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ANNE, BEN BARBAR MIYIM?*

Kag kisi bunlar, yollar1 ne yana,
Neden sarkilari bu kadar acikli?
Umacty1 m1 topraga veriyorlar,
Cadiy1 mi1 everiyorlar yoksa?

A. Pugkin'

Bagligini Lale Miildiir’iin ayn1 adli kitabindan? alan 13. Istanbul Bienali’nin
kavramsal gergevesi “Anne, ben barbar miyim?” ii¢ eksen etrafinda yapilandu:
Teorik eksen giiniimiiz baglaminda ¢oklu kamular kavramini ele alarak
kamusal alani siyasi bir forum olarak nasil yeniden diisiinebilecegimizi
sorguladi. Homojen ya da tek bir irade altinda birlegen bir kamu veya halktan
s0z etmenin imkansizliginin farkinda olarak, kavramsal gerceve bu farkli ve
aslinda ¢ogunlukla da gatigan ¢oklu diinyalarin nasil bir araya gelebilecegini,
birlikte nasil var olabilecegini ve kolektif hareket edebilecegini aragtirmayi
hedefledi.

Praksis alan1 olarak ise demokratik aygitin mekansal bilegenleri iizerine
odaklandik: tartismali kentsel mekanlari, farkli cografyalardaki bu“savag
alanlarini” ve 6zellikle de Istanbul'da dizginsizce siiregelen kentsel doniisiimiin
saldirisini aragtirarak, 6zgiirliik kavraminin mekéansal digavurumlarini ve sivil
itaatsizlik eylemlerini, agorafobi kavramiyla birlikte diigtindiik.

Teorik ve pratik eksenlerin sanatsal agilimini ortaya koyan ve barbar ve barbarligin
¢agrigtmlarim bugiiniin baglaminda yeniden ele alan, hatta belki de tersine ¢eviren
Miildiir’iin “Anne, ben barbar miyim?” baglig, tigiincii eksen olan imgelemin
alaninda yer ald1 . Antik Yunanda barbar, hem vatandaglik kavramiyla hem

de dogrudan dille baglantilidir.“Polis” (sehir-devlet) sozciiglinden tiiretilen
“politis” (vatandas) sozciigliyle zit anlamda olmasi nedeniyle kent ve kentlilerin
haklariyla ters bir bagint1 icerisinde bulunmakla kalmayip dilbilimsel bir agidan
bakildiginda, Yunanca bilmeyenleri ve dolayisiyla vatandag sayilmayanlari ifade
eden bir tanimdir. Aslinda barbar fonetik agidan Antik Yunandaki insanlarin
anlamadi1 lisanlar i¢in kullandig bir onomatopedir (ses dykiinmesi). Bagka bir
deyisle, “6tekinin”, yabanci olanin, en ¢ok diglanan ve bastirilamin dilidir. Bu
acidan bakildiginda barbar sozciigii, otekilestirilmis, yasa digt ve sistemi alagag1
etmek veya degistirmek isteyenlerin konugtugu dile karsilik gelebilir: miinzeviler,
toplum digina itilenler, haydutlar, anarsistler, devrimciler, sairler ve sanatgilar gibi.

* Bu metin ingilizce kaleme alinip Miijde Bilgiitay tarafindan Tiirkge’ye gevrilmistir.
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MOM, AM | BARBARIAN?*

What a number! Whither drift they?
What’s the mournful dirge they sing?
Do they hail a witch’s marriage

Or a goblin’s burying?

A. Pushkin'

The conceptual framework of the 13" Istanbul Biennial, ‘Mom, am |
barbarian?’, borrowing its title from Lale Mildiir's book of the same name,?
is conceived along three axes. The theoretical axis asks how we can
rethink the public domain as a political forum and the concept of multiple
publics in the light of the present-day context. Cognisant of the fact that

it is not possible to speak of a homogeneous public or of people uniting
under a single will, the conceptual framework enquires as to how these
different—and, in fact, often contradictory—multiple worlds could come
together, coexist, and act collectively.

As the praxis site, we focused on the spatial components of the
democratic apparatus: By investigating contested urban public spaces,
these ‘battlegrounds’ from various geographies, and especially the
ongoing unbridled assault of urban transformation in Istanbul, we
considered the spatial manifestations of the concept of freedom and
acts of civil disobedience together with the concept of agoraphobia.

Unfolding the theoretical and practical axes, and reintroducing (even
perhaps reversing) the connotations of the barbarian and barbarity in
today’s context, Maldir’s title ‘Mom, am | barbarian?’ fits into the third axis,
which is the sphere of the imagination. In ancient Greece, the barbarian
was related to the concept of the citizen, and also, directly, to language.
Not only is the ancient Greek word barbaros the antonym of politis
(citizen), derived from the word polis (city-state), hence, inversely related
with rights to the city, but from a linguistic perspective, it was a definition
that marks those who cannot speak Greek; who are thus not considered
citizens. In fact, phonetically, the word ‘barbarian’ was an onomatopoeia

for languages that people in ancient Greece did not understand—in other
words, the language of the ‘other’, the alien, the most excluded and
repressed. From this angle, ‘barbarian’ may refer to the language of those
who are marginalised, illegal, and perhaps aspiring to debunk or change the

* This text was originally written in English and translated by Mujde Bilgtitay.
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Bu ii¢ ekseni Istanbul Bienali baglaminda bir araya getirirken, giiniimiizle
1960’larin sonlar1 ve 1970’ler arasinda toplumsal degisim, kentsel doniigiim
ve sanatsal pratikler agisindan tarihsel bir pencere agmay1 denedik. Serginin
zamansalligini belirleyen yontem ise, Walter Benjamin’in tarih melegi gibi,
geemisin izini kaybetmeden gelecege yonelmek oldu.

Erdem Giindiiz, Duran Adam performans-protestosundan, 2013 from Standing Man performance-protests, 2013

Bu iki donem arasindaki en dikkat gekici ortak payda, “bagka bir diinya”
arayigidir. 60’11 ve 7011 yillar, sanatgilarin Paris, New York ve Amsterdam
gibi sehirlerde, kentsel doniigiime ve soylulasgtirma siireglerine meydan okuyan
yeni sanatsal pratikler gelistirdigi bir donemdi. Bu nedenle sergide bu
donemden 6zgiin sanatsal pratikler, daha yeni pratiklerle bir araya getirildi;
Mierle Laderman Ukeles ve Amal Kenawy; Gordon Matta-Clark ve La Toya
Ruby Fraizer; Stephen Willats ve José¢ Antonio Vega Macotela gibi. Daha otest,
Akademia Ruchu’nun kamusal alanlardaki anlik eylem ve performanslari

ve 0zellikle de Jiti Kovanda’nin Tiyatro’su (1976), bize, Erdem Giindiiz’iin
“Duran Adam”eylemi (17 Haziran 2013, Istanbul)® gibi performansa dayali
protestolari, 1970’lerin sanat tarihi zemininde kavramsallagtirma olanag1 verdi.

Ayni izi takip ederek, sergiyi zaman iginde mekansal olarak da konumlandirmak
istedik. 13. Istanbul Bienali’ne katilan 88 sanatc ve kolektiften ellisi, Dogu
Avrupa ve Tiirkiye'de dahil olmak iizere Batili olmayan cografyalardan — ve
tarihsel siireclerden — geldi.
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system: the recluse, outcast, bandit, anarchist, revolutionary, poet, or artist.

In the context of the Istanbul Biennial, interweaving these three axes,
we endeavoured to crack open a historical aperture between today
and the end of the 1960s and 1970s in terms of social change, urban
transformation, and artistic practices. Like Walter Benjamin’s angel of
history, approaching the future without losing sight of the past was the
method to mark the temporality of the exhibition.

The most significant common denominator between these two periods is
the quest for ‘another world’. The 1960s and 1970s also witnessed artists
developing new artistic practices challenging urban transformation and
gentrification processes in cities such as Paris, New York, and Amsterdam.
Therefore, for this exhibition, novel artistic practices from these decades
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Ji¥i Kovanda, Tiyatro, Kasim 1976 Theater, November 1976

were brought together side by side with more recent practices, for
instance Mierle Laderman Ukeles with Amal Kenawy, Gordon Matta-Clark
with LaToya Ruby Frazier, and Stephan Willats with José Antonio Vega
Macotela. Furthermore, temporal actions and performances by Akademia
Ruchu in urban public spaces, and specifically Jifi Kovanda’s Theatre
(1976), afforded the possibility to contextualise the current performative
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Cografi agidan bakarsak, egitim firsatlari, devlet politikalar1 ve desteginin
bir sonucu olarak, ABD, Ingiltere ve Kuzey Avrupa'dan gelen sanatcilar,
kamusal-alanda-sanat konusunda daha fazla olanak ve tecriibeye sahipler.
Ancak, kamusal alanlara iligkin son donemlerdeki en tartigmali sehirlere ve
miicadelelere baktigimizda, haritada giiney yarimkiire ve diinyanin dogusu
agirlik kazaniyor: Meksika, Brezilya, Arjantin, Peru, Hindistan, Tiirkiye,
Filistin, Urdiin, Liibnan, Irak, Mistr, Tunus gibi. Dolayisiyla sergide,
hélihazirdaki jeopolitik iklimi yansitmak ve zamani1 mekanda sabitlemek
i¢in, kamusal alan ve kentlerin doniisiimii konularinin son yirmi-otuz yillik
donemde siddetle tartisildig1 bu cografyalara oncelik verdik.

Hikayenin kahramanlar1 olarak merkezine sanat eserlerini alan ve bu eserlerin
kendi aralarindaki tematik, kavramsal ve bigimsel iligkileri ve birbirlerine
verdikleri referanslar1 6ne ¢ikaran bir sergi anlatist olarak okunabilecek

bu metin, iki ana béliimden oluguyor. I1k bliimde serginin kiiratoryel
diisiincesi, giindemi ve grameri su bagliklar altinda ele aliniyor: Ut Pictura
Poesis: Gramer; Beden-Mekan-Ozgiirliik: Bir Sap Saman; Sanat ve Sermaye:
Kurumsal Elestiri Yeniden; Simdi ve Burada: Anin Belirsizligi. Ikinci boliimde
ise bu fikir ve temalarin bienalin beg sergi alaninda mekansal olarak nasil
somutlastigint gostermeyi hedefliyoruz: Antrepo no.3, Galata Rum Ilkogretim
Okulu, ARTER, SALT Beyoglu ve 5533.

“UT PICTURA POESIS” : GRAMER

Siir ve resim, sozel ve gorsel arasindaki iligki {izerine yapilan tartigmalarin
uzun tarihine ve gelenegine isaret eden“Ut Pictura Poesis” (Resim neyse siir
odur), sergide 6ne ¢ikarmay1 amacladigimiz bu iki sanat bigiminin arasindaki
ickinligi, yapisal baglantiy1 vurgulamaktadir. Lale Miildiir’{in yapitindan
yola ¢ikan sergi, bu baglantiy1 giincel pratiklerde, 6zellikle de kiiratoryel
diisiincesi ve grameri ile kesfetmeyi denedi. Bir artzamanli (s6zel) deneyim
olarak siir olgusuna kargt gorselligin sundugu eszamanli ihtimaller, serginin
yapilanmasinda bir temel olusturdu.

Hem edebiyat, ozellikle de siir, hem de miizik sergide 6nemli bir varlik
gosterdi. Sergide, yaptiklar: gondermeler ve yapilar1 bakimindan siirle
baglanti kuran projeler vardi, fakat bunun da 6tesinde siir, eserlerin segilmesi,
konumlandirilmast ve yerlestirilmesinde de yapisal bir islev gordii. Miizik

gibi siir de ¢ok kisisel, i¢sel alanlarin kamusal alanla ¢akistig1 nadir sanat
bigimlerinden biridir. Anlam ve form olarak dilin ug sinirlarina isaret eden siir,
dilin giinliik iletigimde kullanilan pratik islevinden bagimsizdir. Dolayisiyla
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protests in Istanbul such as Standing Man (June 17, 2013) by Erdem
Gundiiz® within the art historical backdrop of the 1970s.

Following this trail, we also sought to anchor the exhibition spatially in
time. Out of 88 artists and collectives participating in the 13" Istanbul
Biennial, 50 were from non-Western geographies—and histories—
including Eastern Europe and Turkey.

Geographically speaking, as a result of education opportunities and
governmental policies and support, artists from the United States,
England, and Northern Europe have had more possibilities and experience
in the field of art in the public domain. However, when we seek out the
most contested cities and struggles over urban public spaces in the

last couple of decades, the Southern hemisphere and the Eastern part
of the world are those that appear predominantly on the map: Mexico,
Brazil, Argentina, Peru, India, Turkey, Palestine, Jordan, Lebanon,

Iraq, Egypt, Tunisia, and so on. Hence, in order to reflect the present
global geopolitical climate and anchor time spatially, in the exhibition we
privileged these geographies, where the questions of public domain and
urban transformation have been burning issues for the last few decades.

This essay is a narrative of the exhibition, taking the artworks as the

main protagonists and highlighting their conceptual, thematic, and formal
interrelations and references to each other. It is structured in two main
parts. The first part seeks to introduce the curatorial thinking, agenda,

and grammar of the exhibition under the headings Ut Pictura Poesis:
Grammar; Body-Space-Freedom: A Piece of Straw; Art and Capital:
Institutional Critique Reloaded; and Here and Now: Precarity of the
Present. In the second part, our aim is to present how these ideas and
themes were spatially embodied in the five venues of the Biennial: Antrepo
no.3, Galata Greek Primary School, ARTER, SALT Beyoglu and 5533.

UT PICTURA POESIS*: GRAMMAR

Referencing the long history and tradition of the discussions around

the relation of the two forms of art—poetry and painting, the verbal and
the visual—ut pictura poesis (‘as is painting, so is poetry’) emphasises
their intrinsic connection we aimed to bring forth in the exhibition.

Starting with the literature of the Turkish poet and writer Lale MUldur, the
exhibition sought to explore this connection in contemporary art practices,
specifically in its curatorial thinking and grammar. The notion of poetry as

1X3L SHOLYHND / INLAW QLYY

27



dilin bu soyutlastirilmig formu, okuyucu ya da izleyicinin yorumuyla

anlam iireterek, doldurulacak bosluklar ve agikliklar yaratma potansiyeli
tagimaktadir. Bir arayiiz olugturan bu bosluklar izleyici tarafindan hem 6znel
hem de kolektif bir duyguyla bag kurarak anlamlandirilabilir. Serginin
izleyicilere alan agan kiiratoryel gramerini etkileyen, siirin bogluklar ve
acikliklardan olugan bu yapisi oldu.

Nathan Coley, Bahgemizi Ekip Bigmeliyiz, 2006 We Must Cultivate Our Garden, 2006

Sergide edebiyata dogrudan basvuran eserler vardi. Ornegin Jorge Méndez
Blake’in, temeli Franz Kafka’nin Sato adli romani iizerinde yapilandirilan 22
metre uzunlugundaki tugla duvardan olusan heykel yerlestirmesi Sato (2007);
Nathan Coley’in Voltaire’in en iinlii kitab1 Candideden alintiladig1“Bahgemizi
Ekip Bi¢meliyiz” duvar yazisi; ya da Zbigniew Libera’nin antropologlarin
ilkel kabile iiyeleriyle yan yana poz verdikleri eski fotograflart animsatan, iki
¢iplak beyaz “yerli”erkekle birlikte poz veren bir Japon turist kadin1 gosteren
ironik fotografi Shakespeareden Afrika Masallar1 (2011). Didem Erk’in,

Lale Miildiir’iin “Anne, ben barbar miyim?”metninden alintilanan Arsivlerde
1zim bulunmasin isterdim (2013) baglikli video yerlestirmest ise, sanat¢inin
Kibris’taki tampon bolgede Kuzey Kibrish yazar Giirgeng Korkmazel’in
Sirkiran adli 6ykii kitabini okuyarak gerceklestirdigi yiiriime performansini
gosteriyordu. Bunlara ek olarak, Shahzia Sikander, senfonik isi Pivot'da
(2013) kendi resimlerini Nazim Hikmet, Ahmet Giintan, Lale Miildiir gibi
farkli kusaklardan sairlerin siirleri ve Du Yun tarafindan bestelenen miizikle
bir araya getiren ¢ok kanalli, miizikli anime enstalasyonuyla yalnizca
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a diachronic (verbal) experience versus the synchronic possibilities of the
visual provided a basis for the exhibition structure.

