kosuth transferred a
copy of the Rosetta Stone, located in the British Museum, onto a massive stone. The artist had the
opportunity to examine this work from a semiotic perspective. It is observed that Kosuth attempts to
make the viewer think by establishing a connection between language and art. With this work, it is
noticed that the artist interacts with different cultures, moving away from his own country's writers
such as Goethe, Walter Benjamin, James Joyce, and Ludwig Wittgenstein. Thus, it is noteworthy
that Kosuth tries to reflect the emotions of different societies in his works. The work is a beautiful
piece that highlights the dialogue between visual arts and philosophy. While looking at the work, the
viewer is not content with looking at a blank surface, but tries to communicate through abstract
forms/writings that contain concepts and thoughts. This feature, which reveals one of the approaches
of conceptual art, is seen as a connection between language and thought.” "It enables the
establishment of new bridges" (incirkus, 2020, pp. 618-619).

Method

This research is a qualitative study conducted using a descriptive method. The study
examines the historical development of hermeneutics, the relationship between semiotics and the
formal relationship of interpretation and meaning, and the relationship between these two concepts
and art, through a literature review. The semiotic method is explained by utilizing the sign schema
of images such as the plastic structure of the work (color, light, composition), codes, and symbols.
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Hermeneutics is a method for revealing deep cultural, historical, and philosophical meanings from
among the various symbols and codes within this plastic structure (Batu, 2014, p. 16).

The literature review utilized domestic and foreign sources; various journals, articles, and
books published online; catalogs published by the artist, various written and oral sources; and
encyclopedic texts. The following works were selected as examples, as they are considered to
demonstrate the applicability of hermeneutical and semiotic methods: On Kawara's "Today's Series,"
Peter Kogler's "Kunsthaus Bregenz," and Njideka Akunyili Crosby's "The Beautiful Ones." The main
reason for selecting these works is that, in addition to representing different modes of production in
contemporary art, they possess a rich layer of meaning from a hermeneutical and semiotic
perspective.

These works analyze the signs, signifiers, and signifieds through the lens of linguistic usage
(language structure, writing patterns), historical time dimensions (past-present-future), social events,
natural disasters, industrial accidents, scientific and technological advancements (3D mapping, video
projection, sound, mind, image), and cultural issues (the place and representation of women in
society).

Findings

On Kawara creates works using information, documents, written language, and linguistic
imagery from his personal life, including his lifestyle, places of residence, identity, and friendships.
The work depicted by the artist is the "Today's Series" (Figure 7).

DEC.291977 MAY20.1981

Figure 7. On Kawara, Today Series, Acrylic on canvas, 45.5 x 67 cm, 1966-2013, Private
Collection, New York/London.
( https://www.guggenheim.org/teaching-materials/on-kawara-silence/paintings-today-series..-.date-
paintings, Access date: 03.06.2026)

It is noticeable that the artist conducted linguistic research in the countries he lived in and
traveled to between 1966 and 2013, and incorporated this research into his work. Kawara appears to
have archived this research according to specific dates. The artist uses the concepts of word and time
within the context of language structure in his work. The linguistic structures in the work are writing
templates. These templates are fixed, ordinary, and unchanging forms. In creating his work, the artist
conveyed his inner world and daily events from his individual life without questioning them (Eygeci,
2023, p. 1658), utilizing the language strategy of conceptual art. Kawara addresses the language
structure in a simple way within a conceptual framework; with this approach, he constructs his work
through definitions of time and place. The language used by the artist emerges as a reflection of the
simplicity and routine of his own life. It can be said that, as a human being, the artist attempts to
understand the time dimension he has lived in (past-present-future), the space he inhabits (city-
country-geography), and the intellectual processes of these places and the people living in them,
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through his own logic. When these conceptual works by the artist are examined in terms of time, it
becomes possible to observe how both the artist and the society in which they live perceive,
understand, and interpret time.

In the work, time (date, day, month) is shaped/visualized as an objective entity, while the
artist's experiences in the places he lived (subjective existence) gain meaning in his mind (Ko¢ &
Kaplan, 2022, p. 935). It is understood that the artist portrays himself as an ordinary person in his
works and tries to narrate the tragic experiences he lived within this ordinariness through endless
repetitions. It is noticeable that Kawara does not make historical references in his work, but only tries
to express the horror experienced in daily life and people's indifference to events in a critical
language. The artist tries to concretize people's indifference with the dates included in his work and
the events with constant repetitions. Kawara states that he became bored, his psychology
deteriorated, and this situation even reached an unbearable level during the creation of his works.
This process ends with the artist's death in 2013 (Woo, 2010, pp. 71-72). It is understood that
Kawara's works address and depict the devastation caused by wars, natural disasters, industrial
accidents, diseases, suicides, and social events. In this particular work, the artist seems to be trying
to express the same themes and, by addressing these issues, is attempting to show the social turmoil
in the United States where he lived. It is noteworthy that the artist uses articles and images collected
from daily newspapers to depict all these social events in his work. (Woo, 2010, p. 66).

An Analysis of the Work Titled "Today's Series" Using Visual Semiotics

When evaluated within a hermeneutical context, the work stands out for its analysis within
the framework of the sign, signifier, and signified. In the work, the sign is the artwork itself; the
signifier consists of specific dates, newspapers, and colors; and the signified is the events that
occurred on those dates and the message intended to be conveyed within those events. The sign of
the work is the dates created using a text template. The signifier in this work is the meaning of the
dates shown by Kawara, and this meaning is expressed in two ways: the first is denotative, and the
second is connotative. The denotative meaning refers to events that the artist personally experienced
in the places he lived and traveled. The connotative meaning is expressed as the devastation caused
by wars, natural disasters, industrial accidents, diseases, suicides, and social unrest. As for the
concept of the signified, the psychological, sociological, and social traces of the historical events on
the artist are evident.

In his work, the artist attempts to present the horror he experienced and the indifference of
people to these events by repeating them at specific dates. These repetitions in the work can be
interpreted as Kawara's critique of societal insensitivity. The newspaper clippings in the work
represent, in a literal sense, news of an event or events, and in a secondary sense, depiction,
explanation, archival creation, and process through visual imagery. The color signifier, in its literal
sense, represents the inanimate, concrete, and immeasurable; its secondary meaning is gray, blue,
and red.
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Table 1: Visual Sign Analysis Method

Sign Title of the Work: Today Series
Signifier Signified
Denotation Connotation
Disasters caused by
wars,
Constant, Ordinary industrial accidents,,
Invariable diseases,
These are events the suicides, and social unrest .
Dates artist personally Psychological, sociological
(Writing Templates) experienced in the Affects.
places where they Presenting and
lived and traveled. critiquing events

amidst horror and human indifference
within a specific chronological framework .

Newspaper News of the Event(s) Description via visual imagery, explanation,
archive creation, process.
Color Inanimate, Grey, Blue, Red

Concrete,Uncountable

(Source:Biiyiikparmaksiz ve Ermis, 2022).

The concept of space has generally been used as a supporting element in the historical
development of painting. Traditionally, space is understood as a complement to the painting. This
point began to change with modernism. The narrative of space evolved into three dimensions and
other dimensions with the Op Art approach, starting with Cubism. Today, space begins to carry
artistic value with digital art. The possibilities offered by digital art allow for the reshaping of space.
Space is reproduced with digital elements and transformed into whatever design the artist desires.
Looking at the process of creating space in digital technology, 3D mapping and video projection
methods are used. 3D mapping is the projection of certain spaces (buildings, complex and three-
dimensional surfaces) through a projector. The images projected onto a specific space are dynamic,
in harmony with the surface, and consist of specific graphic indicators. This new technology is seen
to be transformed into different artistic applications under the influence of scientific developments
(Saglam, 2020, pp. 58-60). There are artists who use digital art in their spatial designs, and one of
them is Peter Kogler. Kogler's design of "Kunsthaus Bregenz" is an interesting work (Figure 8).

Figure 8. Peter Kogler, Kunsthaus Bregenz, 2000, Computer Animation / Projection, Sound: Franz
Pomassl, Photography: Markus Trette.
( https://www.kogler.net/wordpress/photos/kunsthaus-bregenz-projektion-2000/ Access date:
03.06.2026)

The work opens the doors to a new and different digital world. It is a journey from an empty
space into a world of images conceived and created in the artist's mind. This perspective is
reminiscent of the famous philosopher John Locke's 17th-century idea that the human mind is a blank
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slate (Tabula Rasa) at birth and is shaped by experience. From this perspective, it can be assumed
that the artist attempts to make an empty space a part of both society and his own mental process
through his personal experiences. Looking at the work, it is clear that it evokes the fast-paced living
conditions of today's world and the cycles observed within these conditions. In his work, the artist
creates a new space by detaching a rigid architectural structure from its reality. This space emerges
as a dynamic, moving, instantaneous, and self-contained structure. In this and similar works by
Kogler, fundamental plastic concepts of painting, such as fullness and emptiness, are utilized.
(Saglam, 2020, p. 61).

Analysis of the Artwork Titled '"Kunsthaus Bregenz'" Using the Visual Semiotics
Method

In this work, the signifier is the artwork itself. The signifying space is the images and sound
created with digital technology. Regarding the signified aspect of the artwork, the denotative
meaning of space is an artistic presentation created using three or more dimensions; its secondary
meaning is the creation of new spaces from any empty space or surface through a different design.
These spaces are seen as real or virtual, and it is understood that the boundaries between the viewer
and the artwork are attempted to be eliminated through the images created in the space. In this work,
technology is the signifier, with its denotative meaning being 3D mapping and video projection. Its
secondary meaning is the creation of a virtual reality perception on the viewer using 3D mapping
and video projection methods. With the created virtual reality, images, touch, etc., are attempted to
be perceived as real through the senses. When examined through the concept of image, the denotative
meaning refers to geometric images consisting of straight, horizontal, vertical, and curved lines
projected by digital technological tools. The underlying meaning is that the reflected images subvert
the rigid realism of architecture, and with this subversion, the architectural surface is redesigned
through virtual images. It is observed that the traditional perspective of art, where images are viewed
from the outside, is evolving towards an understanding where these images are incorporated into the
viewing experience with new technology. The use of sound is an evocation of something. However,
it is the artificial perception of sounds that do not actually exist, through the senses, as if they were
real. Although the use of sound in the work varies with the image, a meaningful balance is established
between them (Tugal, 2018, p. 217).

Table 2: Visual Sign Analysis Method

Sign Title of the Work: Kunsthaus Bregenz

Signifier Signified
Denotation Connotation

The creation of new spaces through a different design of any empty

space or surface. Spaces are seen as real or virtual, and the idea is

given that the boundaries between the viewer and the artwork
disappear through real and virtual images.

Creating a sense of virtual reality for the viewer using 3D mapping

Artistic presentation
Space created using three
or more dimensions

Tecnology 3D mappipg a'md and Videg projection methods: Attempting to perceive phenomena
video projection such as images and touch as if they were real through the senses
within the created virtual reality.
Geometric patterns
Image / gonsisting of The projegted imagqs subvert the? rigid reality of a.lrchitec.ture, aqd
Images stral-ght, horizontal, through this subversion, the. archl.tectural surface is redesigned via
vertical, and curved virtual images.
lines
sound The Association of The ability to perceiye s.ounds that do not actually exist as real,
Sound through artificial means and sensory organs.
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Njideka Akunyili Crosby is an artist who addresses representation and cultural issues through
the concept of the sign. Crosby's use of diverse techniques and materials is noteworthy. Her work,
"The Beautiful Ones," is a good example of this approach (Figure 9). Born in Nigeria, the artist
depicts the cultural elements of her country in her paintings in a way that resembles a photographic
image. The subject of the painting is a woman, and her place in society is discussed. A striking point
in the work is the transparent depiction of a black woman in the center of the painting, and the
photographs hanging on the wall create a sense of unity within the composition. This unity in the
photograph represents the woman's body and the privacy of the woman within the home. It is
understood that Crosby depicts this situation in her painting with a critical language (Ozeskici, 2018,
pp. 118-119). It is clear that the artist questions the woman and her relationship with culture within
society in her painting; and that she conveys this questioning in a critical language and within a
cultural context. The artist creates his works by designing old photographs using collage techniques.
Crosby's approach is notable for combining photographs from newspapers or magazines within a
chosen theme, employing collage techniques and transparent colors.

