What God Feels
An essay on Evren Sungur’s “God Complex” exhibition

Ah, you confess, then, that it is simply to divert yourself
that you wrench God and nature apart,

and divide the world into two hostile camps?*

Lodovico Settembrini

Magic Mountain, Thomans Mann, 1924

In his artist statement, Evren Sungur elucidates his approach to painting by his devotion to the
dictum that art cannot occur without tragedy. Although they are not fixed, | consider artist
statements as primary sources for understanding the artists’ insights about their own works
produced in a certain time period. When we read his statement we sense that Sungur addresses
tragedy as a general concept, yet in this article | will approach tragedy in the manner Nietzsche
analyzes it in his first book The Birth of Tragedy; as Attic tragedy. There are several reasons for this
preference. The way Sungur considers tragedy at the center of his painting and the way Nietzsche
prioritizes tragedy in his analysis of nature-aesthetics coexistence signal similar inclinations. Besides,
Sungur remarks in his artist statement that he trusts his intuitions and chooses the method of
thinking via painting. According to him, the works he will be producing through the guidance of his
intuition will provide him the clues about his own nature. | suppose that we can understand the
method of thinking via painting as Sungur mentions by using the framework proposed by Nietzsche
in The Birth of Tragedy. Based on a dichotomy between Apollon and Dionysos, this framework is
shaped by an intense and multi-focused stream of ideas. As a translator of the book into Turkish;
ismet Zeki Eyiiboglu states that Nietzsche is a “thinker of a flow”2. The state of being focused that is
mostly observed in the works of other German philosophers seems to be non-existent in Nietzsche’s
thinking. The flow Nietzsche surrenders his ideas to allows transitions and makes the coexistence of
different lines of thinking possible. | want to see Evren Sungur’s paintings within this flow yet again.

Nietzsche argues that Apollonian and Dionysian artistic forces exist in nature and they burst forth
from nature herself.2 The artist only imitates these art states of nature. In this context, we can say
that Nietzsche adheres to Aristotelean mimesis paradigm in the context of art. One should
investigate the roots of Apollonian/Dionysian dichotomy in the distinction between “the beautiful”
and “the sublime” in the eighteenth century thought.* Douglas Smith notes that this distinction was
first discussed in Edmund Burke’s A Philosophical Enquiry into the Origin of our Ideas of the Sublime
and Beautiful (1756) and then later treated in detail by Kant in The Critique of Judgement (1790). As
the beautiful pleases its audience by its finite and symmetrical structure, the sublime evokes fear
through its unboundedness and formlessness. This basic dichotomy between form and formlessness
is preserved in Nietzschean Apollon/Dionysus duality.> At this point one should remember the deep
impact of The Birth of Tragedy on Mark Rothko’s art. Rothko had built his still impressive abstract
aesthetics on the tension between form and formlessness. In order to discover the track on which
Sungur’s figurative painting was set up, we need to dig in The Birth of Tragedy a little more.
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In his detailed foreword Douglas Smith outlines the literary works that belong to the legacy of The
Birth of Tragedy. Among these works the most prominent one is The Magic Mountain which takes its
name from this first book by Nietzsche. Thomas Mann was awarded Nobel Prize in Literature five
years after the publication of this novel. Among many others Mann includes a grotesque character
named Mynheer Peeperkorn who behaves according to the Dionysian principles. According to Smith,
with a handful of other novels, Mann’s works in general indicate that The Birth of Tragedy contains
some proto-concepts relevant for the psychoanalytical method.® The way Nietzsche mentions the
subconscious and dreames, his application of the term “drive” in his argumentation evoke issues
psychoanalysis is heavily invested in. The dichotomy and codependency between Apollon and
Dionysus is similar to the relation between Eros and Thanatos used in psychoanalysis in order to
signify libido and death drives respectively. If we consider his deep interest in human psychology the
concepts mentioned above are not far away from Sungur’s painting at all. If we consider The Birth of
Tragedy as more than a treatise analyzing the origins of Attic tragedy and appreciate it as a work
offering frameworks and concepts in order to analyze diverse cultural phenomena like Smith does;
where should we look for Apollo and Dionysus in Sungur’s painting?

