ISTINYE UNIVERSITESI - iSU
4. ULUSLARARASI MEDYA ve TOPLUM SEMPOZYUMU 2024
08-09-10 MAYIS 2024

FOTOMONTAJ VE FOTOKOLAJ BAGLAMINDA RODCHENKO VE
LISSITZKY’NIN FOTOGRAF SANATINDAKI YERI

BARIS DERVENT

Ozet

Rus Avangart Sanati, bir iitopya olarak baslayan ve kendisinden 6nceki donemlerle
kiyaslanamayacak 06lctlide biiylik ¢apli bir kimlik doniistimii sonucu, umuldugu gibi devam
ettirilemese de {iretimin en etkin siireclerini gecirdigi yaklasik 15 yillik bas dondiiriicti ve
sagirtict bir zaman diliminin sonuglar1 ve yansimalari ile doludur. Rodchenko ve Lissitzky’nin
fotokolaj ve fotomontaj tasarimlariin olusum ve gelisimi ile giiniimiize etkileri de bu baglamda
ele alinmistir.

Rus Avangarti diye bilinen bu biiyiik sanatsal seriivenle ilgilenmeye bagladigimiz anda,
bu sanatcilarin kendilerini yalnizca tek bir sanat tiiriiyle sinirlamadiklarini, diger sanat dallariyla
da ilgilendiklerini ve denemeler yaptiklarini goriiriiz. Dénemi incelerken iistesinden gelinmesi
gereken en dnemli konu, bir sanat nesnesinin betimlenmesi ya da tanimlanmasinin hangi
sartlarda miimkiin ve anlasilir olabilecegidir. Bu avangart donem 6ncesinde Sembolistler
gercekligi yorumlarken nesnenin asina oldugumuz ve maruz kaldigimiz gercekligine hem
bicimsel, hem de kavramsal bakimdan merkezi bir rol veriyorlardi. Oysa Rus Avangartlar1 olarak
ele aldigimiz sanatgilar i¢in nesne, kavramsal temelde bagimsiz bir estetik degere sahip olarak
ele alinmistir ve bu ¢ercevede Rus Avangart sanatcilarin simgeyi reddetmesi, giiclii bir toplumsal
tavra, ideolojik anlamda da Eski Diinya’nin modas1 ge¢mis kavramlarinin sorgulanmaya
basglamasina isaret eder.

Soyuta giden yoldaki bu sorgulama siireci, estetik bakimdan da asamali olarak,
betimlenecek nesnenin dncelikle goriiniir olmak bakimindan sahneden indirilmesi, ardindan
mantiksal bir zeminde yeniden tanimlanmasi, son olarak da kavramsal bir kurgu olarak yeniden
sahne almasi1 bi¢iminde gergeklesir.

1915°te nesnel olmayan resmin ve Suprematist kuramin ortaya ¢ikmasiyla Rusya’da
figiiratif resmin giicli zayiflamaya baglamis (Son Fiitiirist Resim Sergisi 0.10) ve yeniden ortaya
¢itkmas1 1920’lerin sonuna rastlamistir. Malevich bu donemde 6znel olmay1 dislayan bir bakis
acisiyla, yani duyumlardan olusan bir benlige dair bir algi1 diinyasindan ziyade, diinya ile
kurmaya yoneldigi mantiksal bir temas sonucu, herhangi bir seyin degil higbir seyin resmini
yapabilme cesaretini gosterebilmistir. (Siyah Kare, Sifir Bigcim)

1921°de ortaya ¢ikan Konstriiktivizm, Sanat Kiiltiirii Enstitiisii (INKhUK) ve Yiiksek
Sanat ve Teknik Stiidyolar1 (VKhUTEMAS) kurumlarinmn iiriiniiydii. [dealizmi degil, maddeciligi
yiiceltmekteydi. Konstriiktivistler, basit, mantikli ve islevsel bir yapilanmaya dayanan yeni bir



bicimleme tarzi ve buna bagli yeni estetik degerler araciligiyla, yeni ve devrimci anlayista yasam
kosullar1 insa etmeye yonelmislerdi. Bunun yani sira, Konstriiktivizm, bir “liretim sanat1’ olarak
seri Uretime de uyarlanmakla, ¢cagdas tasarim anlayisinin temellerinin atilmasina da olanak
sunmustur.