A \‘:,. - B
;
¢l LN
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Figure 9. Njideka Akunyili Crosby, The Beautiful Ones, 152.5 x 106.68 cm, Acrylic on paper,
transfer and colored pencils, 2014.

( https://www.njidekaakunyilicrosby.com/selected-works, Access date: 03.06.2026)

An Examination of the Work Titled "The Beautiful Ones" Using Semiotic Analysis
Method

Table 3: Visual Sign Analysis Method

Sign Title of the Work: The Beautiful Ones
Signifier Signified
Denotation Connotation
The place of women in society, their representation, and
Female Figure The Artist's Sister the artist's integration of the image of women with the

cultural fabric of the country in which she lives.

Old household items,

. . The artist's re-enactment of her memories reshapes aspects
clippings from fashion

Photographs macazines. and imaces such as family and shared cultural values and the woman's

& ’ & lifestyle in the country where she lived as a minority.
of people

.\ Bringing her country's past to the present, the artist brings
Composition S . 3 .

. o The interior design of  together people from different cultures such as her family

Designed Within . .

a Space the artist's home members, the people of Nigeria where she was born,

Nigerian Americans and Americans.
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The signifying phenomenon is the artwork itself, while the signifier is the female figure, the
photographs, and the composition conceived within a space. The signifying phenomenon of the
artwork is the female figure. In a literal sense, this figure, the artist's sister, signifies, in a secondary
sense, the place and representation of women in society, and the artist's integration of the image of
women with the cultural fabric of the country in which she lives. The signifiers in the images in the
photographs used in the painting are framed photographs depicting Crosby's home, old household
items, papers cut from fashion magazines, and human images. Other signifiers are the artist's re-
enactment of memories, the attempt to reshape familial and shared cultural values in the country
where she lived as a minority, and the woman's lifestyle. The composition conceived within a space
and its primary meaning is the domestic setting of the artist's life. The secondary meaning in the work
is created by bringing together the artist's country's past with the present, family members, the people
of Nigeria, her birthplace, Nigerian Americans, and American figures—that is, people from different
cultures (Ozeskici, 2018, p. 119).

Conclusion

It can be said that the depictions of humans, animals, and nature drawn by primitive man on
cave walls served as fundamental tools in the process of social communication. This communication
evolved from visual media to language, and then to writing, throughout history. Primitive man's
attempt to understand nature and existence paved the way for the emergence of various epic
narratives; these epic stories, in turn, transformed into mythology. These mythologies disappeared
or underwent changes with the emergence of monotheism, becoming integrated into religious
discourse. The concept of hermeneutics entered the literature with the process of examining epics
written in antiquity. Hermeneutics has emerged as an interpretive method for understanding the
meaning of works within the discipline of art. The semiotic method, on the other hand, is the analysis
of what a visual, text, or cultural element expresses (its apparent and deeper meanings) within a
structural system. Furthermore, it has been observed that hermeneutics and semiotics support each
other in a theoretically close way. In the works, Roland Barthes' schema of signs, one of the important
representatives of semiotics, has been used. Based on R. Barthes' model of the sign, analyses of
denotation and connotation were conducted using the signifier and signified. Accordingly, On
Kawara's "Today's Series," Peter Kogler's "Kunsthaus Bregenz," and Njideka Akunyili Crosby's
"The Beautiful Ones" were analyzed using the semiotic analysis method.

In On Kawara's work titled "Today's Series," the figures, photographs, and compositional
elements designed within the space have been explained. Based on these explanations, it has been
observed that, in addition to interpreting the visual depictions, the artist leaves certain points open to
interpretation to encourage the viewer to think. It can be said that the artist attempts to reflect events
such as tragic incidents, natural disasters, industrial accidents, diseases, social unrest, and suicides to
the viewer in the work. In Peter Kogler's work, the signifier is the work itself. In this context, the
signifier is defined as space, images created with digital technology, and sound. The signified is the
presentation created using three or more dimensions, transforming an empty space or surface into a
design using digital techniques. It is seen that the space is constructed as real or virtual; the idea of
eliminating the boundaries between the viewer and the work through forms that take shape in the
space is explored. Through 3D mapping and video projection techniques, which are the digital
creations of the work, a sense of virtual reality is created for the viewer. The analysis revealed that
the virtual horizontal, vertical, and curved lines created in the space stretch the rigid reality of the
architecture, and that the architectural surface is redesigned through these images. Although the use
of sound and imagery differs in the study, it can be said that a meaningful unity and balance is
established between these elements.

An analysis of Njideka Akunyili Crosby's painting "The Beautiful Ones" reveals that the title
ofthe work is a signifier; the signifier is a female figure, and the signified is the artist's sister. Through
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this figure, it can be argued that the painting explores the woman's place and representation in society,
as well as the artist's attempt to identify the image of women with the cultural fabric of her own
country. The photographic images depicted in the painting appear as a re-imagined reflection of the
artist's memories, family issues in the country where she lived as a minority, shared cultural values,
and lifestyles. The interior composition of the house also carries multifaceted meaning. Looking at
the interior arrangement, it becomes clear that the artist strives to bring her country's past into the
present, highlighting the situations of family members, the Nigerian people, Nigerian Americans,
and different cultural identities within American society.

The analysis of hermeneutics reveals a relationship between the concept of hermeneutics and
semiotics. According to the findings, semiotics demonstrates the plastic structure of the artwork,
while hermeneutics interprets this structure within its historical, cultural, and philosophical context.
The bridge between the images concealed by the artist and the viewer's reception process is
established through the dynamic interaction of these two methods. Therefore, while semiotics
analyzes the anatomy of the artwork, hermeneutics imbues this anatomy with spirit and context,
freeing art criticism from one-dimensionality. In hermeneutics, within its relationship with semiotics,
interpretations of artworks address issues such as the place and representation of women, family
relationships, immigration, tragic accidents, natural disasters, diseases, and social problems within
their historical context. The artists' depictions of adaptation problems for people living in other
countries, immigration, and a sense of not belonging are explained within their cultural context,
leading to specific inferences. Philosophically, On Kawara's work is shaped around themes such as
time, existence, transience, and collective memory. Peter Kogler's work is grounded in the
philosophy of postmodern art, the ontology of space, and the dynamics of aesthetic perception within
a philosophical context. The piece demonstrates a philosophical foundation that transcends the
boundaries of traditional art understanding and questions the perception of reality. The space can be
said to be synonymous with Jean Baudrillard's theory of 'Simulation'. Through digital techniques (3D
mapping, projection), physical and virtual space intertwine, engaging with the rigid realism of
architecture and its inherent variability.

The works examined in this research reveal how contemporary art redefines fundamental
concepts such as viewer, space, time, identity, and cultural memory. In particular, Peter Kogler's site-
specific installation largely eliminates the traditional art distinction between artwork and viewer.
While in classical art the viewer is a passive subject positioned opposite the artwork, in Kogler's
work the viewer's body becomes a direct component of the artwork, actively participating in the
meaning-making process within the experiential structure of the virtual space. Thus, the artwork
ceases to be merely a visual object and transforms into a dynamic structure completed by the viewer's
physical presence and perceptual experience.

In Kogler's work, image, sound, digital projection, and spatial arrangement form a balanced
whole. The viewer does not experience the work solely through their sense of sight; they experience
a multisensory experience in which their auditory, spatial, and bodily perceptions are all actively
involved. This demonstrates, as predicted by Gestalt theory, that a perceptual whole is formed that
is greater than the sum of its parts. Therefore, meaning is continuously reproduced not only through
visual signs but also through the viewer's movement and experience within the space.

In Njideka Akunyili Crosby's work, *The Beautiful Ones*, fundamental issues of
contemporary society such as cultural fragmentation, identity, migration, belonging, minority status,
and the postcolonial experience are addressed. By intertwining individual life stories with collective
cultural memory, the artist makes visible the process of identity construction that the migrating
individual undertakes between their past and present. In this context, the work not only presents an
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individual narrative but also raises an intellectual discussion on the reproduction of cultural memory
and the constantly transforming nature of identity.

The photographic images on the painting's surface appear not as direct representations of
objective reality, but rather as visual signs reconstructed through the artist's subjective experience.
This approach can be linked to Jean Baudrillard's theory of simulation. According to Baudrillard, in
contemporary society, images no longer reflect reality but rather reproduce it and create a new realm
of reality. The photographic layers used in Crosby's work also produce a simulated reality,
reconstructed through memory, experience, and cultural identity, rather than a direct representation
of reality.

One of the key findings of this research is that examining works of art solely through their
formal (plastic) characteristics or only by considering their historical and philosophical contexts is
insufficient to explain the multifaceted world of meaning within the work. Therefore, this study
proposes a holistic analytical model that evaluates works of art in both their structural and contextual
aspects by combining semiotic analysis with hermeneutical interpretation. While semiotics
objectively reveals the visual codes, signs, and meaning-production mechanisms of the work, the
hermeneutical approach allows for a deep interpretation of the meanings of these signs within their
historical, cultural, social, and philosophical contexts.

In this respect, the research contributes to art theory, methodology, and literature.
Academically, the most important contribution of the study is that it brings together the structural
objectivity of semiotics and the contextual and interpretive approach of hermeneutics on a common
methodological ground. Thus, the theoretical distinction between structure and context, objectivity
and subjectivity is overcome; and the multi-layered meaning structure of works of art can be
explained more comprehensively.

Most previous research has either analyzed artworks formally using semiotic methods or
evaluated them solely within their historical and philosophical contexts using hermeneutical
approaches. This research, however, fills a significant gap in the literature by proposing an
interdisciplinary analytical model that synthesizes both methods. In particular, the reinterpretation of
data obtained from the semiotic decoding of plastic structures within the framework of Baudrillard's
theory of simulation, the ontology of space, and contemporary hermeneutical theories demonstrates
the applicability of the method to contemporary artworks.