Distinguishing painterly elements like color, line and composition in Sungur’s works and categorizing
them as Apollonian and Dionysian one by one might be adapted as a methodology but | do not prefer
this. Because, | think Apollonian and Dionysian forces in Sungur’s painting do not fragment but unite
his aesthetics. | argue that the Dionysian forces, which contain destructiveness, losing oneself, self-
negation by uniting with nature and drunkenness, in Evren Sungur’s painting emerges as an insight
and leads him in shaping the narratives in his paintings. From this perspective, at first sight Dionysian
capacity is kept out of the canvas in Sungur’s painting. Any visitor who had a cup of coffee at the
artist’s atelier in Kadikdy would clearly understand what | mean by this.

The affair Sungur has with the paint in his atelier evokes the topsy-turvy remnants of a ritual devoted
to Dionysus and the Dionysian energy seemingly kept away from the canvas infiltrates into it through
two channels. The first channel is the “empty” canvases Sungur creates with the paint in his atelier
before he places the figure and the background on them. Sungur structures his narratives on these
“empty” canvases and sometimes positions a merged figure and the background on these surfaces.
Described as “empty” by Sungur, these canvases indeed carry the traces of action painting and
abstract expressionism. How this chaotic beginning turns the action of painting into thinking and the
effect of such a beginning on the finished canvas is always ambiguous. The second channel through
which the Dionysian force infiltrates into canvas is the insight determining the narrative to be carried
on the surface. In her catalogue essay on Sungur’s second solo show Tour de Force, Burcu Pelvanoglu
notes that the young artist focuses a fortiori on the theme of violence in his first exhibition Live
Broadcast.” The painting giving its name to the exhibition was about a murder sent shock waves
throughout the country: the Miinevver Karabulut affair. This horrific event reminds us exactly what
Nietzsche calls as the “witches brew”; a horrible mixture of sensuality and cruelty. According to
Nietzsche this “brew” was the product of barbarian Dionysian impulse which was not tamed enough
to be considered in the realm of aesthetics.® In order to reach its productive and beautiful form
Dionysus had to confront Apollo. Sungur was again offering a Dionysian theme in his One Night Stand
series composed of five paintings exhibited in 2011 just after Live Broadcast show. In 2012 in Tour de
Force exhibition he was questioning sexuality and power. In 2015 a painting in his show titled
Organic Machines was about the most dark faces of Thanatos; a socio-political disaster, Soma Mining
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Collapse caused by a fire in a coal mine in Soma, a county in Manisa province of Turkey on 13 May
2014 resulted in the gruesome deaths of 301 miners. Even though Sungur withdraws from the tense
line between Eros and Thanatos with his Personator show two years ago, the relation of the paintings
in this exhibition with the idea of irrational still kept them within a Dionysian framework. Yet the way
Dionysian insight infiltrates into Sungur’s painting through the chosen theme on the canvas seems to
be interrupted with the current exhibition God Complex. We can only understand the reason for this
after we decide where Apollon dwells in Sungur’s painting.