Literature, especially poetry, as well as music had a prominent presence
in the exhibition. There were projects relating referentially and structurally
to poetry, but beyond that, poetry also served as a structural element in
selecting, locating, and situating the works. Like music, it is one of the rare
forms of art where a very personal inner space can overlap with a public
one. Pointing to the outer limits of language in form and meaning, poetry
is unfettered from language’s practical function of daily communication.
Its abstracted form bears the potential of creating voids and gaps that can
be filled to generate meaning through the interpretation of the reader or
audience. Introducing an interface, these gaps can be construed by the
audience who can relate to a subjective, as well as collective, sentiment.
It is this structure of voids and gaps of poetry that had an impact on the
curatorial grammar of the exhibition to open up such a space for the
audiences.

There were works with direct references to literature such as The Castle
(2007) by Jorge Méndez Blake, a sculptural installation of a 22-meter-long
brick wall under whose foundation lies Franz Kafka's novel The Castle;
Nathan Coley’s wall text, which read ‘We Must
Cultivate Our Garden’, a quote from Voltaire’s
famous novel Candide; and Zbigniew Libera’s
subtly ironic photograph African Tales by
Shakespeare (2011), in which a Japanese
woman tourist poses together with two white
naked ‘indigenous’ men, mimicking the

early photographs of anthropologists posing
with members of primitive tribes. Didem

Erk’s video installation / wish I could not be
traced in the archives (2013), borrowing its
title from MaldUr's Mom, am [ barbarian?,
presented the artist’s reading and walking
performance wherein she read from the novel
Secret Decipherer by the Northern Cypriot
writer Gurgeng Korkmazel as she walked

along the bUﬂ:er z0ne |n CyprUS Addltlona”y, Zbigniew Libera, Shakespeare'den Afrika Masallar1, 2011

African Tales by Shakespeare, 2011

in the symphonic work Pivot (2013), a
multichannel animated installation with a soundtrack, Shahzia Sikander
created visual poetry in which she entwines her paintings with poems by
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edebiyata gonderme yapmakla kalmadi ve igin formuyla da gorsel bir siir
yaratti.

Siirin artzamanl yapisiyla gorselligin eszamanli yapist arasindaki gerilimler,
Fernando Ortega, CADU, Murat Akagiindiiz ve Lale Miildiir, Kaan
Karacehennem ve Franz von Bodelschwingh gibi sanatgilarin zamana dayali
veya performatif pratiklerinin dokiimantasyonlarini okumakta bir arag
olarak kullanildi. Bu isler fotograf ya da video kayitlar1 araciligiyla sunulmug
olsalar da, sadece birer belge degil yaganmig anlarin ve tecriibelerin zihinlerde
yarattig1 imgelerinin viicut bulmug halleridir. Orta Boy Bir Nehri Gegen
Kiiciik Bir Kayik I¢in Miizik’te (2012) Fernando Ortega, Meksikadaki Bobos
Nehri’nin iki yakasi arasinda gidip gelen kiiciik bir kayigin sekiz fotografini
bir araya getirerek gorsel “dizeler’yaratt1. Ortega, miizisyen Brian Eno’ya

bir mektup yazarak, bu“orta boy”nehri karsidan karsiya gegmek igin gereken
siire uzunlugunda bir parca bestelemesini ister; zira kayik bir yakadan otekine
bir dakikadan az bir siirede gegtigi ve yolculuk sarkilardan daha kisa siirdiigii
icin, kayik¢inin bu sirada
caldig1 biitiin sarkilar
yarim kalmaktadir. Eno
bu 6neriyi kabul eder

ve tam olarak yolculuk
siiresi uzunlugunda ve
sadece kayigin yolculari
tarafindan dinlenebilecek
bir parca besteler. Bu
kiiciik miidahale, sergide
fotografik imgelerin birer
gorsel veri olmaktan
ziyade siirdeki kafiyeler

gibi tekrarlanmasiyla
Sunuldu Benzer Fernando Ortega, Orta Boy Bir Nehri Gegen Kiigiik Bir Kayik igin Miizik, 2012

Music for a Small Boat Crossing a Medium Size River, 2012
sekilde CADU’nun
Rio de Janeiro gevresindeki daglarda, neredeyse bir yil boyunca dogada
bir miinzevi olarak yalnizliga ¢ekilme tecriibesini anlattig1 Mevsimler 11
[Estagoes I1] (2012-2013) eseri de, sanat¢inin bulundugu bolgeyi ya da orada
yasadiklarini belgelemekten teye gecer. Eser bu tecriibeyi, bagka tiirlii yasama
ihtimalini gosteren zihinsel bir imge olarak yeniden yaratti. Cok kanalli
video enstalasyonu Akintr’da (2013) Murat Akagiindiiz, 2013 yaz1 boyunca
ozellikle dolunay zamanlarinda, Suriye sinirina dogru akan Firat Nehri
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renowned Turkish poets
from different generations
such as Nazim Hikmet,
Ahmet Glintan, and Léle

Muldir, and music by Du
Yun. Tensions between
the diachronic structure
of poetry versus the
synchronic structure of
the visual were taken

as tools in the reading
of documentation or
images of time-based or Fernando Ortega, Orta Boy Bir Nehri Gegen Kiigiik Bir Kayik igin Miizik, 2012
per’fo m ative practices Music for a Small Boat Crossing a Medium Size River, 2012

by Fernando Ortega, CADU, Murat Akagunduiz, and Lale MuldUr / Kaan
Karacehennem / Franz von Bodelschwingh. Although they were presented
through photographic images and video recordings, they are not mere
documentation, but embodiments of mental images of lived instances and
experiences. In Music for a Small Boat Crossing a Medium Size River
(2012), Fernando Ortega fashioned visual ‘verses’: eight photographs of a
small boat going back and forth across the Bobos River in Mexico. Ortega
wrote a letter to the composer Brian Eno, asking him to create a music
piece for the duration of the boat trip across this ‘medium-size river’, which
took less than a minute, meaning that most songs the boatman might play
during the trip had to be cut off prematurely (the journey is shorter than
the duration of most songs). Eno accepted this proposal and composed a
piece for the exact duration of the trip, to be enjoyed by the passengers.
This minute act was presented in the exhibition through the repetition of
the photographic images functioning more as rhymes in poetry than visual
information.

Similarly, CADU’s Seasons Il [Estag¢bes II] (2012-2013), a presentation

of the artist’s experience in the wilderness of the mountains of Rio de
Janeiro where he withdrew in solitude as a recluse for almost a year, is
more than simply documentation of a place and what he lived through.

It is a re-creation of the mental image of his experience as a possibility

to live otherwise. In the multichannel video installation Stream (2013),
Murat Akagunduz shot the moonlight on the water of the five dams on the
Euphrates River running down the border of Syria, specifically when there
was a full moon in summer 2013. Abstracted from their surroundings, the
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tizerindeki beg barajin sularina yansiyan mehtab1 goriintiiledi. Cevrelerinden
tamamen soyutlanmig — aksi halde sanat¢inin bu anlar1 gozlemleyen varligini
da belgeleyebilecek — bu videolar, barajlarin cografi 6zelliklerine dair higbir

Carlos Eduardo Felix da Costa (Cadu), Mevsimler II[Estagées I1], 2012/2013 Seasons Il [Estagbes II], 2012/2013

ipucu vermez. CADU’nun fotograf ve videolar1 gibi Akagiindiiz’iin eszamanl
sunulan beg videodan olugan enstalasyonu da, sanat¢inin bir barajdan digerine
giderken yasadig1 artzamanli tecriibeyi golgede birakti.

Son olarak, Lale Miildiir, Kaan Karacehennem ve Franz von Bodelschwingh’in
ortak caligmasi olan Azilr Yegil (2013) Lale Miildiir’iin 6nceden
senaryolastiriimamis “maceralarini” kayit altina aldi. Lale Miildiir’iin
arkadaglar1 ve“film ekibi” Karacehennem ve Bodelschwingh ile birlikte, giinliik
hayatta kendiliginden gelisen eylemlerle performans arasinda gidip gelen oyunu,
sanatla hayat, uyumla uyumsuzluk arasindaki sinirlar1 bulaniklastirarak,
siradan giinliik olaylarin iginde sakli bulunan siiri ortaya ¢ikarir.

Aykari diller: eylemin iktidarsizlig: ve siirsel eylem arayisr®

Kiiresel dlgekte devam eden biiyiik capli protestolar insanlarin degisim
istediklerini gosteriyor. Yeni bir diinyanin esiginde hepimiz artik var olan
sistemlerin, yapilarin, teori ve formiillerin bu degisimi getirmekte yetersiz
kaldigin1 hissediyoruz. Yeni bir diinyanin ve gelecegin tasavvuru ancak yeni
diller icat etmekten ve “barbar”kelimesiyle simgelenen en goriinmez, en
bastirilmig ve diglanmig olanlarin dilini 6grenmekten gegiyor.
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videos, which might otherwise document the artist’s observation of these
moments, do not offer any clues as to the geographical features of the
dams. Like CADU’s photographs and videos, AkagUndiiz’s installation, in
which the five videos are presented synchronically, surpasses the diachronic
experience he had traveling from one dam to another.

Finally, the Violent Green (2013), a video work by Lale Mildur & Kaan
Karacehennem & Franz von Bodelschwingh recording the unscripted
everyday-life ‘adventures’ of Lale Mildir, whose acts swing between
spontaneous actions and performance, together with her friends and
film crew’ Karacehennem and Bodelschwingh, excavates poetry

Lale Miildiir & Kaan Karacehennem & Franz von Bodelschwingh, Azili Yesil, 2013 Violent Green, 2013

embedded in simple daily actions, blurring the line between art and life,
euphony and cacophony.

Unorthodox languages: impotence of action and the search for poetic
act’

The ongoing massive global protests hint at people’s desire for change. In the
wake of a new world, we all feel that existing systems, structures, theories,
and formulas are falling short. To imagine another world and envision what

is to come, we need to invent new languages and learn the languages of the
most invisible, repressed, and excluded, as symbolised by the ‘barbarian’.

1X31 S HOLYHND / INLAW NQIOQLVINA

33



Sergide kentsel baglamdan toplumsal cinsiyet sorunlarina kadar uzanan

genis bir yelpazede goriinmez ve bastirilmig olanlarin talep ve sorunlarini
mercek altina almay1 ve“6tekilestirmeyi”en ug boyutta yagsayan hayvan ve
bitkilerin sesi olmay1 amaglayan oneriler yer aldi. Barbar1 vatandagin zit
anlamlist olarak ele aldigimizda, bu kelime vatandagliga ve kentsel baglama
dogrudan gonderme yapar. Halil Altindere’nin Harikalar Diyar1 (Subat 2013)
ve Sulukule Platformu’nun eylemleri, 2006da Istanbul'da kentsel doniisiim ve
soylulagtirma girigimlerinin yoneldigi ilk bolge olan Sulukule mahallesindeki
yerlerinden edilen ve kentin dig ¢eperlerine itilen Roman toplulugunun
sorunlarini dile getirir. Magdur edilmig topluluklara iligkin diger bir 6rnek
de Buenos Airesli bir grup sanat¢inin kurdugu Proyecto Secundario Liliana
Maresca (Liliana Maresca Ortaokulu Projesi) adl1 girigimin ¢aligmalariydi. Bu
grup Buenos Aires’in en yoksul gecekondu bolgesi olan Fiorito mahallesinde
yasayan ¢ocuklar igin sanat1 temel alan alternatif bir egitim onermektedir.

Benzer sekilde Bertille Bak’in Koruyucu Acil Durum Isik Sistemi (2010),
Bangkok’un Daeng mahallesindeki bir apartman blogunda yasayanlarin,
yagam alanlarinin yok edilmesine karsi bir yila yakin siire devam eden sira
dig1 bagkaldiri stratejisini anlatir. Devrimei bir marsi el fenerleri kullanarak
koreografik bir gorsel koda doniistiiren blok sakinleri olagandis1 bir direnis,
protesto ve kendi kendine orgiitlenme 6rnegi yaratti. Christoph Schéfer’in
Yeryiizii Sofralari
(Temmuz 2013),
Ramazan ayinda
orug agmak i¢in
[stanbul’un sokak ve ,
parklarinda kurulan l[__iilr EI I
yer sofralarinda e |
toplanmak gibi basit -

bir eylemin nasil bir
protesto aract haline
geldigini gosterdi.
Schifer, Miisliimanlar,

atelstlel’, anarSlStler, Proyecto Secundario Liliana Maresca, Liliana Maresca Ortaokulu Projesi [ Proyecto Secundario Liliana Maresca),
2013 Liliana Maresca Secondary School Project [Proyecto Secundario Liliana Maresca], 2013
solcular, ulusalcilar, Y Ject (o ]

cevreciler, gey ve lezbiyenler gibi ¢coklu kamular arasindaki simyanin meydana
getirdigi yeni koalisyonlar1 gorsel bir anlatiya doniistiirdii.
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There were several proposals in the exhibition aspiring to magnify

the issues and demands of the invisible and repressed, in a range
extending from the urban context to gender issues, and to give voice to
the ultimate ‘other’: animals and plants. As the antonym of the citizen,
the barbarian directly refers to the urban context and citizenship. Halil
Altindere’s Wonderland (February 2013) and the Sulukule Platform’s
activities specifically
bring voice to the
Roma community

in Istanbul, who
were displaced

and relocated at

the outskirts of

the city when their
neighbourhood,
Sulukule, became
one of the first sites
to undergo urban

transformation and

e ntnfl Catlo n | n Sulukule Platformu, Sulukule ‘nin adlm degx,snrebllecekler mi?, Eylul 2013
g Can they rename Sulukule?, September 2013

2006. Another project

related to devastated communities is the Liliana Maresca Secondary
School Project, an initiative by a group of artists from Buenos Aires that
proposes alternative schooling that integrates art for the children living in
the Fiorita neighbourhood, the most deprived shantytown in Buenos Aires.

Similarly, Bertille Bak’s Safeguard Emergency Light System (2010) presents
an unusual strategy employed for almost a year by the residents of an
apartment block of the Din Daeng neighbourhood in Bangkok, reacting against
the demolition of their living spaces. Transforming a revolutionary song into
a choreographed visual code using flashlights, they create an extraordinary
mode of resistance, protest, and self-organisation. Likewise, Earth Tables
(July 2013) by Christoph Schéfer depicts how the simple act of gathering to
have dinner together—to break the fast after sunset—can become a means
of protest. Drawing the kilometres-long tables on Istanbul’s streets and parks
during the month of Ramadan (religious feast) in 2013, Schafer visually
narrates the new coalitions alchemically formed among the multiple publics
during these dinners: Muslims, atheists, anarchists, leftists, nationalists,
environmentalists, gays, lesbians, and so on.

In her video | am the dog that was always here (loop) (2013), Annika
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Bertille Bak, Koruyucu Acil Durum Isik Sistemi, 2010 Safeguard Emergency Light System, 2010

Ben hep burada olan képegim (dongii halinde) (2013) videosunda Annika
Eriksson Istanbul sokaklarinda en ¢ok bulunan ama en gdriinmez olani,

sokak kopeklerini 6ne ¢ikarir. Sanatgi siiregelen kentsel doniisiim siirecini,
kentin ceperlerine itilen bir sokak kopeginin goziinden, onun deneyimleriyle
gorsel alana aktarirken, ayn1 kaderi paylagan vatandaglara da gondermede
bulunur. Ote yandan bir yeni medya kolektifi House of Natural Fiber (HONF)
[Dogal Lif Evi] Vakfi, DIAMANYETI (C/SM) TURU (2012-2013) adl1
¢aligmasinda bitkilerin iletigimini arastirarak bu siireci goriiniir ve duyulur
hale getirdi. Bitkilerin yaydigi frekans1 yakalayip bunlar1 analog bir sistem
yardimiyla algilanabilir titresimlere doniistiirerek, havada asili geometrik
form ve ¢izelgelerden olusan heykelimsi bir enstalasyon yaratan HONE iletigim
kuracak bir sesi bile olmadigin1 varsaydigimiz canlilar arasindaki yogun
iletigim anlarini bize hissettirdi.