The semiotic-hermeneutical approach to the analysis of themes such as migration,
displacement, cultural memory, social traumas, natural disasters, industrial accidents, time,
transience, and existence in the examined works allows for the consideration of artworks not merely
as aesthetic objects, but also as historical, cultural, and social documents. In this respect, the research
can be said to demonstrate the network of reciprocal interaction between the artist, the artwork, and
the viewer. Through the semiotic analysis method, the visual signs, symbols, and images used by the
artists in their works have been systematically analyzed; the explicit and implicit layers of meaning
carried by these signs have been revealed. Hermeneutical interpretation, on the other hand, has
explained how meaning is produced by considering the historical, cultural, and intellectual contexts
of these signs. Thus, it is possible to say that an interdisciplinary analytical model has been developed
that contributes to a more conscious and holistic interpretation of the meanings that artists attribute
to their works by the viewer.
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Hermenétigin Gostergebilim Analiz Yontemiyle iliskisi ve Sanattaki Yeri

Giris

Dil, insanlik tarihinin gelisimi icinde énemli bir aractir. Insanoglunun, magara duvarlarina
resimler cizerek birbirleriyle iletisim kurmaya calistiklar1 sdylenebilir. Insanoglunun ¢izdigi bu
resimler, magara doneminde yasayan insanlar icin iletisim dili olmustur. Insanoglunun biling
diizeyinin evrimsel ilerlemesiyle birlikte insanin sosyal etkilesim kapasitesi genislemis, bu sayede
hem mikro gruplar hem de makro 6lgekli topluluklarla iletisim kurma gereksinimi ortaya ¢ikmustir.
Dil; zaman icinde toplumsal, dinsel, sanatsal, bilimsel ve teknik gelismeler dogrultusunda kendi
bilimsel yapisint olusturmustur. “Hermenoétik’ terimi, kokenini Eski ~ Yunancada ‘yorumlamak’
‘aciklamak’ ya da ‘geviri yapmak’ anlamina gelen hermeneuein fiilinden almaktadir” (Zimmermann,
2020, s. 13). Hermenotik adi ilk kez 17. yiizyilda Johann Conrad Dannhauer tarafindan yazilmis olan
Hermenetica Sacra Sive Methodus Exponenda S. Literarum adl kitapta kullanilmistir (Toprak, 2003,
s. 9).

Bu terim ilk olarak edebiyat alani icinde gelismis ve gelisen siire¢ iginde farkli alanlari
etkilemistir. Hermendtik, 18. yiizyilda aydinlanma déneminde yasanan gelismeler dogrultusunda
farkli siirece dogru ilerleyerek devam etmistir. Sanatin da bu gelisimden etkilendigi fark edilir. Sanat
tarihsel siire¢ igerisinde, Platon’dan gelen sanatta dogayi taklit etme anlayisi ve Aristoteles’in
katarsis (ruhsal arinma) kavramimin ardindan, 18. yiizyildan itibaren sanat¢inin kendi diisiinsel
yaraticiligin bireysel olarak ifade etmeye basladigi bir doneme evrilmistir. (Durhan, 2020, s. 1983).
Boylelikle sanatci, zanaatgi konumdan siyrilarak 6znelligi, bireyselligi 6ne plana gikan ve kendine
0zgli eserler yaratmaya ve yorumlamaya baslayan kisiye doniigmiistiir. Hermendtik ve gdstergebilim
analiz yontem arasinda siki bir iliski vardir. Sanat¢ilarin eserlerinin yorumlanmasi bu baglamda her
iki yontemden yararlanmaktadir. Bu yontemler, giiniimiizde sanat ve farkli alanlarin iginde oldugu
(estetik, edebiyat, bilim, teknoloji vb.) ¢ok dilli bir yapiya donilismiistiir. Zira s6z konusu bu yapinin
giliniimiiz sanat anlayis1 i¢cinde kullanildig1 géze carpmaktadir. Bu sanat anlayisi; betimlenen eserler,
tuval ilizerine resim, farkli malzemelerle olusturulmus kavramsal ¢alismalar, video enstalasyonlar,
algoritmalar kullanilarak olusturulmus dijital ¢alismalar, {i¢ boyutlu ve sesin de i¢inde oldugu farkli
calismalarin olusturuldugu bir alandir. Bu arastirmanin konusu, giincel sanat eserlerini hermenotik
ve gostergebilimsel analiz yontemlerinin iligkisi i¢inde ¢oziimlemektir. Bu baglamda incelenen
eserler, Hermen6tik biliminin gostergebilim (semiyoloji) yontemi iliskisi i¢ginde yorumlanacaktir.

Glinlimiiz ¢aligmalar tuval resminden kavramsal ¢aligmalara, dijital algoritmalardan video
enstalasyonlarina kadar ¢ok dilli, cok anlamli, biitiinciil yeni bir yapiya doniismiistiir. Bu karmagik
ve g¢esitlenmis ¢agdas sanat eserlerinin dogru bir sekilde anlasilmasi, ¢6ziimlenmesi ve
yorumlanmasi bir ihtiyag ve problem alani olusturmaktadir. Bu arastirma, hermenétik ve
gostergebilim iligkisinden yola ¢ikarak; bu iki kavramimn  sanattaki yerini ve sanata nasil yon
verdigini belirlemeye amaglamaktadir. Calisma, gostergebilimsel veriler ile hermendtik yorumu
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sentezleyerek, sanat elestirisine kapsamli ve disiplinlerarast bir bakis sunmasi agisindan &nemli
gorlilmektedir. Arastirmanin 6zgiin degeri, farkli disiplinlerle kdprii olusturmasi, gostergebilimin
yapisal ve dilbilimsel giicii ile hermendtigin tarihsel, kiiltiirel ve anlamsal yorumlama derinligini
birlestirerek ortak bir yorumlama yontemi c¢ergevesinde; tuvalden, algoritmalara ve video
enstalasyonlarindan ses iceren ii¢ boyutlu ¢alismalara kadar giincel sanat pratiklerinin derin anlam
katmanlarim ortaya ¢ikarmasi ve ¢éziimlenmesini saglamasidir?.

Hermendtik Kavrami ve Gelisimi

Hermendtik yorumlama anlamina gelir. Yorumlama pek c¢ok ¢alisma alaninda ve giindelik
yasamimizda ¢ok kullandigimiz bir seydir. Hermendtigin oyunlarda, romanlarda, sanatta, filmlerde,
yasalarda, Incil’de ve diger kutsal metinlerde kullanildig1 gériiliir. Yorumlamanin amaci bir durumu
veya bir metni adlandirmaya ve ne anlama geldigini anlamak olarak belirtilebilir (Zimmermann,
2020, s. 11). “Hermenoétik” sozciigli, Eski Yunancada “yorumlamak™, “aciklamak™ ya da “geviri
yapmak” anlaminda kullanilan hermeneuein fiilinden gelmektedir (Zimmermann, 2020, s. 13). Bu
kavramin adi Antik Cag’da gegmemekte, sadece felsefenin konulari olan retorik ve alegori
kavramlar1 icinde ifade edilmeye calisiimaktadir. Antik Yunan’da Homeros’un yazmis oldugu //yada
ve Odisseia destanlariin yorumlanma cabalari, hermenétigin temellerinin yavas yavas olusmaya
basladiginin gostergesi olarak kabul edilir (Toprak, 2003, s. 9). Hermeneuein fiilinin, 1500 yilinda
Matthias Flacius Illyricus tarafindan yazilan Clavis Scripturae Sacrae adli calismada dile getirildigi
goriiliir. Bu kitapta, dini ve antik metinlerin anlasilmasi i¢cin 6zel yontem ve kurallarin olmasi
gerektigi fikri 6ne siirlilmiistiir. Ancak bu fikir teorisyenler tarafindan tartisilirken Hermenotik
kavraminin kullanilmadigi fark edilir. Hermenotik kavrami ilk kez 17. yiizyilda Johann Conrad
Dannhauer tarafindan yazilmis olan Hermeneutica Sacra sive methodus exponendarum S. Literarum
adli kitapta gegmektedir” (Toprak, 2003, s. 9). (Gorsel 1).

2 Gostergebilim, anlambilim, yapisaleilik, yapisdkiim, metinlerarasilik, Greimas’in eyleyenler modeli, Propp’un
bi¢imbilimsel yaklagimi ve geviri gdstergebilimi basta olmak {izere; edebi metinler, siir, roman, hikaye, gorsel metinler,
reklam, sinema, fotograf, dijital medya ve kiiltiirel gostergelerin farkli géstergebilimsel yontemlerle ¢éziimlenmesine
iliskin cesitli alismalar icin ayrica bk. Tokel (2007), Iseri ve Demirgiines (2008), Akin (2009), Erdem (2009), Batur (2010),
Giindogdu (2012), Altunkaya (2012), Bulut (2012), Biilbiil Oguz (2012), Kula Demir ve Yigit (2013), Uzunkaya (2013),
Onciil (2013), Baghanam ve Yilmaz (2013), Y1lmaz (2013), Sayar (2013), Bankir (2013), Akpmar (2014), Aktulum (2013),
Bars (2014), Uslu (2014), Aslan Karakul (2014), Zari¢ (2014), Dogan (2015), Ercantiirk (2015), Tiire Abac1 (2015), Giil
Akmaz (2016), Koca ve Kirkincioglu (2016), Uslu (2016), Keskin ve Baser (2016), Dumanli Kadizade (2016), Kogak ve
Giirgay (2016), Yasar (2017), Tuna (2017), Kuleli (2017), Kalelioglu ve Giinay (2018), Sankir (2018), Bilici ve Bilmez
(2018), Dogan (2018), Kuleli (2018), Kuleli (2018), Istksalan (2018), Unalan ve Sesen (2020), Budak (2020), seri ve
Capan Tekin (2020), Tekinarslan ve Yigit (2021), Celik ve Ozcmar (2021), Camur (2022), Istk ve Dar (2023), Sogiit
(2022), Altay (2024), Eken ve Gezmen (2019), Tuncer (2021), Giizel (2022), Aksoy Arikan (2021), Biiyiikkarci (2021),
Yaman (2021), Giirses Sanbay (2021), Yildirim (2022), Eriskin ve Uzdu Yildiz (2023), Karimova ve Demir (2024),
Demircan (2025), Yerkdy (2020).
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Gorsel 1. Johann Conrad Dannhauer’in yazmis oldugu Hermeneutica Sacra Siv ile Methodus Exponendarum
S. Literarum adl kitap. ( https://books.google.com.mx/books?id=-clgAAAAcAAJ&printsec=
frontcover#tv=onepage&q&f=false, Erigim tarihi: 03.06.2026)

18. yiizy1l Aydmlanma donemiyle birlikte gelismeye baslayan elestirel ve analitik yaklagim
modelleri biitiin alanlar etkilemistir. 18. yilizyildan itibaren Hermenétikte, mitolojik hikayelerin ve
dinsel metinlerin yorumlanmasina yonelik yontemler iizerinde durulur. Hermendtik kavrami
19.yiizyilda ise cagdas bir yapiya kavusmustur. Giiniimiize gelindiginde Hermenoétik, anlama,
adlandirma tlizerinden biitiinciil bir felsefeye ve yontemsel teoriye doniisiir. Hermenétik bilimi iginde
yer alan 6nemli teorisyenler bulunmaktadir. Bunlar: Friedrich Schleienmacher, Hans Georg Gadamer
ve Paul Ricoeur’dir. Schleiermacher’in yaklasiminda hermendtik, salt yazili metinleri degil, sozlii
diyaloglar1 da kapsayan bir anlama sanatidir. Yazar; anlama ve yorumlama olgularini iki ayri
dinamik seklinde konumlandirmis, bu iki kavram arasindan onceligi anlama siirecine vermistir.
Metinde anlama ve yorumlama iki farkli olgu olarak islenmis; ancak her seyden 6nce metni
"anlamanin" tagidig1 hayati nem 6n plana ¢ikarilmstir. Schleiermacher, bir metni dogru kavramanin
yalnmizca dilsel ¢oziimlemeyle sinirli kalamayacagini; eserin kaleme alindigi tarihsel baglamu,
donemsel kosullar1 ve yazarin ruh halini ¢oziimlemenin zorunlu oldugunu savunmustur. Metin
cOziimlemesinde iki temel parametre kritik rol oynar: bigcimsel yap1 ve yazarin psikolojisi. Bigimsel
okuma; dilbilgisini, ciimle dizilimini ve anlamsal (semantik) dokuyu inceler. Psikolojik okuma ise
yazarin donemsel kosullarini ve ruhsal durumunu kavramayi gerektirir. (Bal, Dokmener, 2021, 5.75).