As Dionysus is the god of music and intoxication, Apollon is the god of plastic arts and measure. As
Dionysus represents losing oneself, Apollon is the glorious sacred image of principium
individuationis®. It would not be a fallacy to argue that Apollonian drives are the main forces that
shape sculpture and architecture. We may say that in Sungur’s painting the dominant energy on the
surface of the canvas is an Apollonian force. Especially since Tour de Force Sungur deals with the
fundamental problems of sculpture on the surface of the painting. Keeping the physical existence of
the canvas in mind and the questions concerning whether the composition elements can “stand still”
lead the way for the emergence of voluminous surfaces in Sungur’s painting. We can consider Evren
Sungur as an artist who builds his aesthetics by achieving consistency in each and every solo
exhibition he had so far. In each new exhibition Sungur focuses on a different painterly element and
turns it into an aesthetic playground. While in Live Broadcast the main problem is the presentation of
the image and the meaning of the visual, in One Night Stand series the relation between the image
and duration is analyzed through visual sequences. With Tour de Force the problems related with the
composition and surfaces on the canvas turn into fields much more transformed and played by
Sungur. In Organic Machines series the artist builds figurative structures fluctuating back and forth
between organic and inorganic. In the Personator exhibition he incarcerates the crowded visual fields
on which the figure background relation is almost non-existent into prisms and even though they
seem jammed he builds them as virtually monolithic figurative structures. In his small scale works in
this exhibition he signals the more serene compositions in the current God Complex show.

When all this flow and the plays on the plastic elements of painting are considered together, | think
the works in God Complex exhibition points to a certain degree of aesthetic maturity. The way
Sungur references dreams and fantasies more often when he is explaining the works in God Complex
indicates us that the Apollonian energy on the surfaces of the paintings is almost distilled in this
exhibition. Because, Apollon rules the idealized world of dreams and fantasies. Dream is the
precursor of all plastic arts. | do not think the aesthetic maturity | observe in the new works by
Sungur will transform into a continuous stability through repeated motifs. Reading Sungur’s painting
through his solo exhibitions shows us that he does not presume a linear development in his
aesthetics. Even though the aesthetic experiments Sungur undertake on the surface of the canvas
require calculation, it is possible to see that what directs all this stream is the intuition of the artist. |
think that in the exhibitions following God Complex Sungur will be presenting different aspects in his
painting through varying levels of maturity and the surprise element he rediscovers for every new
exhibition will never expire.

Until now | tried to rethink Evren Sungur’s painting with the dichotomy between Apollo and Dionysos
proposed by Nietzsche. As | mentioned before, such an analysis can only be possible if one considers
The Birth of Tragedy as a method rather than a reference source. One other concept put forward in
The Birth of Tragedy that would be functional in understanding Sungur’s painting is dissonance.
Nietzsche establishes the final link between his contemporaries with the Attic tragedy through the
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concept of dissonance in the last section of the book.° Pelvanoglu mentioned different forms of
dissonance in her analysis of Sungur’s painting. The first one among them is the contrast between
the different tones of red and green used frequently in the palette of the artist. ! The tension always
kept alive in Sungur’s painting is also obtained by the coexistence of different dissonant elements. In
God Complex exhibition this dissonance is most visible in the toy like wands and other power symbols
held by voluminous figures.

According to Nietzsche ancient Greeks knew and felt the terror and horror of existence. In order to
stand against this terror they placed the dream like gods on Mount Olympus between themselves
and the world.12 ismet Zeki Eyiiboglu argues that by attributing the origin of tragedy and the gods in
Olympus only to ancient Greece, Nietzsche confines himself within his own contemporaneity. It
would not be a fallacy to state that the insistence of Nietzsche in searching for the origins of Western
civilization only in ancient Greece derives from the admiration for the Hellenic culture shared by
almost every European intellectual at the time. According to Eyliboglu, Nietzsche’s ignorance about
Anatolian civilizations invalidates his claims in proposing a timeless philosophical system. Eyliboglu
finalizes his criticism by claiming that the names like Dionysus and Apollon do not derive from Greek
language.®3 Despite its limitations, | grounded my considerations for a better understanding of
Sungur’s painting on the framework proposed in Birth of Tragedy. At this point it should be noted
that in many figurative structures in God Complex exhibition there are traces of the god images
created by Anatolian civilizations. In this current exhibition Sungur designs a world of imagery
shedding light on today and belonging to the geography he lives in through following the footsteps of
prominent archeologists like Ekrem Akurgal. The relation this world of imagery has with
contemporary politics reminds the sentences Thomas Mann makes the astray Mynheer Peeperkorn
to utter: “Man is godlike, in that he feels. He is the feeling of God”.**
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Tanri’nin Hissettikleri