Serginin baglig1 “Anne, ben barbar miyim?” kadinlarin sihirli gii¢leri olduguna
inanildig1 ve dolayisiyla toplumda merkezi bir konum aldiklar1 Hiristiyanlik-
oncesi pagan donemlere dolayl1 yoldan atifta bulunuyor. Ayrica baglik 6zellikle
anneye yoneltilmis bir soru oldugundan, kadinlara dogrudan bir gonderme

de yapiyor. Sergide, Amal Kenawy’nin Kahire’nin ana caddelerinden birinde
gerceklestirdigi performansi, Nil Yalter ve Judy Blum’un 70’11 yillarin
baglarinda Paris’in yirmi bolgesine dair yorumlar1 veya Mierle Laderman
Ukeles’in performansa dayali Bakim Sanati projeleri gibi islerle feminizmin
farkl1 renklerine yer verildi. Ote yandan Ipek Duben’in Manuscript 1994 (El

Eriksson brings to the forefront the most ubiquitous but also the most
invisible ones on Istanbul’s streets, the stray dogs. She visualises the
current urban transformation process from the eye and experience of a
street dog pushed to the outskirts of the city, resonating with the citizens
who share the same fate. In DIAMAGNETI (C/SM) SPECIES (2012-2013),
570 % & Y206\
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Christoph Schifer, Bostanorama — Istanbul'un (Meveut ve Yakin Zamanda Yikilmis) Stadyumlari, Parklar1 ve Bahgeleri Araciligryla Kolektif
Mekan Uretimlerinin Marmaray Tiinel Kazis1, Ocak—Eyliil 2013 Bostanorama — A Marmaray Tunnel Excavation of the Collective Productions of
Space Through Istanbul’s Stadiums, Parks and Gardens (Present & Recently Destroyed), January-September 2013

the House of Natural Fiber (HONF), a new-media collective, explores the
communication of plants and makes this process audible and visible. By
taking the frequencies plants emit and transforming them into perceptible
vibrations through an analogue system to create a sculptural installation of
suspended geometric forms and charts, HONF evokes intense moments
of communication among those we don’t even think have voices to
communicate.

The title of the exhibition
‘Mom, am | barbarian?’
obliquely alludes to
women, as the idea of
the barbarian dates back
to pre-Christian pagan
times, when women
were believed to have
e el g (e 10, 201 magical powers and thus
held a central position
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Yazmasi 1994) (1993-94) adl1 isi dogrudan kadin
olmakla ilgili sorunlara odaklaniyordu. Bu isinde
sanate1 Tiirkiye toplumunda modernite ve gelenek
arasinda var olan catigmay1 kendi bedenini yazil
bir metin olarak okuyarak ortaya koyar. Mika
Rottenberg’in Sikigtir'1 (2010) ise kadinlar1 absiirt
kapitalist iiretim aygitinin temel unsurlar1 olarak
betimler.

Teori ve pratik, reel alana ait ve dolayisiyla
mevcut yap1 ve soylemleri yeniden iiretmek
durumundayken, sanat, gercekligin dikislerini
gevseterek giinliik rutinimiz iginde iitopik
olabilecek anlar1 deneyimlememize imkan saglar.

o

ipek Duben, Manuscript 1994, 1993-1994
Manuscript 1994, 1993-1994

Bu anlamda sanat aligtlmigin diginda, “barbar”
diyebilecegimiz aykir1 diller ortaya ¢ikarabilir.
Basel Abbas ve Ruanne Abou-Rahme, Tesadiifi Isyancilar: Haydutlar
Hakkindaki Kisim (Béliim 1/2) (2012-2013)
adl1 video ve enstalasyonlarinda “haydut”
figiiriinii sanatg1 olarak kendi durus ve dillerini
yeniden kesfetmek i¢in kullanirlar. “Heniiz
goriilemeyen ama muhtemel olan ararken”
yapitlarini “anin dilini yakalamak i¢in ortak bir
aray1g — var olmanin ve diinyada olmanin bagka
yollarinin ufkunu agabilecek yeni ve radikal bir
diigsellik” olarak tanimlarlar.b

Guillaume Bijl’in, stiidyosunun polis
aramasindan sonraki durumunun
rekonstriiksiyonundan olusan Siipheli’si
(1980/2013), sanat¢inin “gayrimesru”yagam
tarzindan dolay1 zan altindaki durumunu

Mierle Laderman Ukeles, Yikama, Wooster
Sokak’taki A.LR. Galeri’nin 6niinde, SoHo, New . e
York, 1974 Washing, in frontof the A.LR. Gallery V€ bu toplumsal algiy1 gozler oniine serer.

Wooster Street in SoHo, New York, 1974 . .
on Toosier et sorio, Tew Tt Komsular1n, polisge arama sebebi olarak

gosterilen sikayetleri arasinda, “Geceleri eve ge¢ geliyor, muhtemelen sarhos”,
“Televizyonda solcularin bir eyleminde goriildii”, “Copii yanlis glinlerde
¢ikariyor”ve “Kitapgilarda ve halka acik parklarda fazla zaman gegiriyor”gibi
nedenler siralaniyordu.
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in society. It also makes direct reference to women in the sense that the
question is addressed specifically to a mother. The exhibition contained
works reflecting different shades of feminisms, such as Amal Kenawy’s
performance on one of the main streets of Cairo, Nil Yalter & Judy Blum’s
interpretations of 20 districts of Paris in early 1970s, or Mierle Laderman
Ukeles’s Maintenance Art performative projects. ipek Duben’s Manuscript
1994 (1993-94) focuses directly on the issues of being a woman; she
articulates her own body as a written text through the conflict between
modernity and tradition in Turkish society. Meanwhile, Mika Rottenberg’s
Squeeze (2010) portrays women as essential elements of the absurd
capitalist production apparatus.

While theory and practice are situated in the realm of the real and are
bound to reproduce existing structures and discourses, art can open

up the possibility of loosening the seams of reality. It can provide an
experience of otherwise-utopian moments within our daily routines and
introduce unorthodox, or, so to speak, ‘barbarian’ languages. Basel Abbas
& Ruanne Abou-Rahme, in their installation and video work The Incidental
Insurgents: The Part about the Bandits (Chapter 1/2) (2012-2013) adopt
the figure of the bandit to explore their own position and language as
artists. ‘Searching for what cannot yet be seen but maybe possible’, they
define the work as ‘the common search for a language of the moment—a
radical new imaginary that can begin to open the horizon for other ways
of becoming and being in the world’.® Guillaume Bijl’s reinstallation of
Suspect (1980/2013) debunks the perception of the artist in society as
someone suspected of an ‘unlawful’ lifestyle by re-creating his own studio
after a police search. Among the reasons for the neighbours’ complaint,
upon which the police conduct the house search, are ‘Comes home

late at night, probably drunk’, ‘Was seen on television at a left-wing
demonstration’, ‘Puts the garbage
out on the wrong days’, and \, h
‘Spends a lot of time in bookshops

and public parks'. — I o =
?'Ilh- b "l"'::“""‘-_ —5-'-' ﬁl}]

Yto Barrada’s Beau Geste (2009), . . * ot

on the other hand, documents

a real-life action by a group of

men to protect a palm tree that is 1) '

to be deliberately destroyed for —

| B Basel Abbas & Ruanne Abou-Rahme , Tesadiifi Isyancilar: dedutlar Hdkkmdak:
urban development purposes. y Kisum (Béliim 1), 20122013 The Incidental Insurgents: The Part about the Bandits
(Chapter 1), 2012-2013
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Ote yandan Yto Barrada’nin Beau
Geste’1 (2009), kentsel doniigiim
kapsaminda yok edilmesi hedeflenen
bir palmiye agacin1 korumak isteyen
bir grup erkegin caligmalarini
belgeler. Barrada kentsel doniigiime
kars1 vatandaslarin girigtigi bu
nafile ugrasi Fransizca yararsiz ama
“zarif, ince bir jest”anlamina gelen
“beau geste” tabiriyle ifade ederken,
ayn1 zamanda bir sanatci olarak
kendi pozisyonuna da gonderme
yapar. Sanat¢inin bu isindekine benzer kii¢iik samimi jestler, Cinthia Marcelle,
Fernando Ortega, Fernando Piola, José Antonio Vega Macotela, Maider
Lopez, CADU, Murat Akagiindiiz ve Jiti Kovanda gibi birgok sanat¢inin
islerinde de goriilebilir.

Adam Kokesch, Lux Lindner ve .-_-. gibi sanatgilar, sira dist sanatsal diller
yaratmak i¢in yapisal ve gorsel gramerle deneyler yaptilar. Lux Lindner’in
Arjantin Gergegi Uzerine Bir Inceleme (2006-2013) adl1 resim serisi, net
¢izgileri ve grafik olarak yazilmig okunakli metinleriyle teknik gizimleri
animsatan bir tarz ve kesinlik ortaya koyar. Ancak sunulug bigcimlerinin
aksine, resimlerdeki bu gorsel ve yazili enformasyon Dada-vari bilmecemsi
¢oklu anlamlar iiretir. Bu ¢oklu karmagik ifadeleri igeren enformasyonlarin
bir anlam kazanmasi i¢in — tipki siirdeki gibi — izleyici tarafindan yeniden
diizenlenmesi gerekir. Benzer sekilde Adam Kokesch, ses ve film 6geleri de
kullanarak endiistriyel goriiniimlii, son derece piiriizsiiz, ince iglenmis tarifi
imkansiz nesneler
/ heykeller /
kiimelenmeler
yaratti. Bir
laboratuvar veya
stiidyodan alinmig
teknik / endiistriyel
nesneleri
animsatsalar da,
sahip olduklar1
estetik Onermeler
ve kiimelenmeler,

PORGUE

a0y

il

i Lo
Lux Lindner, Arjantin Gergegi Uzerine Bir Inceleme serisinden, 2006-2013

From the series Treatise on Argentine Reality, 2006-2013
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referring to this futile
attempt as a ‘beau
geste’, a French
phrase meaning a
useless yet ‘gracious
and fine gesture’, she
also alludes to her
own position as an
artist. Similarly minute,
intimate gestures
manifest in the works
of Cinthia Marcelle,
Fernando Ortega, Fernando Piola, José Antonio Vega Macotela, Maider
Lépez, CADU, Murat Akagiinduiz, and Jifi Kovanda, among others.

Yto Barrada, Beau Geste, 2009 Beau Geste, 2009

Artists such as Adam Kokesch, Lux Lindner, and .-_-. experiment with
structural and visual grammar to invent unorthodox artistic languages. Lux
Lindner’s Treatise on Argentine Reality (2006-2013), a series of paintings
in clear lines and graphically written legible texts, proposes a style and
precision that recalls technical drawings. But the visual and textual
information contrarily emits multiple Dada-like enigmatic meanings—as

in poetry—that need to be reconfigured by the onlooker to make sense.
Similarly, Adam Kokesch creates industrial-looking, highly finished
object-sculpture constellations with sound and filmic components that
escape definition. Although they recall technical or industrial objects from a
studio or a laboratory, the aesthetic premises and groupings defy meaning,
demanding another way of looking at things.

On the other hand,
Intuition3.0: totally
dematerialized, zero-byte
work of art_, (2010) by - -
is a zero-byte ‘digitiple’
from the series intuitions
(after Joseph Beuys), a
desktop folder distributed
free of charge through a
web archive. This work not
only brings the question of
the dematerialisation of the

Adam Kokesch, Isimsiz, 2013 Untitled, 2013
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anlama meydan okuyarak, nesnelere bakmanin bagka bir yolunu ararlar.

Ote yandan, .-_-. imzal1 .sezgi3.0: maddeden tamamen bagimsizlastirilmis,
sifir-baytlik sanat yapiti_ (2010), sanat¢inin .sezgiler (joseph beuys’un
ardindan) adin1 verdigi, web arsivi izerinden iicretsiz dagitilan bir

masaiistii klasorii seklindeki seriden, sifir baytlik bir “digitiple”formatinda
gerceklestirilmig. Bu caligma kavramsal sanatta sanat eserinin maddesellikten
arimasi sorunsalini en ug diizeyde bir “maddesizlesmeye” tagimakla kalmuyor,
sanat eseriyle ticari olmayan bir iligki bigimi 6nerirken, ayn1 zamanda 6zerklik
sorunuyla da baglant1 kuruyor.

~_-. http://httpdot.net/.-_-./ .sezgi3.0: maddeden tamamen bagimsizlastirilmig, sifir-baytlik sanat yapiti_, 2010
.intuition3.0: totally dematerialized, zero-byte work of art_, 2010

BEDEN - MEKAN - OZGURLUK: BiR SAP SAMAN

Sigaranin dumanini, hapishanede birbirine bitisik iki hiicre arasindaki kalin
duvarin i¢inden gegen bir saman parcasinin ince deliginden derin derin igine
cekerken, dumanin gogsiinde bir siire dolagmasina izin veriyor, sicakligini
hissediyor, sonra, kendi nefesiyle karigan dumani yan hiicredeki mahkiimla
paylagmak ve ona ta icinden, en derinden dokunmak i¢in geri iifliiyor...

Kalin hapishane duvarinin karsisinda bir sap saman nedir ki? Duvarin
saglamligina karst samanin kirtlganlig1. .. Jean Genet 1950 tarihli Agk

bir sarki |Un chant d’amour] sinda, iki erkek mahkiim arasindaki tutku ve
arzuyu anlatarak, bu imkansiz goriinen denklemi tersine cevirir. Genet hapiste
olmanin getirdigi mutlak yalnizliga karsi tek direnme yontemi olarak, arzuyla
tetiklenen hayal giiciinii one siirer. Ilk gosterildigi yillarda pornografik ve
miistehcen bulunarak sansiirlenen ve yasaklanan film, arzuyla tetiklenen
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artwork in Conceptual Art to an ultimate ‘non-materiality’, but also relates to
the question of autonomy while proposing a noncommercial relation with the
artwork.

BODY - SPACE - FREEDOM: A PIECE OF STRAW

Inhaling deeply the smoke of a cigarette through the narrow hole of a
straw passing through the thick prison wall separating two adjacent cells,
a man lets the smoke wander inside his chest for a while, feels its warmth,
then blows it back, mixed with his breath, to share it with the prisoner in
the next cell, touching .

him from within deep
inside...

1X31 SHOLYEND / INLAN NQIQLVINN

What is a piece of straw
against a thick prison
wall? The sturdiness

of the wall against the
fragility of the straw? In
A song of love [Un chant
d’amour] (1950), Jean
Genet reverses this
seemingly impossible
equation by narrating
passion and desire
between two male
prisoners. Against the
absolute isolation of
imprisonment, Genet
brings out imagination
fuelled by desire as

the only way to resist.
Censored and banned
upon its release—it
was perceived as
pornographic and
obscene—the film
visualises the power
and seduction of Jean Genet, Ak bir sarki [Un chant damour], 1950

. . . . A song of love [Un chant d’amour], 1950

imagination triggered

by desire against authority and severe physical reality. Can desire be
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hayal giiciiniin otoriteye ve kat1 fiziksel gerceklige karsi sahip oldugu bastan
¢ikariciligi ve giicii gorsel alana aktarir. Hayal giicii direnigin ve varligin
kaynag1 héline gelirken, arzular da hayal giicliniin kaynag1 olabilir mi? Hig
diyalog icermeyen siyah beyaz film, gorsel olanin siirselligi ve miizigin ritmine
odaklanarak bu varolugsal sorunun derinlerine iner. Genet Vakfi’nin verdigi
sinirl izin nedeniyle bienal siiresince sadece bir kez gosterilebilen bu film,
serginin kamusal alan ve kentsel doniisiimii beden, mekan ve 6zgiirliikle ligkili
konular etrafinda formiile eden kavramsal cercevesinin de tam merkezinde yer
aldi.