Hans Georg Gadamer’in Hermenoétik yorumu ise sadece edebiyat alaninda simirli kalmayip,
farkli alanlarinda iginde oldugu ¢oklu bir yapida irdelendigi goziikmektedir. Gadamer, bir metnin
yorumlanmasi i¢in o metnin hem ruhsal hem de tarihsellik agisindan irdelenmesi gerektigini 6ne
stirmektedir (Toprak, 2003, s. 130). Gadamer, insanin varolusundan itibaren i¢inde bulundugu
diinyay1 anlamlandirma gayretinde oldugunu ve bu anlamlandirma siirecinin zorunlu olarak bireyin
kendi yorumunu barindirdigini savunur; zira ona goére anlamak, temelinde yorumlamaktan baska bir
sey degildir. Gadamer, dil bagh basina insanin varolusundan beri devam eden bir gelisme oldugunu
ve dil icinde bulunan biitiin kavramlar, insanin bir seyi anlamlandirma siirecinde biiyiik bir rol
oynadigini belirtmistir. Bu anlamlandirma belirli bir yorumlamayi1 beraberinde getirmistir. Bu
yorumlama kiiltiiriin kusaticiligi ile deneyimlenen yasam i¢inde degerlendirilmesi gerektigi fikrini
one cikarir. Bu asamada Gadamer, Ozellikle Schleiermacher’in yorumlama siirecinde dildeki
psikolojik unsurlarin da dikkate alinmasi gerektigi yoniindeki vurgusuna deginir. Buna goére insan,
bir anlamlar diinyas! i¢ine dogsa da yalmizca bu anlamlar tarafindan bigimlendirilmez. Insan,
anlamlar1 bireysel yorumlar1 araciligiyla ifade eder ve bu bireysel yorumlariyla kendini
doniistirmeye baslar. Dildeki kavramsal yapilar, kiiltiirel normlarm ve bireysel-psikolojik
dinamiklerin ortak bir iiriiniidiir. Dolayisiyla, belirli bir kesite ait degerler biitliniiniin ¢éziimlenmesi;
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kolektif algi bigimlerinin yani sira, 6znenin dilsel iiretim esnasinda maruz kaldigi psikolojik
yonelimlerin de incelenmesini zorunlu kilar. Kiiltiiriin devingen yapist ve anlamlandirma
stireclerinin karmasikligi g6z Oniine alindiginda, insan diinyasinin doga bilimsel metotlarla
coziimlenmesi miimkiin degildir; dolayisiyla bu alanin metodolojik yapist ve epistemolojik
perspektifi farklilagsmak durumundadir (Firinciogullari, 2016, s. 46-47).

Paul Ricoeur, hermendétigin dil ile kurdugu koparilamaz bagi one ¢ikararak; bu disiplinin
odak noktasinin dil ve dilin kendisini somutlagtirdigi metinler olmasi gerektigini savunur. Ricoeur,
yazili yapitlar olarak adlandirilan metinler ve bu metinlerin dil eylemleri olarak ifade edilen okuma-
yazma veya konusma-yazma iliskisine dayandirarak temellendirir. Ricoeur, kendi gelistirdigi
“Hermendtik Cergeve” adli kavramindan bahsetmekte ve bu kavramin birgok ydntembilimsel
problemin bu ¢erceve iginde ¢oziilebilecegini soylemektedir (Sar1, 2005, s. 22). Ricoeur’iin felsefesi,
insan kendini dogrudan anlayamadigini, ancak dil, semboller, anlatilar ve metinler yardimiyla dolayli
fark edebilecegini ifade eder. Ricoeur, metinlerin ve ifadelerin sekli {izerine bir degisimi, belli sdzsel
pargalarin ozelligiyle oldugunu belirtir. Bu degisim, nesnelerin gostergeler arasindaki agik bir
iligkisiyle ifade edilir. Bu iligski nesne, sembol ve gostergedir. Bu tiglii iligki beraberinde yorumlamay1
da getirir. Buradaki iliski, tabiri caizse ii¢ ayakli bir sacayagina benzer; bu ayaklar sirasiyla
yorumlama siirecini, metinsel sinirlari ve nesne-gosterge arasindaki bagintiy1 temsil eder. S6z konusu
iligkide "nesne" dogrudan metnin kendisine karsilik gelirken, "gosterge" yapisal analizle ortaya
cikarilan derin anlami, "yorumlama serisi" ise metnin kendi dinamikleri i¢inde heniiz bir baglama
oturtulamamis yorum zincirini ifade eder (Sar1, 2005, s. 29).

Hermenétigin Gostergebilim Yontemi ile iliskisi ve Sanata Yansimasi

Hermendtik yorumbilimi anlamina gelirken; Gostergebilim bir eserin veya gorselin ne
anlama geldigini ve bu anlamin nasil meydana getirildigini ¢ozmeye yarayan ve birbirini tamamlayan
iki yaklagim olarak ifade edilir. Gostergebilim bir gorselin plastik yapisini (renk, 151k, kompozisyon)
gosterirken; hermendtik bu plastik yapit ve pargalarin arasindaki derin kiiltiirel, tarihsel ve felsefi
anlamlarn belirtir. Gostergebilim eserde yer alan kod ve sembol gibi goriintiileri diiz ve yan anlam
olarak ifade eder. Hermenotik, kodlar1 ve sembolleri alarak gorselin dénemin ruhunu ve insan
deneyimini ortaya ¢ikarmaktadir. Bu iki temel yaklasimin birbirini besledigi sdylenebilir.

Hermendtik ve gostergebilim iliskisi i¢inde eserler, bigimsel ve dilsel yonden yorumlanir.
Sanat yapit1 bu iligki i¢inde bir gostergeden daha fazlasini anlatir. Eser, kendi iizerinden ¢ok fazla
anlam iiretir. Anlam {iretme agisindan sanat yapitlari agik yapidadir. Sanat eserleri agik yapida oldugu
icin ¢ok fazla fikir iiretilir ve bdylelikle sanat yapitlar1 ¢ok farkli bigimde algilanip yorumlanabilir.
Acik yap1 tanimlamasi her sanat yapitinin sonsuz sayida okumalara sahip oldugu ve siirekli yeniden
insa edildigi sOylenebilir. Bu dogrultuda sanat nesnesi, bir gosterge sistemi olarak semiyotik islevini
siirdliriir ve anlam katmanlarini ¢ogaltir. Eser ile dil arasindaki bu korelasyon, semantik boyutu
stirekli olarak genisletmektedir. Sanat yapitinin dogal dille olan eklemlenmesi sadece kavramsal
(gosterilen) diizeyde gergeklesmez. Dilin bigimsel bir gostereni olan yazi; resim sanatinin yani sira,
1960 sonrasi geleneksel medyumlart diglayan giincel sanat pratiklerinde de ¢esitli formlarda piktoral
bir gosteren olarak konumlanir (Batu, 2014, s. 16-17).

Glinlimiiz sanatinda tuval iizerine resim, farkli malzemelerle olusturulmus kavramsal
calismalar, video enstalasyonlar, algoritmalar kullanilarak olusturulmus dijital ¢alismalar, ii¢ boyutlu
ve sesin de i¢inde oldugu farkli anlatim tarzlarina sahip eserler géze garpmaktadir. Yapilan bu
caligmalarin hermendtik ile gorsel gostergebilim iligkisi i¢inde oldugu soylenebilir. Bir eserin
yorumu, dil ile o eserin gorsel anlami arasindaki iliskiye dayanmaktadir. “Eserde dil bir imgedir ve
bu imgenin izleyici {izerinde etkiler biraktigi goriiliir. Hermenotik, bir yapitin yorumunda dil ve imge
arasinda bir birliktelik oldugunu one siirer. Imge, yorumu bitmeyen bir siireci kapsar ve imgenin
izleyiciden daima yeni anlamlar iiretmesini talep ettigi anlasilmaktadir. Bunun i¢indir ki, hermenétik
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dairenin higbir zaman tamamlanmayacagi, son sozlin sdylenemeyecegi, buna ragmen yorum
dongiisiiniin devam edecegi fikri 6ne ¢gikmaktadir’” (Ataman, 2007, s.29). Farkli tarzlarda olusturulan
eserlerin bu iliski i¢inde yorumlanmalari da farklilik gdstermektedir. Ornegin tuval iizerine yapilmus
bir resim; bu resmin kompozisyon ilkeleri, renk gibi yapisal elemanlarin anlamlar1 ve resmin igerigi
gibi noktalar bu kavramin alani i¢indedir. Kavramsal bir ¢alismada ise dilbilimsel bir degerlendirme
veya zaman, mekan, yazi, insan ve doga gibi kavramlarla ¢6ziimleme yapilir. “Kavramsal sanatta
bicim siliklesir ya da etkisi azalir ve sonra s yaziya doniisiimii goriiliir. Esere estetik agidan dikkat
edilmedigi ya da az dikkat edildigi goze ¢arpmaktadir. Clinkii sanatginin eserinde diisiincesini 6n
plana ¢ikarmak istedigi anlasilmaktadir” (Eygeci, 2023, s.1651).

Algoritmalar tarafindan olusturulan dijital yapitlarin; bilimde, teknikte, felsefede ve dildeki
geligsmeler neticesinde ortaya ¢iktig1 fark edilmektedir. Algoritmalar kullanilarak tasarlanmis video
goriintiiler, 3D’li heykeller, hologramlar ve bilgisayar verileriyle olusturulan eserler sanat, bilim ve
teknoloji birlikteliginden dogan c¢oklu sanat calismalar1 olarak giin yiiziine ¢ikmaktadir (Uzuner,
2023, s.1950). Bu dogrultuda, bir sanat eserinin ¢oziimlenmesinde gelecekteki tiim iletigim
aglarindan faydalanilmakta; kelime, goriintii, ses, miizik ve genel anlamda sanatin
anlamlandiriimasinda bu iliskiden kilavuz olarak yararlamlmaktadir (incirkus, 2019, s. 61). Biitiin
bu adlandirmalar bir sanat eserinde izleyiciye bir sey diisiindiirtmeyebilir ya da gdsterge yoluyla
baska anlamlara gonderimde bulunmayabilir. Fakat sanat eseri izleyici ile temasa gectiginde kendi
gizli dlemini agar. Bu bir tas, renk, ses, kelime olabilir ve biitiin bunlar kendi varligi icinde bir
0zglinliik kazanir. Herhangi bir sey sanat eserine doniismeden 6nce siradan bir nesnedir ve bu siradan
nesne, estetik boyutta degerlendirilmeye baglandiginda bir esere doniisiir. Eser anlamiyla ve
gostergesel imgelerle kendi gercekligini topluma sunmaya baslar (Heidegger, 2011, s. 92).

Gostergebilim caligmalartyla ve bu alana katkilariyla bilinen kisi Roland Barthes’dir.
Barthes, dilbilim ve yapisal c¢oziimleme yontemlerini arasindaki iliskiler dogrultusunda
arastirmalarda bulunmustur. Bu arasgtirmalar neticesinde gostergebilimi bir bilim olarak
incelemekten ¢ok sistematik bir uygulama alani olarak ifade etmektedir. ilerleyen yillar iginde
Barthes, yapisal ¢oziimleme modelinden uzaklasarak ¢cogul okumaya dayali yeni bir metin kuramina
yonelmigtir (Rifat, 2014, s. 61-62). Barthes’in Gostergebilim ve Hermendtik arasindaki iligki, anlam
arayisinin yapi sokiime ugratilmasi ve anlamin tekillikten ¢ikarilip ¢ogul bir iiretim haline getirilmesi
ekseninde kurulmaktadir. Bu iki yaklagim arasindaki iliskisi bir metnin veya sanatsal bir yapitin
ardinda gizli kalmis anlami okunmasi denebilir. “Yazar, gostergebilim ilkelerini dort baslik ve ikili
karsitliklar bi¢iminde ifade etmektedir. Birincisi Dil ve So6z; ikincisi Gosterilen ve Gosteren,
Ugiinciisii Dizim ve Dizge; dordiinciisii Diizanlam ve Yananlam’dir” (Rifat, 2014, s. 62) (Gérsel 2).