Evren Sungur’un Tanri Kompleksi sergisi lizerine bir deneme

Ah, demek sirf eglenmek igin dlinyayi iki disman kampa bolip
Tanr’yla dogayi birbirinden ayiriyorsunuz®®
Lodovico Settembrini

Bliyiilii Dag, Thomans Mann, 1924

Evren Sungur, sanat¢l beyaninda resme yaklasimini sanatin trajedisiz olamayacagi kuralina bagligiyla
aciklar. Sanatgi beyanlari her ne kadar degisebilir olsalar da bu metinlerin sanatgilarin belirli bir
dénem boyunca Urettikleri eserlerle ilgili icgorilerini anlamak icin basvurulmasi gereken ilk kaynaklar
olduklarini distinliyorum. Sungur’un beyanini okudugumuzda trajediyi genel bir kavram olarak ele
aldigini sezeriz. Ancak ben bu yazida trajediyi Friedrich Nietzsche’nin Tragedya’nin Dogusu isimli ilk
kitabinda inceledigi sekliyle antik Yunan tragedyasi olarak ele alacagim. Bunun gesitli nedenleri var.
Sungur’un trajediyi resminin merkezinde gorisi ile Nietzsche’'nin estetik ve doga birlikteligini
incelerken tragedya formuna 6ncelik verisi benzer tercihlere isaret eder. Bunun yaninda Sungur, yine
sanatcl beyaninda sezgilerine glivenerek, resim yapma eylemiyle diistinme yontemini segtigini
belirtir. Sungur’a gore icglidiilerinin yonlendirmesiyle tretecegi yapitlari ona kendi dogasiyla ilgili
ipuclari verecektir. Sungur’un bahsettigi resim yapma eylemiyle diisinme yontemini Nietzsche’nin
Tragedya’nin Dogusu’nda 6nerdigi cerceveyi kullanarak anlayabilecegimizi saniyorum. Apollon ve
Dionysos ikiligine dayanan bu gergeve, yogun ve ¢ok odakli bir diistince akisiyla sekillenir. Kitabi
Tiirkgeye cevirenlerden ismet Zeki Eyiiboglu’nun da belirttigi gibi Nietzsche “bir akisin
dustnaruadir.”*® Diger Alman felsefecilerinin yapitlarinda sikg¢a rastlanan bir odaga bagh kalma hali
Nietzsche’'nin dislincesinde yok gibidir. Nietzsche’nin dislincelerini biraktigi akis gecislere olanak
tanir ve farkh fikir dizilerinin bir arada bulunmalarini miimkdin kilar. Ben de Evren Sungur’un
resimlerini bu akisin icinde yeniden gérmek istiyorum.

Nietzsche, Apolloncu ve Dionysoscu sanatsal gliclerin dogada var olduklarini ve kendiliginden ortaya
ciktiklarini 6ne stirer.Y” Sanatgi, doganin bu sanatsal hallerini yalnizca taklit eder. Bu baglamda
Nietzsche’'nin Aristoteles’in sanat icin 6ngordlugli mimesis paradigmasina sadik kaldigini sdyleyebiliriz.
Nietzsche’'nin 6ne surdigii Apollon ve Dionysos arasindaki karsithigin kokini on sekizinci yiizyil
duslincesinde “glizel” ve “ylice” arasindaki ayrimda aramak gerekir.'® Douglas Smith, bu ayrimin ilk
kez Edmund Burke tarafindan Yiice ve Giizel Kavramlarimizin Kaynadi Hakkinda Felsefi Bir Sorusturma
(1756) kitabinda ele alindigini daha sonra Kant tarafindan Yargi Yetisinin Elestirisi’'nde (1790) ayrintili
bicimde incelendigini not eder. Gilizel olan sonlu ve simetrik yapisiyla izleyiciyi hosnut ederken, ylice
olan sinirsizligi ve tanimlanabilir bir bicime sahip olmayisiyla izleyicide korku uyandirir. Bigim ve
bicimsizlik arasindaki bu temel karsitlik, Nietzsche’nin kurdugu Apollon ve Dionysos ikilig§inde de
korunur.'® Tam da bu noktada Tragedyanin Dogusu’nun Mark Rothko resmi tizerindeki derin etkisini
hatirlamak gerekir. Rothko etkileyiciligini hala koruyan soyut estetigini, bicim ve bicimsizlik arasindaki
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gerilim lizerine kurmustu. Sungur’un figliratif resminin tGzerinde kuruldugu hatti kesfetmek icinse
Tragedyanin Dogusu’nu biraz daha desmek gerekiyor.