Falke Pisano’nun

Bozulmug Bedenler

Catlamugs Zihinler

(Er M., Hasta A. ve

Gezgin H.) (2012) adli

video yerlestirmesi

ve ayni1 ¢izgideki

Isimsiz (2013) adh

Falke Pisano, Bozulmus Bedenler Catlamis Zihinler (Er M., Hasta A. & Gezgin H.), 2012 baski ve diyagramlarl

Disordered Bodies Fractured Minds (Private M., Patient A. & Traveller H.), 2012 — sanat 9 min d ah a
biiyiik 6lcekli“devam eden bir olay olarak Bedenin Krizi”projesinin bir
pargasi — tarihi, bedende biraktig1 etki iizerinden okurken, bedeni de
tarihsel degisimlerle baglantili olarak kavramsallagtirir. Kesisme noktasi
olarak Antonin Artaud’nun sanatini ve metinlerini alan sanatgi, tarihsel
kriz anlarinda bedeni ve bu bedenin sanatta temsilinin bigimsel ihtimallerini
aragtirir. Pisano eserinde “bedeni tekrar tekrar bolgesellestirilen bir yer,
(kurumsal, baskic1, idari ve/veya fiziksel) yasam kogullarindaki bir degisimle™”
olusan krizlerin tekrar tekrar hayata gegirildigi bir alan olarak gosterdi.

Rossella Biscotti’nin minimalist
heykellerle (2011) birlikte iki
belgesel video ve bir metinden
olusan Santo Stefano Hapishanesi
(2012-2013) adl1 enstalasyonu

da beden ve mekan iligkisini
ozgiirlik kavramiyla baglantili
olarak odagna alir. Ilk video,
heykellerin yapimini, hapishane
zemininin (bir hiicre ve panoptik
avlu) mekansal kesitlerinin kurgun

Hanna Farah Kufr Birim, Carpitidmis I [Mshwashi 1], 2002-2013
Distorted 1 [Mshwashi 1], 2002-2013
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the source of imagination, while imagination becomes the source of
existence and resistance? The black-and-white film contains no dialogue
to drive the focus further toward the poetics of the visual and the rhythm
of music to probe this existential question. The film, which could only

be screened once during the biennial due to limited permission from the
Genet Foundation, sits at the very heart of the conceptual framework of
the exhibition, given its central questions related to the public domain and
urban transformation as conceptualised around issues of the body, space,
and freedom.

Falke Pisano’s Disordered Bodies Fractured Minds (Private M., Patient
A. & Traveller H.) (2012) video installation and Untitled (2013) prints and
diagrams are parts of larger ongoing events she describes as Body in
Crisis. They conceptualise the body in relation to historical changes while
reading history through its impact on the body. Taking Antonin Artaud’s
art and texts as a junction point, she explores the body in its historical
moments of crisis and the formal possibilities of its representations in

art. In her work, Pisano treats

‘the body as a site of de- and re-
territorialisation’, a site where crises
occurred ‘through a change of living
conditions (be these institutional,
hegemonic, administrative and/or
physical)” are actualised repeatedly.

The relation of body and space

in connection with the concept

of freedom is also the focus of
Rossella Biscotti’s installation The
Prison of Santo Stefano, consisting
of two video documentations and

a text (2012-2013) together with minimalist sculptures (2011). The first
video documents the making of the sculptures, which are imprints of
spatial segments of the prison floors (a cell and a panoptic courtyard) with
lead sheets, and the second video narrates the act of finding and naming
the graves of the political prisoners —mostly anarchists and communist
leaders—who died during life imprisonment. Through the sculptures
presented in the Galata Greek Primary School next to a panoptic hall,

the work provides an experience of the politics of space in the extreme
conditions of imprisonment, while locating it in the political history of

Rossella Biscotti, Santo Stefano Hapishanesi, 2011 The Prison of Santo Stefano, 2011
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plakalar kullanilarak iiretimini belgelerken, ikinci video miiebbet hapis
cezasini ¢ekerken 6len mahkiimlarin — ¢ogunlukla anarsistler ve komiinist
onderler — mezarlarin1 bulma ve isimlendirme eylemini anlatiyordu. Eser,
Galata Rum 1kégretim Okulu’nda, panoptik bir salonun hemen bitisiginde
sergilenen heykeller araciligiyla hapishane ortaminin zorlu kosullarinin
mekansal siyasetinin deneyimlenmesini saglarken, bu deneyimi Italya’nin siyasi
tarihinde konumlandirtyordu. Ayn sekilde, Hanna Farah Kufr-Birim’in, kendi
ozgeemisinden yola cikarak, 1948 yilinda Israil tarafindan isgal edilen ve

1953 yilinda yikilan Kufr-Birim'deki kdylinde, biiyiikanne ve biiyiikbabasinin
¢alismas1 Carpitilmig 1 [Mshwashi I] (2002-2013), beden-mekan-ozgiirliik
siyasetini tarihsel bir baglama yerlestiriyordu.

Diger yandan, Fernanda Gomes’in mekansal
yerlestirmeleri tamamen kisisel ve siibjektif
bir mekan deneyimi onerir. Sanatet sanki
gizli bir téren gibi, tanimlanmig bir projesi
veya onceden belirlenmig malzemesi olmadan
glinliik hayattaki kargilasmalarini, hikaye

ve nesneleri belirli bir yere dokur. Gomes bu
zamana-dayali siire¢ araciligiyla belirli bir
yerele iligkin ve duyulara hitap eden yaganmig
mekanlar yaratir. Sanatginin sergide yer

alan yerlestirmesi tekil ve kisisel bir mekan Fernanda Gomes, Fernanda Gomes, 2013
algisini ortaya ¢ikarmak iizere tiim duyulary ~ Femanda Gomes, 2013
uyandirmay1 amaglayan neredeyse ii¢ boyutlu soyut resimlere doniistii.

SANAT VE SERMAYE: KURUMSAL ELESTIRI YENIDEN

Neo-liberal fonlama politikalariyla birlikte sanat kurumlar1 kiiresel diizeyde
ozel fonlara ve ticari destege daha fazla bagimli hale geldi ve bu yiizden “kirli”
paray1 aklamakla oldugu kadar neo-liberal kiiltiiriin ve mekanizmalarinin
yayginlagtirilmasinda can alict bir rol oynamakla da elestirildi, protesto ve
boykot edildi. Ornegin bir grup aktivist fon kaynaklar1 nedeniyle 13. Istanbul
Bienali’ni Ocak 2013’teki ilk basin toplantisindan itibaren protesto ederken,
19. Sidney Bienali katilime1 sanatgilar tarafindan ayni nedenle agilig giiniinden
kisa siire 6nce boykot edildi ve Bienal de protestolara bagkanin istifasiyla
karsilik verdi. Ote yandan, Haziran 2014’te St. Petersburg'da gerceklestirilen
Manifesta Bienali, Rusya'da escinsel haklar1 tizerindeki hukuksal baskilar
nedeniyle protesto ve boykot ediliyor. Bir anlamda bienaller, gitgide daha
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ltaly. Likewise, the poetic photographic work of
the Palestine-born artist Hanna Farah Kufr Birim
places the politics of body-space-freedom in a
historical context. In the photograph Distorted

1 [Mshwashi ] (2002-2013), the artist supports
the fallen arch of his grandparents’ former house
with his own body in his hometown village of Kufr
Birim, which was occupied by Israel in 1948 and
demolished in 1953.

Fernanda Gomes'’s spatial installations, on the
other hand, propose a purely personal and
subjective experience of space. Like a secret
ritual, without preconceived plans or materials,

Fernanda Gomes, Fernanda Gomes, 2013

she weaves her daily encounters, stories, and Fernanda Gomes, 2013
objects she comes across into a given space. Through this time-based
process, she creates sensuous lived spaces in relation to a specific
locality, resulting almost in a three-dimensional abstract painting that aims
to activate all the senses and evoke a unique and personal perception of

space.

ART AND CAPITAL: INSTITUTIONAL CRITIQUE RELOADED

Along with neoliberal funding policies, art institutions have become

more dependent on private funding and commercial support globally,
and have thus increasingly been criticised, protested, and boycotted: for
serving to whitewash the ‘dirty’ money, and for being epicentres for the
distribution of neoliberal culture and mechanisms. For instance, a group
of activists protested the 13™ Istanbul Biennial because of its funding
sources, starting from the first press conference in January 2013. The 19"
Sydney Biennial was boycotted by the participating artists just before its
opening for the same reason, and the biennial responded to the protests
with the resignation of the president. The Manifesta Biennial realised in
St. Petersburg in June 2014, on the other hand, has been criticised and
boycotted because of legal pressure on gay rights in Russia. Biennials
have become more politicised international platforms and the target of
protests that wish to bring crucial issues to the attention of larger publics.
And through art projects that critically examine art system(s) they have
also become prime sites for institutional critique.

Although activism and art may share the same aims of social change in
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siyasilestirilmig uluslararasi platformlar haline gelip daha genis kitlelerin
dikkatini 6nemli konulara ¢ekmek i¢in yapilan protestolarin hedef tahtasina
yerlesirken, diger yandan da sanat sistem(ler)ini elestirel bir yaklagimla ele
alan sanat projeleri araciligiyla, kurumsal elestirinin dile getirildigi baglica
yerler oldular.

Sanat ve aktivizm — Tiirkiye’nin halen i¢inden gegmekte oldugu gibi —
olaganiistii donemlerde ayn1 toplumsal degisim hedeflerini paylasmalarina ve
kargiliklr olarak birbirlerinden 6grenmelerine karsin, aslinda her ikisi de farkli
siireglere tabidir ve farkli alg1 ve deneyim modlar1 yaratirlar. Dolayisiyla ne
ayni kistaslarla ne de ayn1 etki bigimleriyle degerlendirilebilirler. Giiniimiizde
pek cok sanatci bu iki direnis formu arasindaki sinirlari sorgulamak i¢in sanat
ve aktivizm arasinda konumlanan denemeler yapiyor, ve boylelikle sanatin

ve sanat diinyasinin kapsamli olanaklarini kullanarak siyasi meselelere kargi
toplumsal tepkiyi harekete gecirmeyi amacliyor. Sergide, muhtelif tonlardan
ve perdelerden bu tiir girigimleri gormek miimkiindii.

Sanatin iktidar ile 1ligkisi tarihseldir. Bu iligki, tepki verdigi sistemlerin /
ekonomilerin / toplumlarin gobeginde sekil alir; dolayisiyla sanatin iiretim
iligkileri ve temsil rejimleri, sanatin i¢inde viicut buldugu sistemlerden
soyutlanamaz. Ote yandan, pek ¢ok diger mecranin aksine, sanat parcasi
oldugu sistemleri — ieriden — elegtirel olarak ¢oziimleme yetisine sahiptir.
1970’lerden bu yana, Hans Haacke, Mierle Laderman Ukeles, Martha
Rosler, Andrea Fraser, veya daha yakin zamanda Goldin+Senneby, Vermeir
& Heiremans, Burak Arikan ve Hito Steyerl gibi sanatgilar, sanat, sermaye ve
kurumsal elestiri cercevesinde ¢aligmalar iiretiyorlar. Bu bakimdan, sanatin
kendi sisteminin mekanizmalarini ve igerdigi sistemleri ¢oziimleme ve bunlara
iceriden meydan okuma kapasitesine sonsuz bir giiven duyarak, sanat ve
sermaye, emek ve iiretim arasindaki iligkiye odaklanan ¢ok sayida projeyi
sergiye davet ettik.

Tiyatro provalarini algoritmik ticari bir iglem stratejisinin mali
spekiilasyonlar1 ile birlestiren Goldin+Senneby Uzun Pozisyonu Kisaltmak
(2013) adli siiregelen performatif projelerinde, aktorlerin kontrat siiresini

ve dolayisiyla performansin ne kadar siirecegini ticari iglem stratejisinin
belirledigi istikrarsiz ve riskli bir sistem yarattilar. Bu iki diinya, yani sanatla
finans arasindaki iligkiyi ortaya koyan proje, yiiksek finans diinyasinin
istikrarsiz ve giivencesiz yapisini oldugu kadar, sanat emeginin preker dogasini
da yansitiyordu. Iktisat1 Ismail Ertiirk tarafindan gelistirilen strateji
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times of urgency—a process that Turkey has been going through—and they
can learn from each other, in effect they are subject to different processes,
and they create different modes of perception and experience. Therefore,
they cannot be evaluated with the same criteria or the same forms of
impact. Today many artists experiment with art and activism to question the
boundaries between these two forms of resistance, aiming to activate social
responses for diverse political issues by utilising the extensive possibilities
of art and the art world. We can see certain shades and grades of such
attempts in the exhibition.

Art’s relation with power is a historical one. This relation takes form

amidst the systems/economies/societies that it responds to, and thus,

the production relations and representational regimes of art cannot be
abstracted from the systems wherein it is realised. However, unlike many
other fields, art has the capacity to critically unfold, from within, the systems
in which it partakes. Since the 1970s, artists such as Hans Haacke, Mierle
Laderman Ukeles, Martha Rosler, and Andrea Fraser—and more recently
Goldin+Senneby, Vermeir & Heiremans, Burak Arikan, and Hito Steyerl—
have been working around issues of art, capital, and institutional critique.
Trusting fully the capacity of
art to unfold and challenge its
own mechanisms and systems,
several projects were invited to
the exhibition because of their
focus on the relation of art and
capital, labour and production.

Connecting theatrical rehearsals
with financial speculation of an

algorithmic trading strategy, 11
G0|d|n+Senneby |n thelr 0ngO|ng Goldin+Senneby, Yatirimlari Agiga Satmak, Jo Randerson (oyun yazarz), Ismail Ertiirk

(kiiltiirel ekonomist), Ybodon (bilgisayar bilimcisi), Anna Heymowska (set tasartmcisi),

performative prOJeCt Shortenlng Johan Hjerpe (grafik tasarimey), Ayse Draz/Giilce Oral (oyuncu) ile birlikte, 2013
iy Shorting the Long Position with Jo Randerson (playwright), Ismail Ertirk (cultural
the Long Position (201 3), have economist), Ybodon (computer scientist), Anna Heymowska (set designer), Johan Hjerpe
Created a precarious System in (graphic designer), Ayse Draz/Giilce Oral (actor), 2013
which the financial performance
of the trading strategy determines the duration of the actors’ contract,
and thus the duration of the performances. Splitting open the relationship
between the two worlds—finance and art—the project reflects the insecure
and unstable world of high finance as well as the vulnerable nature of

labour in art. As the strategy developed by the economist ismail Ertiirk
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Tiirkiye'de kusursuzca iglediginden, performanslar serginin son iki giiniine
kadar devam etti.

Sergiden dnce, bienalin Kamusal Programi Kamusal Simya nin Kamusal
Sermaye boliimiinde Vermeir & Heiremans kolektifinin gerceklestirdigi Sanat
Evi Endeksi (Mayis 2013) adli sunum-performans da benzer sekilde, hem
sanatta hem de borsada deger iiretiminin spekiilatif dogasina isaret ediyordu.®
Ikilinin sergide yer alan Rezidans (6biir diinya iizerine bir bahis) (2012) adl1
video ¢alismast 1se kentsel gelisim, toplumsal statii ve sanat diinyasinin giderek
nasil i¢ i¢e gectigini ifade eden karmagik bir hikaye araciligiyla, neo-liberal
kiiltiirel mekanizma ve siireclerdeki soyut deger iiretimini agimladi.

“Kentsel doniisiimiin sermaye-iktidar iligkileri iizerine kolektif olarak veri
derleme, haritalama ve yayinlama projesi”® olan ve ¢evrim igi faaliyet gosteren
Miilksiizlestirme Aglar1 (2013-devam etmekte), sanatg1 Burak Arikan’in
pratiginin bir uzantisi olarak basladi ve Gezi Direnisi sirasinda kolektif
olarak gelistirildi. Kentsel doniisiim araciligiyla Istanbul'daki arazilerin
haksizca el degistirmesiyle 1lgili benzer endiseler de bu olusumu tetikled:.
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worked successfully in Turkey, the
performances could continue until
the last two days of the exhibition.