Gosterge

Gosteren Gosterilen

Gorsel 2. Barthes’in Gosterge Semast
( https://www.idildergisi.com/makale/pdf/1689949246.pdf, Erisim tarihi: 03.06.2026)

Bu noktadan yola ¢ikilarak bu konu birka¢ 6rnekle incelenmektedir. ilk ornek, Rene
Magritte’nin resimlemis oldugu “Bu Bir Pipo Degildir” adli ¢alismalaridir (Gorsel 3-4).
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Gorsel 3. Rene Magritte’nin “Bu Pipo Degildir” adli caligmasi, 1928-29.
( https://tr.wikipedia.org/wiki/%C4%B0mgelerin_%C4%B0haneti#/media/Dosya: MagrittePipo.jpg,
Erigim tarihi: 03.06.2026)

Gorsel 4. Rene Magritte, “Bu Pipo Degildir” adli ¢alisma, 13 x 18 cm, Graviir, 1898-1967.

_( https://mazliisik.com/wp-content/uploads/2022/03/rene-magritte-ceci-nest-pas-une-pipe.jpg, Erisim tarihi:
03.06.2026)

René Magritte, yapitlarinda dilsel ve gorsel gostergeleri bir arada kullanarak; temsil,
gerceklik, yazi (dilsel gdsteren) ve gorsel imge arasindaki iliskileri sorgular ( Batu, 2014, s. 19). Bu
eserlerde bir pipo resmi ve piponun temsiline iligkin bir metin géze ¢arpmaktadir. Eserlerde, dil ve
gorilintli (imge) arasindaki geleneksel bagin koparilarak yeni bir yorum getirildigi fark edilmektedir.
“Birinci ¢izimde titizlikle yapilmis bir pipo ve bir yaz1 goriiliir. Bu yazi, ‘Bu bir pipo degildir.” adh
ciimledir. Ikinci resimde ise ayn1 pipo, aymi aciklama ve ayn1 yazidir. Ama metin bir tablonun i¢inde
pipoyla birlikte yer almaktadir. Bunun yaninda mekan belirsizdir ve mekanin i¢inde biiyiik bir pipo
daha vardir. Birinci ¢izimin, yalin goriintiisiiyle insan1 hayrete diisiirdiigii ve ikincisinin ise belirsizlik
i¢inde birden fazla goriintli verdigi anlagilmaktadir. S6valenin iizerinde dik duran ve ahgap kamalara
dayanan gerceve, bir ressamin tablosunu bize andirmaktadir. Eserin bittigi, sergilendigi ve izleyiciye
yorum sunan bir metinle gorsellestirildigi fark edilmektedir. Yapitin ne adinda ne de resimsel
Ogelerin yer aldig1 ¢ocuksu el yazisinda sanatgiya ait bir izin olmayisini ve yerde bulunan parkelerin
gdriiniisiinde buranm bir smif oldugu diisiincesini akla getirmektedir’’ (Foucault, 2023, s. 19). ikinci
resimde pipo, gercekte pipo ne degildir; sadece pipoyu temsil etmektedir. Mekanin iginde yer alan
biiyiikk piponun, mekanin perspektifiyle ters orantili oldugu goze carpmaktadir. Biiylik piponun
boyutu, piponun sanki boslukta durdugu izlenimini vermektedir. Burada, biiylik piponun boslukta
durmas1 ile sovalenin iizerinde duran piponun duraganligi arasinda bir karsithk oldugu goze
carpmaktadir. Tablonun, tablonun i¢inde yer alan piponun ve metnin sanki yikilmamalar1 i¢in bir
zemine tutturulduklan goriiliir. Ote yandan svale, cerceve, tuval ya da pano ve desen, biitiin bunlar
devrilecekmis gibi goriiliir. Resimde kirilmig tahtalar, parampar¢a olmus imgeler ve sozciikler
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devrildiginde/paramparga oldugunda, resimde sadece biiyiik bir pipo resmi kalacagi diislincesi
varsayilir (Foucault, 2023, s. 20-21). Ama yine de her iki resimde de goriilen pipo imgesiyle orada
bir pipo olmadiginin ve sadece bir imgenin temsili oldugu gergeginin ortaya ¢iktigi anlagilmaktadir.
Ciindioglu’nun yazmis oldugu Sanat ve Felsefe adli kitapta bu konu hakkinda su ifadeler yer
almaktadir:

Ashinda ortada bir pipo resmi ve ayrica Ceci n’est pas une pipe yazi bulunuyor falan da

degildir. Bilakis yazinin kendisi de bir resimdir. Resmin bir parcasidir. Piponun resmi ile

motto ancak birlikte resmi ve /veya resmin idesini olustururlar. Iki ciiz, bir biitiindiir.

Pargali bir biitiin. Peki, bu pipo degildir de nedir o zaman? Bu bir pipo resmidir, bir pipo

degil! Yani hakikatin kendisi degildir, sadece temsilidir. Resimler de kelimeler gibi birer

temsildirler. Hakikatin temsili. Bu kadarla yetinseydim eger, hi¢ kuskusuz ki hakikate

saygisizitk etmis olurdum. Hemen diizeltiyorum o halde: Hichir resim, bizzat hakikati

tasvir etmez, aksine ressama 0zgii hakikati, yani ressamin hakikatini temsil eder
(Ciindioglu, 2022, s.140-141).

Bir bagka 6rnek ise Joseph Kosuth’un Ingiltere’de bulunan Rosetta tasi eserinden yola
c¢ikarak olusturdugu ayni ismi tasiyan yapitidir (Gorsel 5-6).

Gérsel 5. Rosetta Tas1, MO 30, British Miizesi, Gorsel 6. Joseph Kosuth, Rosetta Tasi, 1990, Place des
Londra. ecritures, Figeac (Fransa).
(https://tr.wikipedia.org/wiki/Rosetta Ta%C5%9F%C4%B1#/media/Dosya:Rosetta  Stone. JPG, Erisim
tarihi: 03.06.2026)
( https://historiadesconocida.com/wp-content/uploads/2020/03/Una-r%C3%A9plica-de-la-Piedra-de-Rosetta-
en-Rashid-Rosetta-Egipto.JPG-1.jpg, Erigim tarihi: 03.06.2026)

Bu yapitin orijinal par¢asi Londra’da, British Museum’da bulunmaktadir. Bu orijinal eserin,
her biri ayr1 dillerde yazilmis olan {i¢ ayr1 bolimden olustugu goriilmektedir. “Bu diller; Demotik
(Misir’da halkin kullandig dil), Hiyeroglif ve Antik Yunancadir. Joseph Kosuth’un yapmis oldugu
Rosetta Tas1 adli eser, kavramsal bir ¢alisma olarak 6ne c¢ikmaktadir. Kosuth, British Miizede
bulunan Rosetta Tas1 adli yapitin kopyasini devasa boyuttaki tasa aktardigi goriiliir. Sanatg1 bu yapiti
gostergebilim acisindan inceleme sansi buldugudur. Kosuth, dil ve sanat arasinda bir bag kurarak
izleyiciye diisiindiirtmeye sevk etmeye calistig1 fark edilmistir. Sanatc1 bu yapitla birlikte Goethe,
Walter Benjamin, James Joyce ve Ludwig Wittgenstein gibi kendi iilkesi yazarlarinin diginda ait
oldugu yerlerden uzaklasarak farkli kiiltiirlerle etkilesim ig¢inde girdigi fark edilir. Boylelikle Kosuth
farkli toplumlarin duygularini da ¢aligsmalarina yansitmaya calistigi dikkati cekmektedir. Eser, gorsel
sanatlar ve felsefe alanlari arasindaki diyalogun one ¢iktig1 giizel bir caligmadir. izleyici, esere
bakarken bos bir ylizeye bakmakla yetinmeyip, kavramlarin ve diisiincelerinde iginde oldugu soyut
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bigcimler/yazilar arayiciligiyla iletisim kurmaya c¢alistign  goriiliir. Kavramsal sanatin
yaklagimlarindan birini ortaya ¢ikaran bu dzellik, dil ile diistince arasinda yeni kopriler kurulmasini
saglamaktadir” (Incirkus, 2020, s. 618-619).

Yontem

Arastirma, betimsel yontemle yiiriitiilen nitel bir calismadir. Aragtirmada literatiir taramasi
yapilarak hermenétigin tarihsel gelisim siireci, gostergebilim yontemi ile yorumsal ve anlamin
bicimsel iligkisi ve bu iki kavramin sanatla olan iligkisi incelenmistir. Gostergebilim yontemi eserin
plastik yapisi1 (renk, 151k, kompozisyon), kod ve sembol gibi goriintiilerin gdsterge semasindan
yararlanilarak aciklanmistir. Hermendtik, bu plastik yap1 i¢inde yer alan ¢esitli semboller, kodlar gibi
parcalar arasindan derin kiiltiirel, tarihsel ve felsefi anlamlarin ortaya c¢ikarilmasi i¢in bir yontemdir
(Batu, 2014, 5.16).

Literatiir taramada yerli ve yabanci kaynaklardan; internet ortaminda yayimlanan cesitli
dergi, makale ve kitaplardan; sanat¢inin yayinlamis oldugu kataloglardan, cesitli yazili ya da sozlii
kaynaklardan ve ansiklopedik metinlerden yararlanilmigtir. Arasgtirmada hermendtik ve
gostergebilim yonteminin uygulanabilirligini saglayacagi diisiiniilen; On Kawara’nin Bugiiniin
Serileri, Peter Kogler’in Kunsthaus Bregenz ve Njideka Akunyili Crosby’nin Giizel Olanlar adli
calismalar1 6rneklem olarak secilmistir. Bu eserlerin se¢ilmesinin temel nedeni, giiniimiiz sanatinin
farkli liretim bigimlerini temsil etmelerinin yani sira, hermendtik ve gdstergebilimsel ¢oziimleme
agisindan zengin bir anlam katmanina sahip olmalaridir.

Bu eserlerde dilbilim kullanimi (dil yapisi, yazi sablonlari), tarihsel zaman boyutu (ge¢mis-
simdi-gelecek), toplumsal olaylar, dogal felaketler, endiistriyel kazalar, bilimsel ve teknolojik
gelismeler (3D haritalama, video projeksiyon, ses, zihin, imge) ve kiiltiirel konular (kadinin
toplumdaki yeri ve temsili) lizerinden gdsterge, gosteren ve gosterilen {izerinden ¢oziimlemeler
yapilmstir.

Bulgular

On Kawara; kendi yasam bi¢imi, yasadig1 yerler, kimligi, arkadasliklar1 gibi kendi 6zel
hayatina ait bir¢ok bilgiyi, belgeyi, yazi dilini ve dilsel imgeleri kullanarak yapitlar olusturmaktadir.
Sanatginin betimlemis oldugu eser Bugiiniin Serileri’dir (Gorsel 7).