Douglas Smith, ayrintili 6nséziinde Tragedyanin Dogusu’nun kendinden sonra gelen pek ¢ok ¢alisma
icin kaynaklik ettigini gosteriyordu. Bunlarin arasinda en belirgin olani ismini Nietzsche’'nin bu ilk
kitabindan alan Biiyiilii Dagd’dir. Romanin yayimlanmasindan bes yil sonra Nobel Edebiyat Odiili’nii
kazanan Thomas Mann, bu eserinde acgik¢a Dionysoscu ilkeler dogrultusunda hareket eden Mynheer
Peeperkorn isimli grotesk bir karaktere de yer verir. Smith’e gére baska romanlariyla birlikte Mann’in
calismalari genel olarak Tragedyanin Dogusu’nda psikanalizin 6ne stirdigl bazi kavramlarin
oncullerinin bulundugunu gosterir.?’ Nietzsche’nin bilingaltindan ve riyalardan bahsetmesi, “gtidi”
terimini kullanmasi psikanalizin ilgilendigi konulari ¢cagristirir. Apollon ve Dionysos arasindaki hem
karsithk hem de karsilikh bagimlilik cergevesinde kurgulanan iliski de psikanalizde Eros ve Thanatos ile
simgelenen sehvet ve 6lim glidileri arasindaki iliskiye benzer. Sungur’un resmi de insan psikolojisine
duydugu derin ilgi diisiinlldiginde yukarida bahsedilen kavramlarin hi¢ de uzaginda yer almaz. Eger
biz de Smith gibi Tragedyanin Dogusu’nu antik Yunan tragedyasinin kékenini arastiran bir calismadan
cok kiilttirel fenomenleri incelemek lizere gergeveler ve kavramlar sunan bir yapit olarak
degerlendiriyorsak, Sungur’un resminde Apollon’u ve Dionysos’u nerede aramak gerekir?

Sungur’un resminde renk, ¢izgi ve kompozisyon gibi ¢esitli resimsel 6geleri ayirip her birini ayri ayri
Apolloncu veya Dionysoscu olarak nitelendirmek bir yontem olarak benimsenebilir ancak ben bu
yontemi tercih etmiyorum. Clinkli Apolloncu ve Dionysoscu enerjilerin Sungur’un resmini parcalayan
degil bir arada tutan gicler oldugunu disiniyorum. Yikiciligl, kendini kaybedisi, varligini unutup
dogayla bir olusu ve sarhoglugu icinde barindiran Dionysosgu gliciin Evren Sungur’un resminde bir
icgori olarak var oldugunu ve 6zellikle resimlerinde kurdugu anlatilari sekillendirirken ona yon
verdigini distiniiyorum. Bu haliyle ilk bakista Sungur’un resmindeki Dionysosc¢u kapasitenin tuvalin
disinda kaldigini séylemek mimkiindir. Evren Sungur’'un Kadikdy’deki atolyesinde bir fincan kahve
icmis herhangi bir ziyaretci ne demek istedigimi gayet iyi anlayacaktir.