Similarly, the lecture-performance
Art House Index (May 2013) by
Vermeir & Heiremans, realised
before the exhibition in scope of
the ‘Public Capital’ segment of the
Biennial Public Programme ‘Public
Alchemy’, denotes the speculative nature of value production in both art and
the stock exchange.® The duo’s video work in the exhibition The Residence
(a wager for the afterlife) (2012) embodies abstract value production in
neoliberal cultural processes and mechanisms in a complex story that
unfolds the increasing entanglement between urban development, social
status, and the art world.

Vermeir & Heiremans, Sanat Evi Endeksi Sunum-Performans
The Marmara Taksim (55 dakika), 2013 Art House Index Lecture-
Performance at The Marmara Taksim (55 min.), 2013

An online ‘collective data compiling, mapping, and publishing project on
the capital-power relations of urban
transformation’,® the Networks of 3
Dispossession [Miilksiizlestirme Tt O -
Aglari] (2013-ongoing), initiated by it B e
the artist Burak Arikan as a part of his
practice and developed collectively
during the Gezi resistance, was
triggered by similar concerns about
unjust transfer of land through urban
transformation in Istanbul. Inspired
by Hans Haacke’s well-known
Shapolsky et al. Manhattan Real
Estate Holdings, A Real Time Social
System, as of May 1, 1971 in relation
to the ownership and control of urban
space in New York, the Networks

of Dispossession [Mulksuzlestirme
Aglari] compiled data on urban
transformation actors, mainly
developers, government, and media,
to create maps that highlight and

Miilksiizlestirme Aglari, Miilksiizlestirme Aglar1, 2013—devam etmekte
Networks of Dispossession, 2013—ongoing
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make |eg|b|e thell' I'e|atI0nShIpS |n the Miilksiizlestirme Aglari, Miilksiizlestirilen Azinliklar, 2013—devam etmekte

Dispossessed Minorities, 2013—-ongoing

Hans Haacke, Shapolsky vd. Manhattan Emlak Holdingleri, Gergek Zamanli Bir Toplumsal Sistem, Mayis 1971, 1971
Shapolsky et al. Manhattan Real Estate Holdings, a Real-Time Social System, as of May 1, 1971, 1971
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Hans Haacke’nin New York’ta kentsel alanin miilkiyeti ve kontroliine
iligkin Shapolsky vd. Manhattan Emlak Holdingleri, Ger¢ek Zamanli Bir
Toplumsal Sistem, Mayis 1971 itibariyla adl1 linlii eserinden esinlenen
Miilksiizlestirme Aglar1, kentsel doniisiim aktorleri ile, daha ¢ok da ingaat
firmalar1, hiikiimet ve medya ile ilgili veriler toplayarak, bunlar arasindaki
iligkiyi daha goriiniir hale getiren haritalar olusturuyor. Sergide ii¢ harita
yer aldr: ilk harita Uciincii Bogaz Kopriisii, havaalanlari, barajlar gibi
Tiirkiye’nin mega projelerini; ikincisi azinliklarin miilklerini ellerinden
alan aktor ve siirecleri ve fi¢iinciisii Istanbul Bienali sponsorlarindan birinin
de dahil oldugu Istanbul'daki kentsel déniisiim projelerini gdsteriyordu.
Miilksiizlestirme Aglar1, daha genis kitlelere veri toplama ve haritalama siireg
ve tekniklerini anlatmak ve yayginlagtirmak, ayn1 zamanda bu bilgilerden
nasil yararlanilabilecegini toplu olarak tartigmak iizere ¢esitli atolyeler ve
bulugmalar da diizenledi.

“Sanat mekanlariyla
savag alanlar1 arasinda,
¢atigma bolgeleriyle
ilgili igler gostermenin
diginda nasil bir iligki
var?”!" Hito Steyerl, 13.
Istanbul Bienali igin
lirettigi Miize bir savag
alani m1? (2013) adlt

These are devices made and maintained by the sponsors of the three previous biennials editions, Sunum'performanSI ve
among them Zorlu/Vestels Ayesas, Thomson-Tekfen Radar, Koc Holdings Otokar and formerly
Siemens-owned Kraus Maffei Wegmann.

Hito Steyerl, Miize bir savag alan1 midir?, 2013 Is a museum a battlefield?, 2013

video ¢aligmasinda bu
soruyu somutlagtirarak
acimladi. Van sehrinde 1998 yilinda kaybolan PKK (Partiya Karkerén
Kurdistan), iiyesi arkadagt Andrea Wolf un pesine diisen Steyerl, muhtemelen
arkadaginin da gomiilii oldugu bir toplu mezarda eline gegen bog bir mermi
kovaninin izini siirer. Sanat¢i buldugu bos kovani iiretmis olan silah iireticisi
General Dynamics firmasi ile, arkadagini ararken yaptigi bu videoyu ilk
sergiledigi kurum olan Chicago Sanat Enstitiisii arasindaki iligkiyi de niikteli
ve dolambagli bir sunumla sorguluyordu. Sanat mekanlar1 ve miizelerin
iktidarla kurdugu tarihsel ittifaklar1 ortaya koyarken, sanat kurumlarinin
dogasini da savag alanina benzetmekteydi. Sunum-performansinda sanatgi ayni
bicimde Istanbul Bienali’nin destekgileriyle savunma sanayi arasinda nasil bir
potansiyel baglant1 oldugunu sorguluyor ve bu iligkiyi bienalin ana sponsoru
tizerinden netlegtiriyordu.
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exhibition there were three maps: one on mega projects such as the third
bridge for the Bosphorus, airports, or dams in Turkey; a second map on
the actors and processes that deprive minorities of their properties; and a
third map on urban transformation in Istanbul, which included one of the
sponsors of the Istanbul Biennial. They also organised several workshops
and meetings to communicate and disseminate to larger publics the
processes and techniques of collecting data and making maps, and to
discuss collectively how to utilise such information further.

‘What is the relation of art spaces and battlefields apart from showing
works about conflict zones?"'? Hito Steyerl articulated this question further
at the lecture-performance and video Is a museum a battlefield? (2013),
produced for the 13" Istanbul Biennial. In the search of her friend Andrea
Wolf, who disappeared in 1998 as a member of PKK (Partiya Karkerén
Kurdistan) in the region of Van, Turkey, Steyerl began to trace an empty
bullet case that she found in a mass grave where her friend was possibly
killed. With a witty and convoluted presentation, she questions the
relationship between the arms producer General Dynamics, who made the
empty bullet case she found, and the Art Institute of Chicago, where she
presented the video of the search for her friend. Unfolding the historical
alliances of art spaces and museums with power, she alludes to the nature
of art institutions as war zones. By the same token, Steyerl asks what
potential connection exists between the funders of the Istanbul Biennial
and the military industry, and further articulates this relation with the
biennial’'s main sponsor.

Art & Labour:

That art can look deep into its own production relations dates back to
Dada performances. In the exhibition, with an accent on labour, the
growing relationship of capitalism with the art world had a more marked
presence in the critical works of such artists as Mierle Laderman Ukeles,
Héctor Zamora, Amal Kenawy, José Antonio Vega Macotela, Praneet Soi,
Mika Rottenberg and Carla Filipe. The Maintenance Art performances by
Mierle Laderman Ukeles functioned as one of the historical references for
the 13" Istanbul Biennial. Her early performative works conceptually
question the raison d’étre of art by highlighting the most invisible,
precarious work of domestic labourers (women) and maintenance workers
in New York, ranging from cleaning chicken feet to changing the diapers,
replacing lightbulbs to washing floors. For Ukeles, maintenance is not
about beaultification or cleanliness but about sustaining life, survival. One
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Héctor Zamora, Maddesel Degiskenlik [Inconstancia Material], 2013
Material Inconstancy [Inconstancia Material], 2013

Sanat ve Emek:

Sanatin kendi iiretim iligkilerini derinlemesine sorgulamasi Dada
performanslar1 kadar eskilere dayanir. Sergide kapitalizmin sanat diinyasiyla
giderek biiyiiyen iligkisini emege odaklanarak ele alan sanatgilarin baginda
Mierle Laderman Ukeles, Héctor Zamora, Amal Kenawy, José Antonio Vega
Macotela, Praneet So1, Mika Rottenberg ve Carla Filipe’yi sayabiliriz. Mierle
Laderman Ukeles’in sanat ve emek arasindaki iligkiye vurgu yapan Bakim
Sanat1 performanslar1, 13. Istanbul Bienali’nin tarihsel referanslarindan birini
olusturdu. Sanat¢inin 70’11 yillarin baginda yaptig1 erken dénem performatif
isleri, ev ig¢ilerinin (kadinlarin) ve New York’taki bakim, onarim ve temizlik
igcilerinin yaptig1, tavuk ayagi ayiklamaktan bebegin altin1 temizlemeye,
ampulleri degistirmekten yerleri silmeye kadar en goriinmez ve giivencesiz
isleri one ¢ikararak sanatin varolus nedenini kavramsal olarak sorgular.
Ukeles’e gore bakim yapmak, giizellegtirmek (siislemek) ya da temizlikle
iligkili degil, ama yagamu siirdiirmek ve hayatta kalmakla ilgilidir. Sanat¢inin
sergide yer alan en dikkat ¢ekici performatif iglerinden birt Her Giin Bir Saat
Bakim Sanat1 Yapiyorum (1976) adin1 tagiyor. Bu yapit i¢in sanatgi Whitney
Miizesi’nde ¢alisan 300 bakim ve onarim is¢isini kendisiyle birlikte ¢aligmaya
davet etti. Iscilerden serginin devam ettigi yedi hafta siiresince giinliik
mesailerinin bir saatini sanat olarak se¢ip duyurmalarini istedi. Bu sanat saati
i¢inde is¢ilerin yaptig1 isin polaroid fotograflarini ¢eken sanatgi, bakim ve
onarim igini sanat olarak imleyip kayit altina alarak en goriinmez olani
goriiniir kild1. Benzer sekilde, New York Temizlik Departman ile birlikte
gerceklestirdigi, yine oldukca bilinen Hijyene Dokun (1979-1980) baslikli
performansi da, sanatginin tam 8500 temizlik ig¢isinin ellerini sikarak ve her
birine“New York Sehri’ni ayakta tuttuklari igin”tesekkiir ederek
minnettarligini gosterdigi sembolik bir eylemdi.

Sergide Ukeles’in 1970’11
yillarda gerceklestirdigi tarihi
bakim ve onarim iglerinin yani
sira, sanat ve emek konusunu
giincelleyen daha yeni isler de
vardi. Héctor Zamora, ingaat
igcilerinin bir aligkanligini,
tuglalar elden ele gecirerek
tagimanin kendilerine 6zgii bir
yontemini Maddesel Degiskenlik
[Inconstancia Material] (2012-2013) adl1 iginin merkezine alarak emegi sanat
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of the most significant performative works
shown in the exhibition was | Make
Maintenance Art One Hour Every Day (1976),
for which she invited the 300 maintenance
workers of the Whitney Museum of American
Art in New York to collaborate with her by
selecting and declaring one hour of their daily
work as ‘art’ during the seven weeks of the
exhibition. Taking Polaroid photographs of
the work they declared art, she designated
and recorded maintenance labour as art,

thus making the invisible visible. Similarly, in
her well-known Touch Sanitation (1979-
1980) performance, realised with the New
York Sanitation Department as a symbolic act
of gratitude, she shook hands with every one it L
of the 8,500 sanitary workers, thanking them  Gasderien. xew Yorki s balesinde 10 ook Pestogmins.
individually for ‘keeping New York City alive’, ~ Yaereesinieren Davet Mekiubu, 1979

Artist’s Letter of Invitation Sent to Every Sanitation Worker with

“TOULH sanitation

Performance Itinerary for 10 Sweeps in All 59 Districts in New York,

. L . ) 1979
Alongside Ukeles’s historical maintenance

works from the 1970s, there were more recent artistic practices actualising
the question of art and labour. Premised on the brick workers’ particular
way of transferring bricks by tossing them to each other, Héctor Zamora in
Material Inconstancy
[Inconstancia Materiall
(2012-2013) created a
vigorous live performance
and a video work pointing
out the labour of construction
workers as art. Amal
Kenawy’s Silence of Lambs
(2009) performance and
video, for which she hired 12
male day labourers to walk
on all fours in a central Cairo
street, relates more to the
practice of Santiago Sierra reflecting the precarity and exploitation of
labour in the capitalist system, while disclosing public sentiments against
women and contemporary art expressed on the streets.

Amal Kenawy, Koyunlarin Sessizligi, 2009 Silence of Sheep, 2009
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olarak yorumlayan canli dinamik bir performans ve video yaratt1. Ote yandan,
Amal Kenawy’nin Kahire’nin bir ana caddesinde elleri ve dizleri {izerinde
emeklemek iizere 12 giindelik ig¢i kiraladig1 Kuzularin Sessizligi (2009)
performans ve videosu daha ¢ok, Santiago Sierra’nin gizgisinde, kapitalist
sistemde emegin kirilgan dogasini ve somiiriisiinii gosterirken, ayn1 zamanda
sokaktaki insanlarin kadinlara ve gagdas sanata kargt duygu ve diisiincelerini
de ortaya koydu.

José Antonio Vega Macotela Zaman Takas1 (2006-
2010) adli kapsamli projesi i¢in Mexico Citydeki
Santa Marta Acatitlan hapishanesini beg y1l
boyunca haftada bir ziyaret ederek tutuklularla
yiizlerce saat gegirdi ve onlara bir tiir gorev degis
tokusu onerdi. Macotela tutuklularin hapishane
kosullarinda gerceklestiremeyecegi, 6rnegin bir
mahkiimun oglunun atacag ilk adima sahit olmak
(Zaman Takas1 148) ya da bir mahk{imun eski
sevgilisini gozetlemek (Zaman Takas1 231) gibi
bazi isleri onlar adina yaparak bunlar1 fotograf
veya videoyla kayit altina aldi, bunun kargiliginda
tutuklular da Macotela’nin talep ettigi, 6rnegin
hiicrede buldugu sigara izmaritlerinden bir
kompozisyon yaratmak (Zaman Takas1 148) yada  Tine exchange 145, 2008
sevgilisinin ve kendisinin saglarini kullanarak

hapishanenin bir masa oyunu bigiminde mimari planini yapmak (Zaman Takas1
231) gibi bazi yaratici etkinlikleri, Macotela ile e;zamanli olarak hayata
gecirdiler.

José Antonio Vega Macotela, Zaman Takasi 148, 2008

Sergide ayrica, Praneet
Soi’nin endiistrilesme oncesi
kol emegini gosterdigi
Kumartuli Matbaacisi, Emek
Uzerine Notlar Béliim |
(2010) adl1 yapitindan, Mika
Rottenberg’in kiiresel
kapitalizm ¢aginda, Post-
Fordist off-shore iiretimin
prekaritesini oldukga agik ve
eglenceli bir dille 6rnekleyen

Praneet Soi, Kumartuli Matbaacisi, Emek Uzerine Notlar, Boliim 1, 2010
Kumartuli Printer, Notes on Labour, Part 1, 2010
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In his extensive project Time Exchange (2006
2010), José Antonio Vega Macotela visited the
Santa Marta Acatitlan prison in Mexico City once
a week for five years, spending hundreds of
hours with its inmates. Macotela fulfilled the
prisoners’ wishes that they could not realise, for
instance witnessing the first steps of an inmate’s
baby son (Time-Exchange 148) or spying on a
prisoner’s ex-lover (Time-Exchange 231), and
recorded them via photograph or video. In
‘exchange’, for the same period of time, the
inmate simultaneously performed some creative
act for Macotela. One made a composition of the
cigarette butts found in his cell (Time-Exchange
148). Another re-created a plan of the prison as
a board game using a combination of both his
own and his current lover’s hair (Time-Exchange
231).