DEC.291977 MAY201981

Gorsel 7. On Kawara, Bugiiniin Serileri / Today S.eries, Tuval Uzerine Akrilik, 45,5 x 67 cm, 1966-2013,
Ozel Koleksiyon, New York /Londra.
( https://www.guggenheim.org/teaching-materials/on-kawara-silence/paintings-today-series..-date-paintings,
Erisim tarihi: 03.06.2026)

Sanat¢inin, 1966 yilindan 2013 yilina kadar yasadigi, gezmis oldugu {ilkelerde dil
arastirmalar1 yaptigi ve bu arastirmalar1 eserine aktardigi fark edilir. Kawara’nin bu arastirmalari
giiniin belli tarihlerine gore arsivledigi goriiliir. Sanatgi, eserinde kelime ve zaman kavramlarim dil
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yapisi baglaminda kullanmistir. Eserdeki dil yapilari, yazi sablonlaridir. Bu sablonlar sabit, olagan
ve degiskenligi olmayan bicimlerdir. Sanat¢1 eserini olustururken kendi i¢ diinyasini ve bireysel
yasamindaki giinliik olaylar1 hi¢ sorgulamadan aktarmis (Eygeci, 2023, s. 1658), kavramsal sanatin
dil stratejisinden yararlanmistir. Kawara, kavramsal c¢ergevede dil yapisin1 sade bir bigimde ele
almakta; bu yonelimle eserini zaman ve yer tanimlamalari ilizerinden insa etmektedir. Sanat¢inin
kullanmis oldugu dil, kendi yasaminin sadeliginin ve rutininin bir yansimasi olarak ortaya
cikmaktadir. Bir insan olarak sanat¢inin; yagamis oldugu zaman boyutunu (ge¢cmis-simdi-gelecek),
bulundugu mekani (sehir-iilke-cografya), bu yerlerin ve bu yerlerde yasayan insanlarin diigiinsel
stireclerini kendi mantigiyla anlamaya calistig1 sdylenebilir. Sanat¢inin bu gibi kavramsal isleri
zaman agisindan incelendiginde hem sanat¢inin hem de icinde yasadigl toplumun zamani nasil
algilay1p anladigi ve yorumladigi gézlemlenebilir.

Eserde nesnel bir varlik olarak zamanin (tarih, giin, ay) bicimlendirildigi/gorsellestirildigi,
oOte yandan diigiince olarak sanat¢inin yasadigi yerlerde edindigi tecriibelerin (6znel varligi) zihninde
anlam kazandig1 gorilir (Kog & Kaplan, 2022, s. 935). Sanat¢inin, eserlerinde kendini siradan bir
insan olarak gosterdigi ve bu siradanlik i¢inde yasamig oldugu trajedik deneyimleri sonsuz tekrarlar
icinde anlatmaya cabaladig1 anlasilir. Kawara’nin eserinde tarihsel bir alintt yapmadigi, sadece
giindelik hayatta yasanan dehseti ve insanlarin olaylar karsisindaki ilgisizliklerini elestirel bir dille
ifade etmeye calistig1 fark edilmektedir. Sanatgi, insanlarin ilgisizligini eserinde yer alan tarihlerle
ve yasananlari da stirekli tekrarlarla somutlastirmaya calisir. Kawara, yapitlariin olusumu siiresince
sikildigini, psikolojisinin bozuldugunu ve hatta bu durumun tahammiil edilemez bir seviye ulastigini
ifade eder. Bu siire¢ olarak sanatginin 2013 yilinda 6lmesi ile son bulur (Woo, 2010, s. 71-72).
Kawara’nin ¢alismalarinda savaglarin yarattig1 yikimlarin, dogal felaketlerin, endiistriyel kazalarin,
hastaliklarin, intiharlarin ve toplumsal olaylarin ele alindig1 ve islendigi anlagilmaktadir. Sanat¢inin
s0z konusu yapitinda da ayni konular ifade etmeye calistigi ve bu konular1 ele alarak yasadigi
ABD’nin toplumsal i¢ karigikliklarini géstermeye c¢alistigi gézlenmektedir. Sanatcinin, biitlin bu
yasanan toplumsal olaylar1 giinliik gazetelerden topladig1 yazilar ve goriintiiler ile eserinde bir arada
kullandig1 dikkati ¢cekmektedir. (Woo, 2010, s. 66).

“Bugiiniin Serileri” Adh Yapitin Gérsel Gosterge Coziimleme Yontemiyle Incelenmesi

Hermendtik baglaminda degerlendirildiginde eserin; gosterge, goOsteren ve gosterilen
baglami i¢inde ele alindig1 goze ¢arpmaktadir. Eserde gosterge yapitin kendisi; gosteren belli tarihler,
gazeteler ve renkler ve gosterilen bu tarihlerde yasanan olaylar ve olaylarin i¢inde verilmek istenen
mesajdir. Eserin gostergesi, yazi sablonu kullanilarak yapilmis tarihlerdir. Bu eserde gosteren olgusu
ise Kawara’nin gostermis oldugu tarihlerin ne anlama geldigi ve bu anlamin iki sekilde ifade
edildigidir. Ilki diiz anlam, digeri ise yan anlamdir. Diiz anlam, sanat¢inin yasamis ve gezmis oldugu
yerlerden bizzat tecriibe etmis oldugu olaylardir. Yan anlam ise savaglarin yarattig1 yikimlar, dogal
felaketler, endiistriyel kazalar, hastaliklar, intiharlar ve toplumsal karisikliklar olarak ifade
edilmektedir. Gosterilen kavramina gelindiginde tarihi verilen olaylarm sanatg1 {izerindeki
psikolojik, sosyolojik ve toplumsal izleri goriilmektedir. Sanat¢1 yapitinda yasamis oldugu dehseti
ve bu dehset karsisinda insanlarin olaylar karsisindaki ilgisizligi gibi durumlar belli tarihlerle tekrar
ederek izleyiciye sunmaya ¢aligmaktadir. Eserdeki bu tekrarlar, Kawara’nin toplumun duyarsizligia
yonelttigi bir elestirisi olarak degerlendirilebilir. Eserdeki gazete kiipiirlerinin gostereni; diiz
anlamiyla olay ya da olaylarin haberi, yan anlamiyla ise gorsel imge yoluyla betimleme, aciklama,
arsiv olusturma ve siirectir. Renk gostereninin diiz anlami1 cansiz, somut ve sayilamayan; yan anlami
ise gri, mavi ve kirmizidir.
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Tablo 1. Gorsel Gosterge Coziimleme Y ontemi
Gosterge Yapitin Adi: Bugiiniin Serileri / Today Series
Gaosteren Gosterilen
Diiz Anlam Yan Anlam
Savaslarin yarattig1
felaketler, Endiistriyel

Sabit, Olagan, kazalar, Hastaliklar,
Degiskenligi Olmayan. Intiharlar ve Toplumsal
Sanat¢inin yagsamis ve karisikliklar.
Tarihler gezmis oldugu Psikolojik, sosyolojik
(Yaz1 Sablonlar1) yerlerden bizzat etkiler.
Tecriibe etmis oldugu Dehset ve insanlarin
olaylardir. Tlgisizligi igindeki

olaylar1 belli tarihlerle
sunma, elestiri getirme.

Gazete Olay/Olaylarin Haberi Gérsel Imge yoluyla betimleme, Agiklama, Arsiv
olusturma, Siireg.
Renk Cansiz, Somut, Sayilamaz Gri, Mavi, Kirmizi

(Kaynak: Biiyiikparmaksiz ve Ermis, 2022).

Mekéan kavraminin, resim sanatinin tarihsel gelisimi icinde genellikle yardimci eleman
olarak kullanildig1 goriiliir. Geleneksel anlamda mekéanin, resmin tamamlayicisi olarak 6ne ¢iktigt
anlagilir. Ta ki bu nokta modernizmle birlikte degismeye baslar. Mekan anlatisinin, Kiibizmle
baslayan siirecte Op Art anlayisiyla birlikte {iglincli boyuta ve daha farkli boyutlara evrildigi
gorlilmektedir. Gilinlimiize gelindiginde ise mekan, dijital sanatla birlikte sanatsal bir deger tasimaya
baglar. Dijital sanatin sundugu olanaklar mekanin yeniden bi¢imlenmesine imkan saglar. Mekan,
dijital unsurlarla yeniden firetilir ve sanatcilar tarafindan ne istenmigse o tasarima doniistiirtiliir.
Dijital teknolojide mekadn yaratim siirecine bakildiginda 3D haritalama ve video projeksiyon
yontemlerinin kullanildigir goriilmektedir. 3D’li haritalama ydntemi, belli mekanlarin (binalari,
karmakarisik ve ii¢ boyutlu yiizeyleri) bir projeksiyon arayiciligiyla yansitilmasidir. Belli bir
mekanin lizerine yansitilan goriintiiler hareketli, yiizeyle uyum i¢inde ve belli grafik gostergelerden
olugmaktadir. Bu yeni teknolojinin, bilimsel gelismelerin etkisiyle farkli sanatsal uygulamalara
donistiigi goriilmektedir (Saglam, 2020, s. 58-60). Dijital sanatt mekan tasarimlarinda kullanan
sanatg¢ilar bulunmaktadir ve bu sanatcilardan biri de Peter Kogler’dir. Kogler’in tasarimlamis oldugu
“Kunsthaus Bregenz”, ilgi ¢ekici bir ¢alismadir (Gorsel 8).

Gorsel 8. Peter Kogler, Kunsthaus Bregenz, 2000, Bilgisayar Animasyonu / Projeksiyon, Ses: Franz
Pomassl, Fotograf: Markus Trette.
( https://www kogler.net/wordpress/photos/kunsthaus-bregenz-projektion-2000/ Erisim tarihi: 03.06.2026)

Eser, yeni ve farkli bir dijital diinyanin kapilarin1 agmaktadir. Yapit, bos bir mekandan
hareketle sanat¢inin zihninde tasarlayarak olusturdugu imgeler diinyasina dogru bir yolculuk niteligi
tagimaktadir. Bu goriis, tinli filozof John Locke’un 17. yiizyilda ortaya koydugu; insan zihninin
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dogustan bos bir levha (Tabula Rasa) oldugu ve deneyimlerle sekillendigi fikrini hatirlatmaktadir.
Buradan hareketle sanatginin da bos bir mekani kendi kisisel deneyimleriyle hem topluma hem de
kendi zihinsel siirecine ortak etmeye calistig1 diisiiniilebilir. Esere bakildiginda, giiniimiiz diinyasinin
hizli yasam kosullarii1 ve bu yasam kosullarinda goriilen dongiiyii hatirlattigi anlagilmaktadir.
Sanat¢1, yapitinda katt bir mimari yapry1r kendi gercekliginden kopararak yeni bir mekan
yaratmaktadir. Bu mekan; dinamik, hareketli, anlik ve kendi sistemi i¢cinde devingen bir yap1 olarak
ortaya ¢ikmaktadir. Kogler'in bu ve benzeri eserlerinde, doluluk ve bosluk gibi resmin temel plastik
kavramlarimin kullanildig1 gériilmektedir. (Saglam, 2020, s. 61).