Sungur’un atdlyesinde boyayla kurdugu iliski Dionysos igin diizenlenmis bir térenin ardindan geriye
kalan karman ¢cormanligi cagristirir ve miimkiin oldugunca tuvalin disinda tutuluyormus gibi goriinen
Dionysosgu ener;ji iki kanaldan tuvale sizar. ilki, Sungur’un figiir ve arka plani yerlestirmeden énce
atoélyesindeki boyalarla olusturdugu “bos” tuvallerdir. Sungur, bu “bos” tuvallerin tzerinde anlatilarini
kurar; kimi zaman birbirine karisan figliri ve arka plani bu ylizey Uzerine yerlestirir. Sungur’un “bos”
olarak tarif ettigi bu tuvaller, aslinda aksiyon resminin ve soyut disavurumculugun izlerini barindirir.
Bu kaotik baslangicin resim yapma eylemini nasil diisiinceye doniistlirdigii ve bitmis tuvalin
Gzerindeki etkisi her zaman belirsizdir. Dionysoscu enerjinin tuvale sizdigi ikinci kanal ise dis
diinyadan tuvalin (izerine tasinacak anlatiyi belirleyen icgoridir. Bu anlati, genellikle Eros ve
Thanatos arasindaki gerilimli hattin Gzerinde bir yerde kurulur. Burcu Pelvanoglu, Sungur’un ikinci
kisisel sergisi Gévde Gdsterisi icin yazdigl katalog yazisinda geng sanatcinin ilk kisisel sergisi Canli
Yayin’da siddeti temel aldigini belirtir.?! Bu ilk sergiye ismini veren resim, tim ulkeyi dehsete dustren
bir cinayeti; Miinevver Karabulut cinayetini konu aliyordu. Bu korkung olay tam da Nietzsche’nin tarif
ettigi sehvet ve kan dondurucu zalimligin karisimi olan “6ldirlci zehri” akla getirir. Nietzsche’ye gore
bu “zehir” estetigin alanina girecek kadar evcillesmemis barbar Dionysoscu giidiniin eseriydi.?
Dionysos, Uretken ve glizel formunu kazanabilmesi icin Apollon ile karsilasmaliydi. Sungur, Canli
Yayin’in hemen ardindan 2011 yilinda sergiledigi bes resimden olusan Tek Gecelik iliski serisinde de
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izleyiciye Dionysoscu bir tema sunuyordu. Sanatg¢inin 2012 yilinda gergeklestirdigi Gévde Gésterisi ise
cinsellik ve iktidari sorgulayan bir sergiydi. Sungur’'un 2015 yilindaki Organik Makineler sergisinde yer
alan bir resim Thanatos’un en karanlik yiizlerinden birini, sosyo-politik bir felaket olarak 13 Mayis
2014'te Turkiye'nin Manisa ilinin Soma ilcesindeki kdmiir madeninde ¢ikan yangin nedeniyle 301
madencinin 6limuyle sonuglan madencilik kazasi, Soma Faciasini konu ediniyordu. Sungur, iki yil
onceki Personator sergisinde Eros ve Thanatos arasindaki gerilimli hattan uzaklassa da sergideki
resimlerin akil disi olanla kurduklari iliski, onlari yine Dionysosgu bir cergevenin iginde tuttu. Ancak
Sungur’un resminde Dionysoscu icgoriinlin tuvalin ylzeyine aktarilan tema araciligiyla sizmasi Tanri
Kompleksi'yle beraber kesintiye ugramis gibidir. Bunun nedenini, Sungur’un resminde Apollon’un
nerede oldugunu belirledikten sonra anlayabiliriz.