Looking into labour and production from
geographic and gender perspectives, there were
works that brought out different modes of production, ranging from pre-
industrial manual labour, as in Praneet Soi's Kumartuli Printer, Notes on
Labour Part 1 (2010) to Mika Rottenberg’s Squeeze (2010), which
exemplifies precarious post-Fordist offshore manufacturing in the age of
global capitalism using a very particular, frivolous language.

Mika Rottenberg, Sikistir,2010 Squeeze, 2010

Carla Filipe's Empty Hands:
the hand is not only an organ
for work but it is also a product
of it [M&os vazias: a m&o néo é
S0 um orgéo de trabalho, mas

A

- \
também produto deste] (2011), _*

a floor installation of 41 E——0

obsolete tools made of iron — e
and wood, accompanied by a

sound piece composed of a —
selection of old peasant |

resistance songs, is a poetic
reminder of the primordial

vazias: a mao ndo é s6 um orgéo de trabalho, mas também produto deste], 2011

Carla Filipe, Bos Eller: El sadece is yapmak i¢in kullanilan bir organ degil, ayni zamanda o isin
bir iiriiniidiir [Méaos vazias: a mdo nio é s6 um orgdo de trabalho, mas também produto deste],
2011 Empty Hands: the hand is not only an organ for work but it is also a product of it [M&os
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Sikigtir (2010) videosuna kadar farkli iiretim bigimlerinin iizerinde duran ve
emek ve liretime cografi ve toplumsal cinsiyet perspektiflerinden bakan islere
de yer verildi.

Carla Filipe’nin Bos Eller: El sadece is yapmak i¢in kullanilan bir organ degil,
ayn1 zamanda o igin bir iiriiniidiir [Maos vazias: a mdo ndo é s6 um orgao de
trabalho, mas também produto deste] (2011) adli, artik kullanilmayan 41 adet
demir ve ahsap is aletinden olusan yer enstalasyonu, koyliilerin s6yledigi
direnis sarkilarindan derlenen bir ses isiyle birlikte, insanlarin toprakla temel
baglarini ve yaptigimiz isin bizi fiziksel olarak da nasil belirledigini siirsel bir
dille hatirlatir. Claire Pentecost’un toprak-erg (2012) adli isi de ayni gizgide
en temel olana, topraga doniisii dile getirir ve topragi normatif, soyutlanmis
kapitalist deger liretimine kars1 asli bir unsur olarak one ¢ikarir.

SIMDI VE BURADA:
ANIN BELIRSIZLIGI
Bienalde yer alan iglerden
bazilar1, simdinin gegiciligi
ve belirsizligi kargisinda
bir zaman olgiitii olarak
deneyim kavramini ortaya
koydu. Sergi siiresince
devam eden performans ve
performansa dayali
projeler araciligyla,
zamanin ¢ok cesitli
algilanig bigimleri —
uzatilmig, duraklamus, Elmgreen & Dragset, istanbul Giinliikleri, 2013 Istanbul Diaries, 2013
kisalmis, tekrarlanan veya

parcali — izleyicileri, sanatgilar1 ve mekani doniistiirerek deneyimlendi. Sergide
yer alan ve“simdi ve burada”nin aciliyetini, simdinin fenomenolojik
karakterini ortaya ¢ikararak fark etmemizi ve deneyimlememizi saglayan siireli
performatif pratikler arasinda, iki oyuncunun senaryolagtirilmig bir “oyun”
metnini dogrudan seyircinin deneyimine miidahale ederek dogaglama olarak
prova ettikleri Goldin+Senneby’nin ( Yatirimlar1 Agiga Satmak) (2013)
performansi, veya Maxime Hourani’nin, miizigin siibjektif deneyim ve
ifadeleri ortaya ¢ikarmak iizere insanlar1 ve mekanlar1 birlegtirici bir unsur
olma potansiyelini aragtiran siire¢ temelli sark: besteleme atélyeleri ve saha
gezileri Sarkilar ve Mekanlar Kitab1 (2013) sayilabilir.
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attachment of humans to the earth and how the labour we do defines us
even physically. Correspondingly, soil-erg (2012) by Claire Pentecost
suggests returning to the basic, the earth, as the fundamental of value
production, as opposed to the normative, abstracted, capitalist one.

HERE AND NOW: PRECARITY OF THE PRESENT

A number of works in the biennial proposed experience as the measure of
time in relation to temporality and the precarity of the present. Through
performances and performative projects throughout the exhibition, diverse
conceptions of time—stretched, suspended, shrunk, repeated, or
fragmented—were experienced, transforming the performers, audiences,
and spaces. Directly opening up the phenomenological character of the
present, the immediacy of the ‘here and now’ could be experienced and
marked by such durational performative practices as Goldin+Senneby’s
Shortening the Long Position (2013), in which two performers improvised a
scripted ‘play’ directly interfering with the experience of the audience, or
Maxime Hourani’s Book of Songs and Places (2013), which entailed
process-based songwriting workshops and field trips exploring the
potential of music as a binding element bringing people and places
together to excavate subjective experiences and expressions.

inci Eviner’s ground-up learning device Co-action Device: A Study (2013),
the functioning of which was decided collectively by the participants, was a
theatrical research project on how art can be a part of a learning process
that took place at a former educational institution. EImgreen & Dragset’s
Istanbul Diaries (2013), on the other hand, exemplified the materialisation
of time through the act of
writing and reading. Coming
to the exhibition site (a
former classroom), seven
young men with diverse
backgrounds were engaged
to write diaries daily in the
presence of the audience.
Through connecting diverse
subjectivities, and thus
creating a possibility of
intersubjectivity, the solitary
act of writing and reading
became a collective one.

Jean Rouch, Cilgin Efendiler[Les Maitres Fous], 1955 The Mad Masters [Les Maitres Fous], 1955
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Inci Eviner’in isleyisi katilimeilar tarafindan kolektif bir bicimde belirlenen
Ortak Eylem Aygit1: Bir Etiit (2013), sanatin nasil 6grenme siirecinin bir
pargast haline getirilebilecegi iizerine teatral bir aragtirma projesi olarak, eski
bir egitim kurumunda gerceklesti. Elmgreen & Dragset’in Istanbul Giinliikleri
(2013) ise, yazma ve okuma edimleri araciligiyla zamanin cisimlestirilmesini
ornekledi. Bu proje i¢in farkli 6zgegmislere sahip yedi geng adam her giin sergi
mekanina (eski bir sinif) gelerek izleyicilerin oniinde giinliik tuttu. Tek bagina
yapilan bir eylem olan okuma ve yazma, farkli 6znellikler arasinda baglar
kurarak ve bu sekilde bir “0zneler-arasilik’ihtimali yaratarak kolektif bir
edime doniistii.

Jean Rouch’un tartigmali
deneysel filmi Cilgin
Efendiler [Les Maitres
Fous| (1955) ile
bugiinkii performatif
pratiklere tarihsel bir
perspektif kazandirmanin
yani sira, medeniyet ve
barbarlik kavramlarinin
sorunsallagtirmasi da
amagclandi. Film bir
direnme arac1 olarak
Sﬁmﬁrgecilerin aSkeI‘i Shahzia Sikander, Pivot, 2013 Pivot, 2013

torenlerini taklit ederek

igsellestirdikleri somiirgeci baskisini, bedenleriyle, neredeyse trans halinde disa
vurarak tersine ceviren Hauka kabilesi iiyelerinin “performanslarini”anlatir.
Yukarida siralanan bu projeler, Mierle Laderman Ukeles, Amal Kenawy,
Gordon Matta-Clark, Jifi Kovanda, Academia Ruchu ve digerlerinin
performans kayitlarina ek olarak serginin son giiniine kadar devam eden
performatif pratiklerin merkezini olusturdu.

Dahasi, sergi boyunca senaryolu ve/veya zamani belirlenmis performans ve
konserler Héctor Zamora, Shahzia Sikander, Sulukule Genglik Orkestrasi,
Tahribad-1 isyan ve Gezi Direnisi sirasinda kurulan ve sonrasinda mahalle
parklarinda farkli cografyalardan segtikleri ve kendi besteledikleri devrim
sarkilarini seslendirmeye devam eden KOROg¢apulPORTE gibi sanatci ve
miizisyenler tarafindan gerceklestirildi.
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Jean Rouch’s controversial
experimental film Mad Masters
[Les Maitres Fous] (1955) was
presented, not only to offer a
historical perspective on current
performative practices, but also
to problematise the concepts of
civilisation and barbarity. The
film depicts Hauka tribe
‘performances’ mimicking colonial
military ceremonies as a means
of resistance, reversing
interna”sed COlonial OppreSSion Sulukule Youth Orchestra Concert, September 26, 2013

by acting it out through bodies and trancelike movements. In addition to
the documentation of performances by Mierle Laderman Ukeles, Amal
Kenawy, Gordon Matta-Clark, Jifi Kovanda, Academia Ruchu, and others,
these projects formed the heart of the ongoing performative practices that
continued throughout the exhibition.

Furthermore, there were scripted and/or scheduled performances and
concerts throughout the exhibition by artists and musicians, including
Héctor Zamora, Shahzia Sikander, Sulukule Youth Orchestra, Tahribat-i
isyan (Rebel of Destruction),
and KOROgapulPORTE,

a self-organised chorus that
was formed during the Gezi
Resistance and continued
afterward in the neighbourhood
parks, performing revolutionary
songs from diverse geographies
as well as new ones they
compose themselves.

KORO¢apulPORTE, Kapanis Performansi, 20 Ekim, 2013 Closing Performance,

VENUES: October 20, 2013

Originally, we aimed to realise strategic projects in contested areas of
urban transformation such as Taksim Square, Gezi Park, Tarlabag!
Boulevard, and Karakdy in addition to the two exhibition venues, Antrepo
no.3 and the Galata Greek Primary School. However, with the decision
right after the Gezi resistance to withdraw from urban public spaces in
order to avoid collaborating with the authorities who repressed violently

Sulukule Platformu, Sulukule Genglik Orkestras: Konseri, 26 Eyliil 2013
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MEKANLAR:

Baglangicta, bienalin iki ana mekani olan Antrepo no.3 ve Galata Rum

Ik gretim Okulu’na ek olarak Taksim Meydani, Gezi Park, Tarlabagi Bulvari
ve Karakdy gibi Istanbul’un tartismali kentsel doniisiim bolgelerinde stratejik
projeler gergeklestirmeyi hedeflemistik. Ancak Gezi Direnigi’nden hemen sonra
bir karar alarak, kendi vatandaslarinin sesini siddet kullanarak bastiran
yetkililerle igbirligi icine girmemek i¢in kentsel kamusal alanlardan gekilince,
(diger komplikasyonlarin yani sira) mekan sorunuyla da karsi karsiya kaldik,
zira kamusal alanla etkilesime girmesi tasarlanan bazi projeler ya i¢ mekanlara
uyarlandi ya da mecburen bagka projelerle degistirildi. ARTER, SALT Beyoglu
ve sanatg1 girigimi 5533 gibi diger sanat kurumlariyla igbirligi yaparak
acilistan ancak bir ay 6nce bu acil sorunu gidermeyi basardik. Yeni ti¢ mekanin
programa eklenmesiyle birlikte mekanlar arasindaki iligkileri ve mevcut
planlar1 serginin kendi i¢indeki kavramsal, mekansal ve bigimsel iligkiler ve
islerin kendi gereksinimleri agisindan yeniden degerlendirmek zorunda kaldik.
Her mekan kendi lokasyonu, islevi, tarihi ve mimari 6zelliklerine gore ele
alind1 ve dolayisiyla farklr tasarlandi.

Antrepo no.3

15 yildan uzun bir siire istanbul
Bienali’nin sergi mekan1 olarak hizmet
verdikten sonra, Antrepo no.3 ve onu
cevreleyen alan da bu izansiz kentsel
doniigiime maruz kalarak, kentin geri
kalaniyla ayn1 kader1 paylagtyor.
Dolaystyla bu bina son kez Istanbul
Bienali’nin sanat eserlerine ev sahipligi
yapt1. Ayse Erkmen bu kat1 gercege
tepki vererek Antrepo no.3’iin
giriginde bir heykel enstalasyonu
yaratti. Bu kiitkiitkiit (2013) adl1 is,
bir vincin ucunda sallanan ve diizenli
olarak binaya vuran bir giilleden
olusuyordu. kiitkiitkiit, tipki bir saatli
bomba gibi binanin yakin gelecekteki
kaderine oldugu kadar sehri tehdit
eden tehlikeye de isaret etti. Ayni
sekilde, binanin girisi Jorge Méndez
Blake’in Sato (2007) adli

Ayse Erkmen, kiitkiitkiit, 2013 bangbangbang, 2013
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their own citizens’ voices (among other complications), we confronted
problems related to the venues, as some of the projects that were to
intervene with urban public spaces had to be adapted to interior spaces or
replaced by different projects.

Through collaborations with other art institutions such as ARTER, SALT
Beyoglu and the artist initiative 5533, we were able to overcome this
urgency barely a month before the opening. With the inclusion of these
new venues, we faced the challenge of reevaluating the relations between
the venues and revising existing plans in regard to the conceptual, spatial,
and formal connections within the exhibition and the necessities of the
works. In accordance with their locations, functions, histories, and
architectural features, each venue was conceived individually, and thus
designed differently.

Antrepo no.3

The Antrepos had served
as the exhibition venue of
the Istanbul Biennial for
more than 15 years.
Together with their
surrounding area, they
have shared the same
destiny as the rest of the
city, subjected to unbridled
urban transformation. This
would be the last time that
the Istanbul Biennial would
occupy the building with
artworks. Responding to
this stark reality, Ayse Erkmen created a sculptural installation in front of Antrepo
no.3. bangbangbang (2013) is composed of a crane with a giant wrecking ball
that hits the building constantly like a pendulum, a ticking bomb, pointing to the
very near future of the building as well as the threatening prospect of the city.
Likewise, the entrance of the exhibition hall was blockaded with The Castle
(2007), an installation by Jorge Méndez Blake, a 22-meter-long brick wall under
whose foundation the novel of the same name by Franz Kafka sat, symbolising
culture as a foundational component structuring today’s society as well as an
unsettling element, considering the physical defect it caused in the order of the
bricks.
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enstalasyonuyla kapatildi. 22 metre enindeki bu tugla duvarin temeline
yerlestirilen Kafka’nin ayn1 adli romani, bugiiniin toplumsal yapilanmasinda
kiiltiiriin temel bir bilesen oldugunu simgelerken, tuglalarin siralamasinda
kitabin neden oldugu bozulma, kiiltiirii ayn1 zamanda diizen bozucu, sarsici
bir unsur olarak da tanimlar.

Antrepo no.3, kentsel kamusal alanlarin bir metaforu — ayn1 zamanda da bir
metonimi — olarak bienalin 6nermesini mekansal olarak gorsellegtirmek iizere
tasarlandi. Mekan, caddeleri, yan sokaklar1 ve gecitleriyle toplam {i¢ meydan
halinde diizenlendi. ilk meydanda kentsel déniisiim ve kentlerin ortak yasam
alanlari olarak ortak-iiretimi konusunu ele alan projeler yer alirken, bugiiniin
pratikleriyle ortiigen tarihsel projeler daha ¢ok ikinci meydanda yogunlagti.
Ugiincii meydan ise kamusal alanda sanatla ilgili, kamusal alanda en stk
goriilen sanat bigimi olan anit kavramini sorunsallagtiran projelere ayrild.