“Kunsthaus Bregenz” Adh Yapitin Gorsel Gosterge Coziimleme Yontemiyle
Incelenmesi

Eserde gosterge, yapitin kendisidir. Gosteren mekan, dijital teknolojiyle olusturulmus
imgeler ve sestir. Yapitin gosterilen olgusuna gelindiginde mekanin diiz anlamz; ii¢ ve daha ¢ok boyut
kullanilarak olusturulmus sanatsal sunum, yan anlami ise herhangi bos yerin veya yiizeyin farkl bir
tasarimla yeni mekanlarin olusturulmasidir. Bu mekanlar; ger¢ek veya sanal olarak goriilmekte ve
mekanda olusturulan goriintiiler araciligiyla izleyici ve eser arasindaki sinirlarin ortadan kaldirilmaya
calisildig1 anlasilmaktadir. Eserde, teknoloji gosteren, diiz anlami 3D haritalama ve video
projeksiyondur. Yan anlama gelindiginde 3D haritalama ve video projeksiyon ydntemleri
kullanilarak izleyici iizerinde sanal gerceklik algisi olusturulmasidir. Yaratilan sanal gerceklikle
gorilintli, dokunma vb. olgularin duyu organlar araciligiyla gergekmis gibi algilanmaya calisilir.
Imge kavramlari iizerinden incelendiginde diiz anlam, dijital teknolojik araglarla yansitilmis diiz,
yatay, dikey ve egrisel ¢izgilerden olusan geometrik goriintiilerdir. Yan anlam, yansitilan goriintiiler
mimarinin kat1 gercekeiligini altiist ettigi ve bu altiist olusla birlikte sanal imgeler arayiciligryla
mimari ylizeyin yeniden tasarimlandigidir. Sanatin eski geleneksel bakisina gore disaridan izlenen
imgelerin, yeni teknolojiyle birlikte seyreden goriintiiniin i¢inde yer alma anlayisina dogru evrildigi
goriiliir. Ses kullanimi bir seyin ¢agrisimidir. Ama gergekte olmayan seslerin yapay yolla ve duyu
organi arayiciligiyla gercekmis gibi algilanmasidir. Eserde ses kullanimi resim (imge) ile degiskenlik
gbstermesine ragmen birbiri iginde anlamli denge kuruldugu goze ¢arpar (Tugal, 2018, s. 217).

Tablo 2. Gorsel Gosterge Coziimleme Y ontemi

Gosterge Yapitin Adi: Kunsthaus Bregenz
Gosteren Gosterilen
Diiz Anlam Yan Anlam
Ug ve daha cok Herhangi bos bir yerin veya yiizeyin farkl1 bir tasarimla yeni
boyut kullantlarak mekanlarin olusturulmasi.
Mekén olusturulmu Mekaénlar gercek veya sanal olarak goriilmekte ve gergek, sanal
sanaisal sunufn goriintiiler arayiciligiyla izleyici ve eser arasindaki
sinirlarm ortadan kalktigi fikrinin verilmesi
3D haritalama ve video projeksiyon yontemleri kullanilarak izleyici
. iizerinde sanal gergeklik algist olusturulma.
. 3D haritalama ve . R
Teknoloji . L Yaratilan sanal gergeklikle goriintii, dokunma vb. olgularin duyu
video projeksiyon 8 o
organlar arayiciligryla gercekmis gibi algilanmaya
calisilmasi
Diiz, yatay, dikey ve Yansitilan goriintiiler mimarinin kat1
Imge egrisel cizgilerden gercekeiligini altiist ettigi ve bu altiist olusla birlikte sanal imgeler
/imgeler olusan geometrik arayiciligryla mimari yiizeyin yeniden
goriintiiler tasarimlanmasi
Ses Cagrisim Gergekte olmayan sesleri yapay y.ollla ve duyu organi arayiciligiyla
gercekmis gibi algilama
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Gosterge kavrami tlizerinden temsiliyet ve kiiltiirel konulari igleyen sanat¢i Njideka Akunyili
Crosby’dir. Crosby’nin farkli teknik ve malzeme kullanimi dikkati ¢ekmektedir. “Giizel Olanlar”
adli eseri de farkli teknik ve malzeme kullanim bi¢imleriyle iyi bir 6rnek olusturmaktadir (Gorsel 9).
Sanatg1, dogmus oldugu Nijerya’da iilkesinin kiiltiirel unsurlarimi fotografik bir goriintiiyii andiran
bicimiyle resimlerine aktarmaktadir. Resimde o6zne kadindir ve kadmin toplumdaki yeri
tartisilmaktadir. Caligmada dikkati ¢geken nokta resmin ortasinda transparan bigimde yapilmis siyahi
bir kadindir ve duvarda asili duran fotograflarin kompozisyon iginde bir biitlinliik tasidig1 fark
edilmektedir. Fotograftaki bu biitlinliik kadin bedeni ve evin i¢inde kadinin mahremiyetini gésteren
olgudur. Crosby’nin, bu durumu elestirel bir dille resminde gosterdigi anlasilmaktadir (Ozeskici,
2018, s. 118-119). Sanatc¢inin, resminde kadini ve kadinin toplum igindeki kiiltiirle iliskisini ele
alarak yasantisini sorguladigi; bu sorgulamayi ise elestirel bir dille ve kiiltiirel baglam igerisinde
yapitina aktardigi anlasilmaktadir. Sanat¢i, eski fotograflar1 kolaj teknigi biciminde tasarlayarak
eserlerini olusturmaktadir. Crosby’nin, eserlerini meydana getirirken gazete veya dergilerde yer alan
fotograflari, belirledigi konu ¢ergevesinde kolaj teknigi ve transparan renk kullanimiyla bir araya
getirdigi dikkati ¢ekmektedir.

T« Qo ol s Ry )
Gorsel 9. Njideka Akunyili Crosby, Giizel Olanlar, 152,5 x 106,68 cm, Kagit Uzerine Akrilik, Transfer ve
Renkli Kalem, 2014.

( https://www.njidekaakunyilicrosby.com/selected-works, Erigim tarihi: 03.06.2026)
“Giizel Olanlar” Adh Yapitin Gostergebilimsel Coziimleme Yéontemiyle incelenmesi

Tablo 3. Gorsel Gosterge Coziimleme Y ontemi
Yapitin Adi: Giizel

Gosterge

Olanlar
Gaosteren Gaosterilen
Diiz Anlam Yan Anlam
o Kadinin toplumdaki yeri, temsili ve sanat¢cinin kadin
Kadmn Figiiri Sanatginin Ablasi imgesini yasadig1 tilkenin kiiltiirel dokusuyla birlestirme
Eski i 'esyalarl, r.nOd.a Sanat¢inin anilarinin yeniden canlandirilmasi, azinlik
< dergilerinden kesilmis o o o <
Fotograflar < . olarak yasadigi iilkede ailevi ve ortak kiiltiirel degerler ve
kagitlar ve insan e . e .
. . kadinin yasam stili gibi olgularin yeniden bigimlendirilme
imgeleri
Bir Mekan Sanatginin yasamis Ulk§s1n1n gegmisini buguvne ta.§1nmas1, sanatglnln aile
- 8 A bireyleri, dogmus oldugu Nijerya halki, Nijeryali
I¢inde Tasarlanan oldugu evinin i¢ ; .
. Amerikalilar ve  Amerikali
Kompozisyon kurgusu

insanlar gibi farkli kiiltiirdeki insanlar1 bir araya getirme
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Gosterge olgusu yapitin kendisi, gosteren ise kadin figiirii, fotograflar ve bir mekan icinde
tasarlanan kompozisyondur. Yapitin gosteren olgusu kadin figiiriidiir. Diiz anlamda sanat¢inin ablasi
olan bu figiir, yan anlamda kadinin toplumdaki yeri ve temsili ile sanat¢inin kadin imgesini yasadigi
iilkenin kdiltiirel dokusuyla birlestirmesine isaret eder. Resimde kullanilan fotograflardaki imgelerin
gostergeleri; Crosby’nin ev ic¢ini betimleyen cergeveli fotograflar, eski ev esyalari, moda
dergilerinden kesilmis kagitlar ve insan imgeleridir. Diger anlam gostergeleri ise sanatginin
anilarinin yeniden canlandirilmasi, azinlik olarak yasadig {ilkede ailevi ve ortak kiiltiirel degerleri
ve kadmin yasam stili gibi olgularin yeniden bigimlendirilmeye calisilmasi olusturmaktadir. Bir
mekan i¢inde tasarlanan kompozisyon ve bu kompozisyonun ilk anlami, sanat¢inin yasamis oldugu
ev ici kurgusudur. Eserdeki ikincil anlam ise sanat¢inin iilkesinin ge¢misinin bugiine tasinmasiyla
birlikte aile bireylerini, dogdugu yer olan Nijerya halkini, Nijeryali Amerikalilar1 ve Amerikal
figiirleri, yani farkl kiiltiirlerden insanlar1 bir araya getirilmesiyle olusturulmustur (Ozeskici, 2018,
s. 119).

Sonug¢

Ilkel insanin magara duvarlarina ¢izdigi insan, hayvan ve doga betimlemelerinin, toplumsal
iletisim siirecinde temel birer arag islevi gordiigii sOylenebilir. S6z konusu iletigim, tarihsel siire¢
icerisinde gorsellikten dile, ardindan da yaziya evrilmistir. ilkel insanin dogayr ve varligi
anlamlandirma ¢abasi, beraberinde ¢esitli epik anlatilarin dogmasina zemin hazirlamis; bu destansi
hikayeler ise zamanla mitolojiye doniigmiistiir. Bu mitolojiler tek tanr1 inancinin ortaya ¢ikmasiyla
ortadan kalkmis ya da degisime ugrayarak dini sOylemlerin igine karigmistir. Antik donemde
yazilmis olan destanlarin incelenmesi siireciyle birlikte hermenoétik kavrami literatiire dahil olmustur.
Hermendétik, sanat disiplini i¢erisinde yapitlarin anlamlandirilmasina yonelik bir yorumlama yontemi
olarak one cikmistir. Gostergebilim yontemi ise, bir gorselin, metnin veya kiiltiirel 6genin neyi
(goriinen ve derin anlamlar1) nasil ifade ettigini yapisal bir sistem icinde ¢dziimlemesidir. Ote yandan
hermendtigin, gostergebilim yontemiyle kuramsal bir yakinlik igerisinde birbirini destekledigi
gorlilmiistiir. Eserler, gostergebilimin 6nemli temsilcilerin biri olan Roland Barthes’in gosterge
semas1 kullanilmigtir. R. Barthes’in gosterge modeli olan gosterge, gosteren ve gosterilen {izerinden
diizanlam ve yananlam ¢oziimlemeleri yapilmistir. Bu dogrultuda, gostergebilimsel analiz yontemi
aracilifiyla On Kawara’nin “Bugiiniin Serileri”, Peter Kogler’in “Kunsthaus Bregenz” ve Njideka
Akunyili Crosby’nin “Giizel Olanlar” adli eserleri ¢dztiimlenmistir.