Dionysos, nasil mlzigin ve esrimenin tanrisiysa Apollon da plastik sanatlarin ve él¢liniin tanrisidir.
Dionysos ne kadar kendinden ge¢meyi temsil ediyorsa Apollon da birey olma ilkesinin (principium
individuationis) gorkemli kutsal gérinttisiydii.?® Apolloncu gidilerin heykele ve mimariye sekil veren
aslil glic oldugunu 6ne stirmek yanhs olmaz. Sungur’un resminde de tuvalin ylzeyine hakim olan
enerjinin Apolloncu bir gii¢ oldugunu sdyleyebiliriz. Ozellikle Gévde Gésterisi sergisinden itibaren
Sungur, tuvalin ylizeyinde heykelin ugrastigl temel sorunlarla ilgilenir. Tuvalin fiziksel varhginin
hesaba katilmasi ve kompozisyon elemanlarinin kendi baslarina “ayakta durabilir” oluslari Sungur’'un
resmindeki hacimli ylizeylerin ortaya ¢ikmasina 6nayak olur. Sungur’u simdiye dek her defasinda
kendi icinde tutarhligi olan solo sergilerle estetigini kurgulamis bir sanatgi olarak diisiinebiliriz. Evren
Sungur, her yeni sergide baska bir resimsel 6geyi odak noktasina alip onu estetik bir oyun alanina
cevirir. Canli Yayin’daki temel problem, imgenin sunumu ve gérselin anlami iken, Tek Gecelik iliski’de
imge ve sire arasindaki iliski sekanslar tizerinden incelenir. Gévde Gésterisi’'nden itibaren
kompozisyonla ilgili sorunlar ve tuvalin izerindeki ylizeyler Sungur’un daha ¢ok donustirip oynadigi
alanlar haline gelir. Sanatci, Organik Makineler serisinde organik ve inorganik arasinda gelip giden
figratif yapilar kurar. Personator sergisinde ise figiir ve arka plan iliskisinin neredeyse yok oldugu
sikisik alanlari, prizmalarin icine hapsederek karmasik goriinse de neredeyse monolitik figlratif
striktiirler insa eder. Bu sergideki kiiclik ebatli calismalarinda ise Tanri Kompleksi sergisindeki daha
sakin kompozisyonlarin isaretlerini verir.

Tim bu akis ve resmin plastik unsurlariyla oynanan bu oyunlar distnildiglinde Tanri Kompleksi
sergisindeki calismalarin bir tir estetik olgunluga isaret ettiklerini dislinliyorum. Sungur’un Tanri
Kompleksi sergisindeki ¢calismalari agiklarken diislere ve fantezilere daha ¢ok basvurmasi, bu sergide
resmin ylizeyindeki Apolloncu enerjiyi neredeyse damittigini gosterir bize. Clink( riyalarin ve
fantezilerin idealize edilmis diinyasina Apollon hilkmeder. Riiya, bitiin plastik sanatlarin dncultidir.
Sungur’un yeni ¢alismalarinda gézlemledigim estetik olgunlugun sabit kalarak tekrarlanacak
motiflerle devam edecegini zannetmiyorum. Sungur’un resmini solo sergileri (izerinden okumak onun
Urettigi estetikte cizgisel bir gelisim dngérmedigini bize gosterir. Sungur’un tuvalin ylizeyinde giristigi
estetik deneyler her ne kadar hesaplama gerektirse de tiim bu akisa yon veren gliclin sanatginin
sezgisi oldugunu gérmek mimkiindir. Ben, Sungur’'un Tanri Kompleksi'ni izleyen sergilerde
resmindeki farkli unsurlar farkl bicimlerde olgunlastirarak sunacagini ve her yeni sergisi icin yeniden
kesfettigi slirpriz boyutunun da kaybolmayacagini diisiintiyorum.