Merkezinde Fernanda Gomes’in mekan1 tamamen kisisel ve siibjektif bir
deneyim olarak ele alan mekansal enstalasyonunun bulundugu ilk meydan,
Christoph Schifer’in Bostanorama —Istanbul’un Stadyumlar1, Parklari ve
Bahgeleri (Var olanlar ve Yikilanlar) Araciligiyla Mekanin Kolektif
Uretimlerinin Marmaray Tiinel Kazis (Ocak-Eyliil 2013) resimleriyle
actliyordu. Kentin ortak-iiretimi arzusunun onceligini vurgulayan bu desenler,
teori, aktivizm ve sanatla oriilmiis gorsel anlatilar olarak da okunabilir.
Sanatginin Istanbul ziyaretleri sirasindaki goriismelere, karsilasmalara ve
okumalara dayanan cizimler, Istanbul’un kentsel déniisiimiinii ve Gezi
Direnisi’ni sanat¢inin kendine has “canli” iislubuyla anlatir. Bizans déneminde
Istanbul'da meydana gelen en yikic1 toplumsal ayaklanma olan Nika Isyani
(Subat 2013) ile
baglayan
Bostanorama
serisinde Yeryiizii
Sofralar1 (Temmuz
2013), Yedikule
Bostanlar1 (Temmuz
2013) ve Gezi Parki
Fiction St. Pauli
(Haziran 2013) gibi

Lt T -

Christoph Schiifer, Bostanorama — Istanbul’'un (Mevcut ve Yakin Zamanda Yikilmis) Stadyumlart, I'ESimleI' bu1unur,

Park

lar1 ve Bahgeleri Araciligiyla Kolektif Mekan Uretimlerinin Marmaray Tiinel Kazist, Ocak—

Eyliil 2013 Farkli kentsel

Bostanorama - A Marmaray Tunnel Excavation of the Collective Productions of Space Through

Istan
2013

miicadeleler arasinda

bul’s Stadiums, Parks and Gardens (Present & Recently Destroyed), January—September
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As a metaphor—also a metonym—of urban public spaces, Antrepo no.3
was designed to spatially visualise the statement of the biennial. It was
organised around three squares with avenues, side streets, and lanes.
While the first square hosted the projects articulating the question of urban
transformation and coproduction of cities as common living spaces, the
second one was concentrated mostly on historic works juxtaposed with
current practices. The third square was reserved for projects related to art
in the public domain, problematising the concepts of monument and
memorial, the most predominant art form in urban public spaces.

The centre of the first
square was occupied
by Fernanda Gomes’s
spatial installation as a
purely personal and
subjective experience
of space. The square
was introduced by the
Bostanorama: A
Marmaray Tunnel
Excavation of the

Sozlerim bir ¢1g olur ve yuvarlarim yokustan.

CO”eCtlve PrOdUCtlonS Halil Altindere, Harikalar Diyar1, Subat 2013 Wonderland, February 2013

of Space Through Istanbul’s Stadiums, Parks and Gardens (Existing &
Recently Destroyed) (January—-September 2013) drawings by Christoph
Schéfer. The drawings can be perceived as visual narratives woven with
theory, activism, and art, accentuating the priority of desire in the
coproduction of the city. Based on interviews, encounters, and readings
during his visits to Istanbul, they narrate in his personal ‘sparkling’ style
the urban transformation of the city, and also the Gezi Resistance. Starting
with Nika Riots (February 2013), one of the most destructive social
uprisings in Istanbul during the Byzantine period, the Bostanorama
drawings included Earth Tables (July 2013), Yedikule Bostans (July 2013),
and Gezi Park Fiction, St. Pauli (June 2013). Pointing out the urgency to
connect different urban struggles, the last drawing depicts a celebratory
moment after the renaming the ‘Park Fiction, St. Pauli’ in Hamburg as Gezi
on the night (June 16, 2013) that the Gezi Park occupation ended with
police-enforced evacuation.

One of the prominent works around the square was Wonderland (February
2013) by Halil Altindere, focusing on the severe displacement of 300
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baglantilar kurmanin aciliyetine isaret eden son ¢izim, Gezi Parki’nin polis
tarafindan zorla bosaltildig1 ve isgalin sona erdigi gece (16 Haziran 2013)
Hamburgdaki Park Fiction, St. Pauli parkina Gezi Parki ad1 verildikten
sonra yapilan kutlamayi resimler.

Meydan cevresinde yer alan 6nemli iglerden biri de Halil Altindere’nin
Harikalar Diyar1 (Subat 2013) isimli video isi. Film, 300 Roman ailesinin
yerlerinden edilmesine, diinyadaki en eski Roman mahallelerinden bir1 ve
[stanbul’un kentsel doniisiim ve soylulastirma siirecine ilk maruz kalan bélge
olan Sulukule'den zor kosullarda uzaklastirilmasina odaklanir. Yikima karsi
2007 yilinda agilan dava halen devam ederken kentsel doniisiimiin ana
aktorlerinden biri olan TOKI tarafindan yerle bir edilen mahallede,
mahkemenin yitkimi durdurma karar1 verdigi 2012 yilinda goktan liiks
rezidanslar inga edilmisti. Altindere, Sulukuleli geng hip-hop grubu Tahribad-1
Isyan’1 bir miizik videosu ¢ekmek icin isbirligine davet etti. Videoda kamera
grup elemanlarini yikilan evlerin arasinda ve yeni inga edilen rezidanslarin
catilarinda takip ederken, grup da mahallenin hikayesini, bu haksiz, hukuksuz
ve siddet dolu doniigiime isyanlarini rap yaparak, miizik araciligiyla ortaya
koyar.

Meydan ve gevresinde, Fernando Ortega’nin Orta Boy Bir Nehri Gegen Kiigiik
Bir Kayik Igin Miizik (2012) fotograf yerlestirmesi; CADU’nun romantik
inzivast Mevsimler II | Estagoes II] (2012-2013); Hanna Farah Kufr-Birim’in
kigisel fotograflar1 Carpitilmis 1, 3, 7[Mshwashi 1, 3, 7] (2002-2013) ve

Yto Barrada’nin siirsel Beau Geste’1 (2009) gibi kii¢iik miidahaleler, miisterek
yagam pratikleri ve ortak kamusal alanlar yaratilmasiyla iligkili farkl
cografyalardan oneriler de yer aldi. Fernando Piola Tirtoia Operasyonu (2007-
2012) i¢in gelistirdigi bireysel taktiklerde, kamusal alana miidahale amaciyla
bir hileye bagvurdu. Sanatc1, Kizil Meydan (2005-2013) projesinde diktatoryal
devlet baskisinin iizeri 6rtiilmiis hafizasini giin yiiziine ¢ikarmak amaciyla Sao
Paoloda bir meydanda bulunan biitiin yesil yaprakl bitkileri kirmiz1 bitkilerle
degistirerek oray1 bir “Kizil Meydan”kilmak istedi. Izin alma konusunda
yaganan sorunlar nedeniyle orijinal projesini gergeklestiremediginden, bu kez
kendisini mahalleyi giizellestirmek isteyen bir bahgivan olarak tanitti.
Bitkilere giin be giin tek tek miidahale eden sanatgi1 sonunda tiim yesillikleri
kirmiz1 yaprakli bitkilerle degistirmeyi basararak meydana yeni anlamlar
yiikledi.

Maider Lopez’in Yollar Agmak (2013) adli isi Istanbul sokaklarinda siklikla
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Roma families due to the gentrification of Sulukule, one of the oldest
Roma neighbourhoods in the world, and also the earliest site of urban
transformation in Istanbul. Despite the fact that a court case had been
under way since 2007 against the demolition of the neighbourhood, it was
destroyed and converted to luxurious residences by TOKI, the public
housing administration, which was a key player in urban transformation in
2012 though the court decided against its demolition. Altindere invited the
Tahribad-1 Isyan (Destruction of Revolt), a young hip-hop group from
Sulukule, to collaborate with him for a music video. In the video, followed
by the camera through the demolished houses and above the roofs of
newly built villas, they rap the story of their neighbourhood, expressing
their anger against this unjust, illegitimate, and violent transformation.

There were proposals from diverse geographies related to creating
common living practices and public spaces: minute interventions such as
Fernando Ortega’s Music for a Small Boat Crossing a Medium Size River
(2012); CADU’s romantic retreat Seasons Il [Estages II] (2012-2013);
Hanna Farah Kufr-Birim’s personal photographs Distorted 1, 3, 7
[Mshwashi 1, 3, 7] (2002-2013); or the futile yet poetic gesture proposed
by Yto Barrada’s Beau Geste (2009). The individual tactics developed by
Fernando Piola for his Tutoia Operation

(2007-2012) also offered a playful twist

on intervening with public space. In "
order to uncover the concealed memory
of dictatorial state oppression, Piola
endeavoured to exchange the green
foliage of a public square in Sdo Paulo
with red plants to turn it into a ‘Red
Square’. Since he couldn’t realise the
original project due to permission
problems, this time he introduced
himself as a hobbyist gardener aiming
to upgrade the neighbourhood.
Switching the plants one by one as his
daily work, he was able to replace all
the plants with red foliage, introducing
new meanings into the square.

Maider Lopez’s Making Ways (2013) i

revealed the |atent pOtentlal In the dally Fernando Piola, utoia Operasyonu, 2007/2012
Tutoia Operation, 2007/2012
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kargimiza ¢ikan engellere kendiliginden ve kolektif ¢oziimler iireten
[stanbullularin giinliik yasam pratiklerindeki (kuvveden fiile ¢tkmaya hazir)
potansiyeli ortaya koydu. Sanatg1 arag trafigiyle yayalarin i¢ ice oldugu
merkezi bir ulagim noktasi olan Karakoydeki yaya gecidini ele aldu.
Kamerasini gecidi tepeden goren bir noktaya yerlestirerek tek tek yayalarin
sectigi gelisigiizel rotalar1 kaydetti. Istanbullularin siradan giinliik
hareketlerini izleyerek 6z-orgiitlenme pratiklerini agiga ¢ikaran sanatei, nasil
kargidan kargtya gegilecegine, hatta daha fazlasina yonelik talimatlar igeren
bir “kullanici kilavuzu™hazirladi: “Eger emin degilseniz, bu isi 1yi kiviriyormug
gibi goriinen birini takip edin”, “Topluca eyleme gecmek daha kolaydir”veya
“Kendi kendine orgiitlenme kolektif yollar yaratir”gibi.

Antrepo’nun ilk meydanina dogru ilerleyen ana cadde, Zbigniew Libera’nin
gelecek ve ozgiirliige distopik bir yorum getiren kurgulanmis fotograflar
Tarih Dersi (2012) ve Ozgiirliigiin Ilk Giinii (2012); Cinthia Marcelle ve Tiago
Mata Machado’nun ¢agimizin en temel miicadelesini siirsel bir koreografi ile
sunan Yiizyil [O Século] (2011) videosu; Freee’nin bez bir pankart {izerine
yazilmis sloganiyla ufuksuz
bir peyzajda ufuk gizgisi
yaratan agik hava reklam
panosu boyutundaki Tarihi
Siiriikleyen Protestodur
(2008) adl1 posteri gibi,
distopya ve iitopya
kavramlarini igleyen
¢aligmalara ev sahipligi yapti.
Arka sokaklarinda ise Edi
Hirose’nin Peru’nun Lima
sehrindeki carpik kentlesmeyi
resimledigi Yeni Umut

Edi Hirose, Lima 7584, Genisleme [Expansion] serisinden, 2009-devam etmekte

Lima 7584, from the series Expansion [Expansion], 2009-ongoing [N ueva ESPGI‘ 3HZ3]
(2011-devam etmekte) ve

Insaat Il [Construccion I1] (2009-devam etmekte) fotograflari; Tadashi
Kawamata’nin Taksim Meydani, Tarlabasi Bulvar1 ve Karakdy i¢in tasarladigi
gerceklesmeyen projesi Gecekondu’nun (2013) taslaklar1; Murat
Akagiindiiz’iin beg farkli barajin sularina diigen ay 1518101 goriintiiledigi video
yerlestirmesi ve Lux Lindner’in Arjantin tarihi ve kiiltiiriinii yansitan gizemli
resim serisi yer aldi.

68

DNACYA VATNA

practices of Istanbullites to
find spontaneous
collective solutions to the
ever-emerging situations
or obstacles one often
comes across on the
street. She concentrated
on the pedestrian crossing
in Karakoy, a major central
transportation hub where
traffic and pedestrians
coexist side by side. She Maider Lopez, Yollar Agmak, 2013 Making Ways, 2013

filmed this crossing from

an aerial perspective and extracted and highlighted the random routes that
pedestrians take. Having mined the practice of self-organisation through
simple daily actions, she created a ‘user’s manual’ providing possible
instructions on how to cross the roads, and perhaps more: ‘If unsure,
follow a person who appears to be doing it well’, “Taking action is easier
when a group is generated’, or ‘Self-organisation creates collective ways’.

In Antrepo, the main avenue leading to the first square was occupied by
works articulating dystopia and utopia, such as Zgibniew Libera’s staged
photographs History Lesson (2012) and First Day of Freedom (2012),
depicting a dystopic image of the future and freedom; The Century [O
Século] (2011), a video by Cinthia Marcelle and Tiago Mata Machado,
choreographing a critical epochal struggle in a lyrical manner and Freee’s
billboard-size poster Protest Drives History (2008), creating a horizon in a
closed landscape through the banner featuring the statement. In the back
streets sat the series of photographs Expansion [Expansion] (2009-
ongoing), New Hope [Nueva Esperanza] (2011-ongoing), and
Construction Il [Construccion II] (2009- ongoing) by Edi Hirose, depicting
informal urbanism in Lima, Peru; the unrealised project Gecekondu/
Landed by Night (Ghetto) (2013) planned for Taksim Square, Tarlabasi
Boulevard, and Karakdy by Tadashi Kawamata; the video installation
showing moonlight cast on the running water of five dams by Murat
Akaglndiiz; and a series of enigmatic paintings of Argentinian history and
culture by Lux Lindner.

The second square hosted historical works by Gordon Matta-Clark, Nil
Yalter and Judy Blum, and Provo on urban transformation in New York,
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Ikinci meydanda, Gordon Matta-Clark, Nil Yalter ve Judy Blum ile
Provo’nun, 70’11 yillarin baglarinda New York, Paris ve Amsterdamdaki
kentsel doniigiimii ele alan tarihsel igleri, La Toya Ruby Fraizer ve HONF’un
(Dogal Lif Evi) daha yeni igleriyle yan yana sergilendi. Gordon Matta-Clark
70’lerde New York’un kentsel doniisiim ve soylulagtirma siireglerine tepki
olarak, yikilmak iizere terk edilmis binalar1 heykel niteliginde miidahalelere
doniistiiren benzersiz performatif bir pratik gelistirmisti. Sergide, kesim adini
verdigi bu {inlii caligmalardan ikisi Yarilma (1974) ve Konik Kesisim (1975),
LaToya Ruby Fraizer’in dogup biiyiidiigii yer olan Pennsylvania’nin Braddock
kasabasindaki kentsel doniisiim ve soylulagtirma ¢aligmalarini bir kadin, bir
sanatc1, bir kiz evlat / torun ve politik bir aktivist olarak son derece kisisel bir
acidan belgeledigi siyah-beyaz fotograf serisiyle yan yana sunuldu. Gordon
Matta-Clark, 9. Paris Bienali i¢in hazirladig1, Pompidou Merkezi ingaat sahasi
cevresinde 17. ylizyildan kalma, yikimina karar verilmig iki binanin
yiizeylerinde sarmal seklinde kesikler agtig1 Konik Kesigim (1975) adl1 isiyle,
Pompidou’nun bolgedeki etkisine ve sanatin soylulagtirma ile iligkisine igaret
ederken, Fraizer’in fotograflart ayn1 konuyu sanatginin kisisel deneyimi
tizerinden aktariyordu.