On Kawara’nin “Bugiiniin Serileri” isimli eserinde yer alan figiirler, fotograflar ve mekan
icinde tasarlanan kompozisyon unsurlari agiklanmistir. Bu agiklamalar dogrultusunda, gorsel
betimlemelerin yorumlanmasinin yani sira sanat¢inin, izleyiciyi diisiinmeye sevk edecek bazi
noktalar1 yoruma agik biraktigi fark edilmistir. Eserde; yasanan trajik vakalar, dogal felaketler,
endistriyel kazalar, hastaliklar, toplumsal huzursuzluklar ve intiharlar gibi olaylarin sanatgi
tarafindan izleyiciye yansitilmaya ¢alisildig1 sdylenebilir. Peter Kogler’in eserinde ise gostergenin
anlami yapitin kendisidir. Bu baglamda gosteren; mekén, dijital teknolojiyle olusturulmus imgeler
ve ses olarak belirlenmistir. Gosterilen ise ii¢ veya daha fazla boyut kullanilarak olusturulan sunum
ile bos bir mekanin ya da yiizeyin dijital tekniklerle bir tasarima doniistiiriilmesidir. Mekanin gergek
veya sanal olarak kurgulandigi; mekanda form kazanan bicimler vasitasiyla izleyici ile eser
arasindaki sinirlarin ortadan kaldirilmasi fikrinin islendigi goriilmektedir. Eserin dijital olusumu olan
3D haritalama ve video projeksiyon teknikleri araciligiyla izleyici {izerinde bir sanal gerceklik algisi
yaratilmistir. Mekéanda olusturulan sanal yatay, dikey ve egrisel ¢izgilerin mimarinin kat1 gergekligini
esnettigi ve bu imgeler vasitasiyla mimari yiizeyin yeniden tasarlandigi analizler sonucunda ortaya
koyulmustur. Calismada ses kullanimi1 ve resim (imge) farklilik gosterse de bu unsurlar arasinda
anlamli bir birlikteligin ve dengenin tesis edildigi sOylenebilir.
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Njideka Akunyili Crosby’nin “Giizel Olanlar” adli eseri {izerine gergeklestirilen
coziimlemede; gosterge yapitin adi; gosterenin kadin figiirli ve gosterilen ise sanat¢inin ablasi
oldugudur. S6z konusu figiir iizerinden kadinin toplumdaki yeri ve temsilinin yan1 sira sanatginin
kadin imgesini, kendi {ilkesinin kiiltiirel dokusuyla 6zdeslestirme ¢abasi i¢inde oldugu soylenebilir.
Resimde betimlenen fotografik goriintiiler; sanat¢inin anilarinin canlandirilmasi, azinlik olarak
yasadig1 iilkedeki ailevi meseleler, ortak kiiltiirel degerler ve yasam stilleri gibi etkenlerin yeniden
bigimlendirilmis bir yansimasit olarak karsimiza c¢ikmaktadir. Eserde kurgulanan ev igi
kompozisyonun da ¢ok boyutlu anlam tasidigi goriilmiistiir. Evin i¢ kurgusuna bakildiginda;
sanat¢inin iilkesinin ge¢misini bugiine tasima gayreti ile aile bireylerinin durumlari, Nijerya halki,
Nijeryali Amerikalilar ve Amerikan toplumu gibi farkli kiiltiirel kimliklerin 6n plana ¢ikarildigi
anlasilmaktadir.

Yapilan analizler sonucunda Hermendtik kavrami gostergebilim yontemiyle nasil bir iliski
kurdugu elde edilen bulgulara gore; gostergebilim yontemi eserdeki plastik yapiyr gdstermis,
hermendtik ise bu plastik yapiy: tarihsel, kiiltiirel ve felsefi baglaminda yorumlamigtir. Sanatgi
tarafindan gizlenen imgeler izleyicinin alimlama siireci arasindaki koprii, bu iki yontemin dinamik
etkilesimi sayesinde kurulmustur. Dolayisiyla gostergebilim eserin anatomisini ¢ikarirken,
hermendtik bu anatomiye ruh ve baglam kazandirarak sanat elestirisini tek boyutluluktan
kurtarmigtir. Hermendtikte, gdstergebilimle iliskisi iginde eserlerin yorumlamalari tarihsel baglami
icinde kadinin yeri, temsili, aile iligkileri, go¢menlik, yasanan trajedik kazalar, dogal felaketler,
hastaliklar ve toplumsal problemler gibi konular ifade edilmistir. Sanat¢ilarin betimlemis olduklar
eserlerde bagka tilkelerde yasayan insanlarin uyum sorunlari, gogmenlik ve kendini bir yere ait
hissedememe gibi kiiltiirel baglaminda agiklanarak belirli ¢ikarimlar yapilmistir. Felsefi anlamda
degerlendirildiginde On Kawara’nin eseri zaman, varolus, gecicilik ve kollektif hafiza gibi eksen
i¢inde sekillenmistir. Peter Kogler’in yapit1 felsefe baglami i¢inde postmodern sanat felsefesi, mekan
ontolojisi ve estetik algt dinamikleri iizerine kurulmustur. Eser, geleneksel sanat anlayisinin
sinirlarii asan ve gerceklik algisimi sorgulayan felsefi alt yapiyr gostermistir. Mekan, Jean
Baudrillard’in  ‘Simiilasyon’ kuramiyla &zdestir denilebilir. Dijital teknikler (3D haritalama,
Projeksiyon) arayiciligiyla mekan ve sanal mekan birbirine karigir ve mimarinin kati gergekeiligi
ile degiskenle ugrar.

Arastirma kapsaminda incelenen eserler, ¢agdas sanatin izleyici, mekan, zaman, kimlik ve
kiiltiirel bellek gibi temel kavramlari yeniden tanimlayan yapisini ortaya koymaktadir. Ozellikle
Peter Kogler'in mekéna 6zgii enstalasyonunda, geleneksel sanat anlayigindaki eser—izleyici ayrimi
biiyiik dl¢iide ortadan kalkmaktadir. Klasik sanat anlayiginda izleyici, eserin karsisinda konumlanan
pasif bir 6zne iken, Kogler'in ¢alismasinda izleyicinin bedeni dogrudan eserin bir bileseni haline
gelmekte ve sanal mekanin deneyimsel yapist igerisinde anlam iiretim siirecine aktif olarak
katilmaktadir. Boylece eser, yalnizca gorsel bir nesne olmaktan ¢ikarak izleyicinin fiziksel varlig1 ve
algisal deneyimiyle tamamlanan dinamik bir yapiya doniigsmektedir.

Kogler'in eserinde goriintli, ses, dijital projeksiyon ve mekansal diizenleme dengeli bir
biitiinliik olusturmaktadir. izleyici eseri yalmzca gérme duyusu araciligryla deneyimlememekte;
isitsel, mekansal ve bedensel algilariin birlikte etkin oldugu ¢ok duyulu bir deneyim yasamaktadir.
Bu durum, Gestalt kuraminin 6ngordiigii ilizere parcalarin toplamindan daha biiyiik bir algisal
biitiinliiglin olustugunu gostermektedir. Dolayisiyla anlam, yalnizca gorsel gostergeler araciligiyla
degil, izleyicinin mekan icerisindeki hareketi ve deneyimiyle siirekli yeniden tiretilmektedir.

Njideka Akunyili Crosby'nin Giizel Olanlar adl1 eserinde ise kiiltiirel parcalanmiglik, kimlik,
gbg¢, aidiyet, azinlik olma ve postkolonyal deneyim gibi ¢agdas toplumun temel sorunlari ele
almmaktadir. Sanatei, bireysel yasam oykiisii ile kolektif kiiltiirel bellegi i¢ ice gecirerek gd¢ eden
bireyin ge¢misi ile bugiinii arasinda kurdugu kimlik insa siirecini goriiniir kilmaktadir. Bu baglamda
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eser, yalnizca bireysel bir anlati sunmamakta; ayn1 zamanda kiiltiirel bellegin yeniden iiretilmesi ve
kimligin siirekli doniisen yapisi iizerine diisiinsel bir tartisma ortaya koymaktadir.

Resim yiizeyinde yer alan fotografik imgeler, nesnel gercekligin dogrudan temsilleri
olmaktan ziyade, sanat¢inin 6znel deneyiminden gecirilerek yeniden kurgulanmig gorsel gostergeler
olarak karsimiza c¢ikmaktadir. Bu yaklasim, Jean Baudrillard'n simiilasyon kuramiyla
iligkilendirilebilir. Baudrillard'a gore ¢agdas toplumda imgeler artik gercekligi yansitmaktan ¢ok onu
yeniden {iiretmekte ve yeni bir gerceklik alan1 olusturmaktadir. Crosby'min eserinde kullanilan
fotografik katmanlar da gergekligin birebir temsili yerine, bellek, deneyim ve kiiltiirel kimlik
araciligryla yeniden olusturulan simiilatif bir gerceklik iiretmektedir.

Arastirmanin temel bulgularindan biri, sanat yapitlarinin yalnizca bigimsel (plastik)
ozellikleri tizerinden ya da yalnizca tarihsel ve felsefi baglamlari dikkate alinarak incelenmesinin,
eserin ¢cok katmanli anlam diinyasin1 agiklamada yetersiz kaldigini ortaya koymasidir. Bu nedenle
calisma, gostergebilimsel ¢oziimleme ile hermendétik yorumu birlikte ele alarak sanat eserlerini hem
yapisal hem de baglamsal yonleriyle degerlendiren biitiinciil bir ¢6zlimleme modeli 6nermektedir.
Gostergebilim, eserin gorsel kodlarini, gostergelerini ve anlam iiretim mekanizmalarini nesnel bir
bicimde ortaya koyarken; hermendtik yaklasim bu gdstergelerin tarihsel, kiiltiirel, toplumsal ve
felsefi baglam igerisindeki anlamlarini derinlemesine yorumlamaya olanak saglamaktadir.

Bu yo0niiyle arastirma, sanat teorisi, metodoloji ve literatiire katkilar sunmaktadir. Akademik
acidan calismanin en 6dnemli katkisi, gostergebilimin yapisal nesnelligi ile hermendtigin baglamsal
ve yorumsamaci yaklagimini ortak bir metodolojik zeminde bulusturmasidir. Boylece yapi ile
baglam, nesnellik ile 6znellik arasindaki kuramsal ayrim agilmakta; sanat eserlerinin ¢ok katmanl
anlam yapis1 daha kapsamli bigimde aciklanabilmektedir.

Onceki arastirmalarin biiyiik boliimii sanat eserlerini ya yalnizca gostergebilimsel yontemle
bigcimsel olarak ¢oziimlemis ya da yalnizca hermenétik yaklasimla tarihsel ve felsefi baglam
icerisinde degerlendirmistir. Bu arastirma ise her iki yontemi sentezleyen disiplinlerarasi bir analiz
modeli &nererek literatiirdeki &nemli bir boslugu doldurmaktadir. Ozellikle plastik yapilarmn
gostergebilimsel kod ¢oziimlemesi sonucunda elde edilen verilerin Baudrillard'in simiilasyon
kurami, mekan ontolojisi ve ¢agdas hermendtik kuramlar c¢ergevesinde yeniden yorumlanmasi,
yontemin ¢agdas sanat eserlerine uygulanabilirligini ortaya koymaktadir.

Incelenen eserlerde gdc, aidiyetsizlik, kiiltiirel bellek, toplumsal travmalar, dogal felaketler,
endiistriyel kazalar, zaman, gecicilik ve varolus gibi temalarin gostergebilimsel-hermenétik bir
yaklagimla degerlendirilmesi, sanat yapitlarin1 yalnizca estetik nesneler olmaktan g¢ikararak ayni
zamanda tarihsel, kiiltiirel ve toplumsal belgeler olarak ele almayr miimkiin kilmaktadir. Bu
dogrultuda arastirmanin, sanatgi, sanat eseri ve izleyici arasindaki karsilikl etkilesim agini gosterdigi
sOylenebilir. Gostergebilimsel analiz yontemi sayesinde sanatgilarin eserlerinde kullandiklar: gorsel
gostergeler, simgeler ve imgeler sistematik bigimde ¢éziimlenmis; bu gostergelerin tagidigi acik ve
ortiik anlam katmanlar1 ortaya ¢ikarilmistir. Hermendtik yorum ise bu gostergelerin tarihsel, kiiltiirel
ve diistinsel baglamlarii dikkate alarak anlamin nasil dretildigini agiklamigtir. Boylece sanatgilarin
eserlerine yikledikleri anlamlarin, izleyici tarafindan daha bilingli ve biitiinciil bigimde
yorumlanabilmesine katki saglayan disiplinlerarasi bir ¢6ziimleme modeli gelistirildigini sGylemek
miimkiindiir.
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