Buraya dek Nietzsche’nin dnerdigi Apollon ve Dionysos ikiligi izerinden Evren Sungur’un resmini
yeniden ele almaya galistim. Daha d6nce de belirttigim gibi Tragedyanin Dogusu’nu bir referans
kaynak degil yontem olarak benimsemenin sonucunda boéyle bir analiz miimkin olabilir. Tragedya’nin
Dogusu’nda 6ne siiriilen ve Sungur’un resmini anlamamiza yardimci olacak bir baska kavram da
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“uyumsuzluk”tur. Nietzsche, kendi ¢agiyla antik Yunan tragedyasi arasindaki nihai bagi kitabin en son
béliminde uyumsuzluk kavrami tizerinden kurar.?* Pelvanoglu da Sungur’un resmini analiz ettigi
yazisinda uyumsuzlugun farkh bicimlerinden bahsetmisti. Bunlardan ilki, sanatginin paletinde sik¢a
kullandigi kirmizi ve yesil tonlari arasindaki kontrasttir.?> Sungur’un resminde sirekli canli tuttugu
gerilim de cesitli uyumsuz 6gelerin bir arada bulunmasiyla elde edilir. Tanri Kompleksi sergisinde bu
uyumsuzluk en cok cusseli figiirlerin ellerindeki oyuncaga benzeyen asalar ve diger giic sembollerinde
gorliinr haldedir.

Nietzsche’ye gore antik Yunanhlar varolusun terériinii ve korkunglugunu biliyor ve hissediyorlardi. Bu
teroriin karsisinda durabilmek icin kendileri ve diinya arasina Olympos Dagi’nda bulunan riiya
alemindeki tanrilari yerlestirmislerdi.26 ismet Zeki Eyiiboglu, Nietzsche’nin, tragedyanin ve Olympos
tanrilarinin kokenini yalnizca Yunan uygarhgina atfetmekle kendi ¢aginin igcinde kaldigini ileri siirer.
Gergekten de Nietzsche’nin tim Bati uygarliginin kokenini antik Yunan’da aramak konusunda
Israrinin yasadigl donemde neredeyse tim Avrupali entelektielleri etkisi altina alan Helen
hayranligindan kaynaklandigini séylemek yanhs olmaz. Eyliboglu’na gbre Nietzsche’nin Anadolu
uygarligini yok saymasi onun zamansiz bir felsefe sistemi 6ne siirme iddiasini bosa dusdrr. Eyliboglu,
Dionysos ve Apollon gibi isimlerin de Yunancadan gelmedigini 6ne suirerek elestirisini tamamlar.?”
Ben bu yazida kisitlamalarina ragmen Tragedyanin Dogusu’nda 6ne sliriilen ¢erceveyi Evren
Sungur’un resmini daha iyi anlamak i¢in temel aldim. Bu noktada Tanri Kompleksi sergisindeki pek
cok figtratif yapida, Anadolu uygarliklari tarafindan Gretilen tanri imgelerinin bulundugunu belirtmek
gerekir. Sungur, bu son sergisinde Ekrem Akurgal gibi dnemli arkeologlarin biraktigi izleri takip ederek
yasadigl cografyaya ait ve bugline 1sik tutan bir imgelem diinyasi Uretiyor. Bu imgelem diinyasinin
glinimiz politikasiyla kurdugu iliski, akillara Thomas Mann’in yoldan ¢ikmis Mynheer Peeperkorn’a
soylettigi su climleyi getirir: “insan, Tanr’nin hissettikleridir.”28

24 Nietzsche, Friedrich, Tragedyanin Dogusu, ceviren ismet Zeki Eyiiboglu, istanbul: Say Yay., 2002, 5.207-208
25 Pelvanoglu, Burcu, Evren Sungur: Gévde Gésterisi, sergi katalogu, Galeri Zilberman, 2012

26 Nietzsche, Friedrich, Birth of Tragedy, trans.by Clifton P. Fadiman, New York: Dover Publications, 1995, s.8
27 Eyiiboglu, ismet Zeki, Cogito Sayi 25, Nietzsche: Kayip Bir Kita, “Nietzsche ve Anadolu Uygarligl”, 2016, s. 289
28 Mann, Thomas, Biiyiili Dag, cev. iris Kantemir, Cilt II, istanbul: Can Yayinlari, 2019, 5.322