Suprematizm’in yalin bir anlatim diliyle yeni bir gramer olusturma cabasi ve geometrik
sekillerin bir tiir alfabeye doniistiiriilmesi ile bigim-zemin iligkisi de bu anlatim bigimine
uyarlanmistir. Konstriiktivizm’de ise makine detay pargalarinin stilize ¢izimlerinin ya da
fotograflarinin, giinliik hayatimizi olusturan imgelerle beraber kullanimi benimsenmistir. Yeni
bir diizeni insa etmek i¢in eskinin tiimiiyle terkedilmesi gerekliligi, Rus Avangart Sanati’nin
c¢ikis noktas1 olmustur. Geleneksel olan her tiirlii resim, ¢izim, kompozisyon ve teknik anlayisin
terkedilmesi, devrim niteliginde islerin ortaya ¢ikmasinin oniinii agmaistir.

Rodchenko ve Lissitzky’ nin ¢cagdaslarindan daha etkili ve esinleyici isler ¢ikarmalari,
Konstriiktivist kompozisyon anlayislarini ve bu anlayis cercevesindeki ¢oziimlemelerini
belirleyen karakteristik bir dil olusturmalarinin sonucunda gergeklesir.

Lissitzky’nin 6zellikle ilk donemlerinde Chagall’in 6grencisiyken sonradan kendi
tercihiyle Malevich’in yaninda yer almasi, tam da Supramatizm’in gelecekteki konumunu sezmis
olduguna dair ipuglarini sunmaktadir. Malevich’in 6grencisi olup onun yolunda ilerlemek yerine,
Malevich’in resme bakis1 ve uygulayisini grafik tasarim siirecine entegre ederek o alanda daha
once hi¢ goriilmemis tiirden yapitlarini ortaya ¢ikarmasi da tesadiif eseri degildir.
Rodchenko’nun Vertov’un film afislerini yapiyor olmasi ve onun estetik ¢oziimlemelerini
sinemada birebir gérmesinin yadsmamaz etkileri oldugu aciktir. Ozellikle kitap tasarimlarini
birer film seridi gibi bolerek iclerinde tipografi kullanmasi ve bunu yaparken seritlerin renk
secimini fotograftaki negatif ve pozitif olarak degerlendirmesi (yesil ve kirmizi seritler) kitap
tasarimlarina yonelik biiyiik bir algisal kirilmay1 gosterir.

Rodchenko’nun grafik tasarim icin belki de en 6nemli diyebilecegimiz etkisi, fotografin
afiste ilk kez onunla kullanilmaya baslamasindandir. Bu gelisme 6zellikle fotomontaj
kullanimin1 dogrudan etkilemistir, ancak Rodchenko’nun, Lissitzky gibi bos alanlar1 forma dahil
etme gibi bir kompozisyon anlayisi yoktur. Lissitzky nin bunu kullanma sebebi de mimari
gecmisindendir (projelerde ¢izgilerle belirlenen bos gibi goziiken alanlar yasam alanlaridir).
Lissitzky bunu tipografide de denemistir ve bu radikal bir yeniliktir. Rus Avangart Sanati
igerisinde ele aldigimiz Lissitzky ve Rodchenko, yasadiklar1 ¢cagin ve kiiltiirtin hem en bereketli
mahsulleri, hem de en verimli tohumlaridirlar. Yasadiklar1 donem bir ¢cok agidan insanlik ig¢in,
belki de ge¢misin yliklerinin en ¢ok farkedildigi ve atilmaya yonelindigi, gelecegin
sorumlulugunun en yogun hissedildigi ve alinacak risklerin belki de en yiiksek oldugu, keskin
doniisiim evrelerinden biridir.

Bu ¢alismayla, Rus Avangart Sanati icerisinde fotokolaj ve fotomontajlariyla ele aldigimiz
Lissitzky ve Rodchenko’nun, yasadiklar1 ¢agin ve kiiltiiriin hem en bereketli mahsulleri, hem de
en verimli tohumlar1 oldugunu gostermekle kalmayip, “’hybrid’’ bir sanat anlayisinin, neredeyse
ylz y1l 6ncesinde filizlendigi bir doneme dikkat ¢cekilmesi amaglamistir.

Anahtar Kelimeler: Rus Avangart Sanati, Fotomontaj, Fotokolaj, Rodchenko, Lissitzky.



Abstract

Russian Avant-garde Art, although it failed to impact its successors as much as was
hoped, is full of the consequences and reflections from 15 years of excitement and surprises,
which is a result of an identity transformation that began as a utopia and of a magnitude
incomparable with previous eras. The birth and development of Rodchenko and Lissitzky’s
photocollage and photomontage designs, as well as their impact on today’s art, are studied in this
context.

When we begin to pay attention to this grand artistic adventure called the Russian Avant-
garde, we observe that these artists did not limit themselves to only one type of art, but that they
dabbled and experimented in other forms of art as well. When studying this era, the most
important question becomes “under what conditions is it possible and understandable to describe
or explain an art object”. Prior to the avant-garde period, when interpreting reality, Symbolists
gave a central role to the familiar realism of an object both in terms of form and concept. In
contrast, Russian Avant-garde artists treat the object as having an independent conceptual value
and their rejection of the symbol highlights a powerful social stance, an ideological examination
of the outmoded concepts of the Old World.

This aesthetic process of query on the way to the abstract proceeds from the visual
dethronement of the image in question, to its re-definition on a logical basis, and finally its re-
presentation as conceptual fiction.

The rise of non-objective painting and Suprematist theory in Russia in 1915 weakened figurative
painting (The Last Futurist Exhibition 0.10) and its reappearance came at the end of the 1920’s.
Around this time Malevich showed the audacity to paint nothing at all instead of anything, using
a perspective that rejects subjectivity and establishes a logical contact with the world instead of a
perception world. (Black Square painting)

Constructivism, which appeared in 1921, was a product of the Art Culture Institute
(INKhUK) and High Art and Technic Studios (VKhUTEMAS). It exalted not idealism, but
materialism. Constructivists aimed to create new and revolutionary living conditions on the basis
of a descriptive style related to simple, rational and functional construction and the related new
aesthetic values. In addition, Constructivism, helped establish modern design principles by
applying mass production to the idea of mass art.

Suprematism’s effort to construct a new grammar using plain language, a new alphabet
using geometric shapes, and its focus on the relationship between form and basis are applied to
this form of expression. In contrast, Constructivists chose to use the photographs and stylized
blueprints of machinery together with daily images. The starting point of Russian Avant-garde
Art is the need to forget the past in order to construct a new order. The abandonment all
traditional forms of painting, illustration, composition and technique allowed the creation of
revolutionary art products.

What helped Rodchenko and Lissitzky produce more effective and inspring works is
their ability to construct a more characteristic language that reflects Constructivist principles of
composition and the artists’ theses revolving around these principles.

Lissitzky’s switch during his student years from being a student of Chagall to Malevich
indicates that he sensed the future potential of Supramatism. In addition, it is no accident that,
instead of following on Malevich’s trail, he chose to make innovations in the field of graphic
design and produce completely new works by borrowing Malevich’s approach and applications
in the field of painting. Clearly, there were important consequences of Rodchenko’s time spent
designing movie posters for Vertov and seeing his aesthetic analysis on the movie screen. In



particular, splitting book designs like a storyboard, using typography in them, and meanwhile
selecting colors similar to negative and positive in photography (green and red stripes) are
evidence of the big perceptual break toward book designs.

Perhaps Rodchenko’s greatest innovation on graphic design is using photograpy on a
poster for the first time. This innovation had a direct impact especially on photomontage, but
Rodchenko did not share Lissitzky’s compositional principle of incorporating empty spaces into
form. This aspect of Lissitzsky’s art is based on his architecture background (in those projects
areas that look empty are living spaces). Lissitzky made a similar attempt on typography, which
is also a radical change. Lissitzsky and Rodchenko, whom we analyze as part of the Russian
Avant-garde Art, are both the most fertile seeds and the fruitful products of their era. The period
in which they lived is, in many respects, one when humanity most distinctly realized and
attempted to abandon the weight of the past, felt the responsibility for the future, and a period in
which the risks were high and the transformation great.

The goal of this work is to analyze Lissitzky and Rodchenko as part of Russian Avant-
garde Art, more specifically, photocollage and photomontage, to demonstrate that they are the
most fertile seeds and the fruitful products of their era, and to highlight a period one hundred years
ago when a “hybrid” understanding of art was born.

Keywords: Russian Avant-garde Art, Photomontage, Photocollage, Rodchenko, Lissitzky.
KAYNAKCA: Baris Dervent, FOTOMONTAJ ve FOTOKOLAJ BAGLAMINDA

RODCHENKO ve LISSITZKY’NIN FOTOGRAF SANATINDAKI YERI , MSGSU Fotograf
Ana Sanat Dali Yiiksek Lisans Tezi, Istanbul, 2019.
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Lissitzky, For The Voice (Ses igin), 1923, Tipobaski
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Rodchenko, Pro Eto (About This), 1923, Tipobaski.