Yine bu meydanda iki kolektif proje, Nil Yalter
ve Judy Blum ikilisinin eserleri ve gogunlugu
Amsterdamli sanatcilar, yazarlar ve politik
aktivistlerden olusan serbest yapili bir kolektif
olan Provo hareketinin posterleri yan yana
sergilendi. Paris Isik Sehri [ Paris Ville
Lumiére] (1974), Nil Yalter ve Judy Blum’un
iki“yabanc1”, yani iki gogmen kadin sanatci
olarak, erkek egemen sehircilik alanina dair,
Paris’in 20 bolgest tizerine kigisellegtirilmig
yorumlarini igerir. Yapit, akademik anlamda gelistirilen bir aragtirmanin
sonuglarini sunmaktan ¢ok, bir sehri deneyimlemenin melez, pargali ve anlik
dogasini ortaya koyar. Degismekte olan sehre toplumsal cinsiyet merceginden
bakan sanatcilar, sehrin fizikselligini, i¢inde sikigtiklar1 duygusal, mekansal,
kiiltiirel ve siyasi koordinatlarla ortiistiiriirler. Kolaj benzer1 bir diizenlemeyle,
(toplumsal cinsiyet rollerini de ¢agrigtiran) kumasa dikme eylemiyle
birlestirilmig fotograf ve gizimlerin, el yazis1 metinlerle desteklendigi eserin
formu, sehrin sundugu melez ve eklektik deneyimi yansitirken, kent
duvarlarinda asilan yasadis1 pankartlara da atifta bulunarak giincel
fanzinlerin estetik anlayisin1 hatirlatir. Ornegin, 4. bolgeye ait “Notredame,

Gordon Matta-Clark, Konik Kesigim, 1975 Conical Intersect, 1975
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Paris, and Amsterdam in the 1970s,
juxtaposed with the more recent works
of LaToya Ruby Frazier and HONF
(House of Natural Fiber). Two of
Gordon Matta-Clark’s famous ‘cuttings’,
a unique performative practice that
Matta-Clark developed in the 1970s in
response to the urban transformation
and gentrification processes in New
York through the use of derelict
buildings to be demolished for
sculptural interventions, Splitting

HONF Foundation, DIAMANYETI (C/SM) TURU — HONF Vakfi tarafindan
gelistirilen Etkilesimli Medya Projesi, 2012-2013 DIAMAGNETI

(C/SM) SPECIES - An Interactive Media Project developed by HONF
Foundation, 2012-2013

(1974) and Conical Intersect (1975) were presented side by side with
LaToya Ruby Frazier’s series of black-and-white photographs (2007-11)
documenting urban transformation and gentrification in the town of
Braddock in Pennsylvania, where she was born and grew up, from a very
personal angle of the artist as a woman, a daughter/granddaughter, and a
political activist. While Gordon Matta-Clark’s spiral cutting of two 17t
century buildings that are planned
to demolish next to the construction
site of Centre Pompidou, Conical
Intersect (1975) produced for the
9™ Paris Biennial points to art's
impact on gentrification through
Pompidou’s effect on the district,
Frazier's photographs show it
through her personal experience.

LaToya Ruby Frazier, Dedemin Yatak Odasinda Otoportre
(227 Holland Caddesi), 2009 Self Portrait In Gramps’ Bedroom
(227 Holland Avenue), 2009

Also in this square, two collectively
created projects by Nil Yalter &
Judy Blum and by the protagonists of the Provo movement—a loose
collective of mostly artists, writers, and political activists from
Amsterdam—were shown next to each other. Yalter and Blum created
Paris City of Light [Paris Ville Lumiére] (1974) as a personalised
commentary by two ‘strangers’, two immigrant female artists, on the male-
dominated field of urbanism, the 20 districts of Paris. Rather than
presenting the results of an academically developed research, the work
offers the hybrid, fragmented, fleeting nature of perception in experiencing
a city. Looking at the city in flux from a gender perspective, they
juxtaposed the physicality of the city with the emotional, spatial, cultural,
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Chatelet, B.H.V. Polis Merkezi” baglikli panoda Pompidou Merkezi’nin ingaat = and political coordinates that they were caught up in. With sewn (a gender-
alaninin fotograf ve gizimlerine yer veriliyor ve Beaubourg bﬁlgesi“Biiy@ik E associated act) photographs and drawings on textiles in a collagelike
Kiiltiir Cukuru”olarak isimlendiriliyor. Ote g organisation combined with handwritten texts, the form of the work reflects
yandan 18. bolge Pigalle’in panosu, bolgeyi s the hybrid and eclectic experience of the city, referring to the unauthorised
kadin bedenlerinin seyir ve somiirii alan1 haline banners hung illegally in cities and alluding to the aesthetics of
geldigi bir yer olarak yorumluyordu. Buna contemporary fanzines. For instance in the fourth-district pane
kargilik, Provo’nun benzersiz grafik ve gorsel (Notredame, Chatelet, B.H.V. Department of Police), they included the
anlatimlar iceren posterleri duvarlara asilmak photographs and drawings of the construction site of the Centre Pompidou
icin tasarlanmus ve iiretilmisti. Posterlerin ok and named the Beauborg area as ‘The Big Hole of Culture’, whereas in the
dilli gorsel anlatimu, cok sayida yazar, sanatci pane of the 18th district, Pigalle, they interpreted the area as a place
ve tasarimetnin kendi tarzlarini ortaya where women'’s bodies become the site of spectacle and exploitation. The
koymalari sonucu olusan bicim ve igerikteki Provo posters, on the other hand, were intended and produced for city
goksesliligi yansitir. Posterler Provo’nun siddet walls, carrying unique graphic and visual
icermeyen giindemini, 60’11 yillarin avangart articulations. The multilingual visual Ignguage of
performans ve dogaglamalarindan beslenen the posters reflects the styles of multiple authors,

artists, and designers, presenting polyphony in
form and message. The nonviolent agenda of
Provo was processed in humorous and poetic
activism informed by the avant-garde forms of
performance and happenings of the 1960s while
voicing a variety of issues related to capitalism,
society, and the city, such as overconsumption,
urban transformation, motorized city traffic, and
even smoking. Seemingly unrelated in form and
purpose, both projects highlighted how cities are
designed to accommodate a specific type of
society and devised critical reflections on
ideological living practices forced on residents/ Provo, Posterler, 1963-1967 Posters, 1965-1967
citizens.

mizahi ve siirsel bir aktivizmle islerken,
kapitalizm, toplum ve sehirle iligkili agir1
tiiketim, kentsel doniisiim, sehir i¢i arag trafigi
ve hatta sigara kullanim1 gibi ¢ok sayida
konuyu giindeme getirdi. Bi¢im ve amag
bakimindan birbirleriyle alakasiz gibi
goriinseler de, her 1ki proje de sehirlerin nasil
belli bir toplum bigimini barindirmak iizere
tasarlandigini vurgularken, ayni zamanda da
kentlilere dayatilan ideolojik yagsam
pratiklerine kars1 elestirel diisiincey1 ortaya
koyar.

HONF’un — teknolojik bir modelle heykel

enstalasyonu arasinda bir yerde duran —is, Facing the back of The Castle [E/ Castillo] (2007), in the square
yine aynt meydanda, Sato [EI Castillo] (2007) surrounded mostly by historical projects on urbanism and living practices,
adliisin arka tarafinda, daha gok sehircilik ve the work of HONF—somewhere between a technological model and a

yasam pratiklerine dair tarihsel islerle gevrili sculptural installation—stood in the middle to remind us of the inevitable
NilValer & Judy Blum, olacak sekilde yerlestirildi. Proje bitkilerin unity between civilisation and nature, making the voice of the plants
P e et o s unexpectedly percepible.

beraberliginin de altini gizdi. The avenues and side streets between the second and third squares

. hosted projects by Yto Barrada, Rob Johannesma, Alice Creischer &
Ikinci ve iigiincii meydan arasindaki cadde ve yan sokaklarda, Yto Barrada, Andreas Siekmann, Anca Benera & Amold Estefan, Carla Filipe, Hito
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Rob Johannesma, Alice Creischer ve Andreas Siekmann, Anca Benera ve Arnold
Estefan, Carla Filipe, Hito Steyerl, Mika Rottenberg, Claire Pentecost ve
Guillaume Bijl’e ait islere yer verildi. Insan, Spitsbergendeki (Norveg) Kiiresel

r'\

!
Alice Creischer & Andreas Siekmann, Yirtict Hayvanlarin Midesinde, 2012/2013 In the Stomach of the Predators, 2012/2013

Tohum Bankast’yla Benin'deki Millenium Challenge Sirketi ve Istanbul daki
TOKI arasinda nasil bir iliski oldugunu merak edebilir. Kiiresel kapitalizmin
saldirgan ataklarinin araci olmaktan bagka tek ortak noktalar1 Alice Creischer
ve Andreas Siekmann’in “sessiz filmi” Yirtict Hayvanlarin Midesinde’nin
(2012-2013) buralarda ¢ekilmis olmasi. Filmde, Brecht-vari bir kurguyla,
yiizlerinde vahgi hayvan maskeleri ve iizerlerinde grafik bir agiklikla
tasarlanmug sifirlar, ¢anta, zincir, bigak gibi sembolik giysi ve nesneler bulunan
kahramanlar bir yerden digerine gidiyor ve sonunda Istanbul'daki antik
Hipodrom meydaninda — Bizans doneminde sehrin spor ve sosyallesme merkezi
—, lizerinde “kimsenin miilkiyeti degil”anlamina gelen Latince “res nullius”
yazan bir dikili tagin 6niinde durarak, belki de miisterek miilkiyet kabul edilen
her seyin bugiin saldir1 altinda olduguna isaret ediyorlardi. Ote yandan, Anca
Benera ve Arnold Estefan, Esit Uzaklik Ilkesi (2012-devam etmekte) adl
islerinde, Sovyetler Birligi’nin dagilmasinin ardindan Romanya ve Ukrayna
arasinda kiigiik kayalik bir adanin — Y1lan Adasi’nin — miilkiyeti konusunda
¢ikan tarihsel ¢atigma ve sonrasindaki uluslararasi kurum ve ¢okuluslu
sirketlerin ekonomik ¢ikarlarina dayanan miidahalelerini one gikarirlar. Bu iki
proje kiiresel ve uluslararasi sorunlari ele alirken, Carla Filipe’nin bu
mekandaki iki ig1, bulundugu mahallenin soylulagtirma siirecinde ayakta
kalmaya ¢aligan Moreria da Costa adli sahaf diikkaninin bir portresini ¢izen
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Steyerl, Mika Rottenberg, Claire Pentecost, and Guillaume Bijl. One might
ask what the relationship is between the Global Seed Vault in Spitsbergen,
Norway, the Millenium Challenge Corporation at Benin, and the TOKI in
Istanbul. They have no connection other than being instruments of the
aggressive assault of global capitalism, and also sites in the ‘silent’ film /n
the Stomach of the Predators (2012-2013) by Creischer and Siekmann. In
a Brechtian setting with wild-animal masks and graphically designed
emblematic costumes, the protagonists move from one place to another,
and finally end up at the ancient Hippodrome in Istanbul—a sporting and
social centre in the Byzantine Constantinople—in front of the obelisk with
the Latin phrase res nullius, meaning ‘nobody’s property’, insinuating that
what is considered common property is now under global attack. In The
Equitable Principle (2012—ongoing), on the other hand, Benera and
Estefan brought forth the historic territorial dispute between Romania and
the Ukraine over a small rocky island—the Snake Island—after the
dissolution of the Soviet Union and the ensuing intervention of

Anca Benera & Arnold Estefan, Egit Uzaklik Ilkesi, 2012—devam etmekte The Equitable Principle, 2012-ongoing

international agencies and multinational companies due to economic
interests. While the two projects deal with global and international issues,
Carla Filipe’s If there is no culture there is nothing [Se n&o ha cultura, ndo ha
nada] (2011-2013), a portrait of Moreira da Costa bookstore, which is under
pressure to survive against gentrification in the neighbourhood, and Rorschach
Installation [Instalagdo Rorschach] (2011-2013), a presentation of antique
books from this bookstore eaten up by book insects and worms, focus on the
cultural impact of the global financial crisis at the local level, reminding us that
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Rob Johannesma, Zaman Lekeleri, 2013 Spots of Time, 2013

Kiiltiir yoksa higbir sey olmaz [Se ndo hd cultura, ndo hd nada] (2011-2013),
ve ayni sahaftan alinan, kurt ve bocekler tarafindan yenmis antika kitaplari
sergiledigi duvar yerlestirmesi Rorschach Enstalasyonu [Instalagao Rorschach|
(2011-2013), kiiresel mali krizin yerel 6lgekte kiiltiir izerindeki etkisine
odaklanarak, yiiziistii birakildig: takdirde kiiltiiriin zamanla ¢oziiliip
dagilacagini ve doga tarafindan ele gecirilecegini one siirer.

Siirekli bir akis ve dolagim igindeki gorsel unsurlarin bolluk ¢aginda Rob
Johannesma bunlara yenilerini eklemektense — kiiresel mali krizin bagladig1
tarih olan — 2008 yilindan bu yana farkli mecralardan topladigi mevcut gorsel
parcalar1 yeniden segmeyi, yeniden kadrajlamay1 ve yeniden diizenlemeyi tercih
ediyor. Sanat¢inin
Zaman Lekeleri
(2013) baglikl1 yapita
bilingalt1 ideolojik
katmanlar1 agan ve
onlara tekrar yeni
anlamlar ve
yenilenmis bir bakig
acist yiikleyen ¢ok
kanall1 dijital bir
slayt gosterisi.
Benzer sekilde, 70’11
yillarin iinlii
sloganini yeniden
formiile eden .-_-., .bagka bir internet miimkiin!_, (2010) adl1 projeksiyonunda
bizi sosyal medya ve internet ile iligkili farkli diisiinmeye tegvik ederken, ayni
zamanda bu mecralarin bugiiniin toplumlar1 ve kolektif eylemlerin
organizasyonu acisindan nemli roliinii de vurgular. Ugiincii meydana ¢ikan
yan sokaklar ve caddelerde ise David Moreno, Inci Eviner, Ipek Duben, Adam
Kokesch ve Shahzia Sikander’in islerine yer verildi.

Uciincii meydan, kamusal alandaki alisilagelmis sanat eserlerinin algilanisina
meydan okuyan ve anit kavramini yeniden ele alarak sorunsallagtiran — ikonik
tarihi 6rnekler de dahil olmak iizere — anlik performatif eylem ve projelere ayrildi."
Bu meydanda kamusal alandaki sanat projelerinin veya amitlarin, yarattiklar: gecici
ekonomik canlanmadan kentsel yenilemeye, sehrin markalastiriimasindan farkli
kamularla iligkilerine kadar degisebilen tartigmali rolleri de dahil olmak iizere
neden olduklari etkileri sorgulayan birkag projeye yer verildi.
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if culture is abandoned, it will gradually disintegrate and be overpowered by
nature.

In the age of abundance of visuals in constant flux and circulation, Rob
Johannesma, instead of creating new images, preferred to reselect,
reframe, and recompose the already-existing ones that he has been
collecting since 2008—the date that marked the turn of the global financial
crisis—from diverse media in Spots of Time (2013), a multichannel digital
slideshow, to unfold the subliminal ideological layers and reload them with
new meanings and a renewed perception. Similarly, by rephrasing the
1970s motto for the Internet, .another internet is possible!_ (2009), a
projection by .-_-., encourages us to think differently about social media
and the Internet while emphasising their eminent role in today’s society
and the organisation of collective action. In the side streets and avenues,
there were the works by David Moreno, inci Eviner, ipek Duben, Adam
Kokesch, and Shahzia Sikander leading up to the third square.

The third square was reserved for the documentation of temporary,
performative, and ephemeral actions and projects, including iconic historic
examples, that challenge the conception of conventional works of art in the
public domain and revisit and problematise the concept of monument/
memorial." In this square were several projects questioning the impact of
art projects in the public domain or monuments/memorials, including their
debated role—ranging from causing temporary economic revival or urban
regeneration to city branding—and their relation with diverse publics.

Diagonally in the middle of
the square stood the nine-
meter-long MDF panel
Timeline: Work in Public
Space (2012) by Thomas
Hirschhorn. The ‘timeline’
consists of a collage of
documents, texts, and
images of a selection of the
artist’s previous projects and
‘monuments’ in public spaces
such as the ones on Bataille,
Spinoza, and Deleuze that he i -
realised in collaboration With — Timeine: workn Pesic space. 3013
migrant communities.
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Meydan1 ortasindan diyagonal kesen 9 metre enindeki MDF panel Thomas
Hirschhorn’un Zaman Cizelgesi: Kamusal Alanda Yapit (2012) baglikli igine
aitti. Zaman (izelgesi sanatginin Bataille, Spinoza ve Deleuze’e ithafen
kamusal alanlarda go¢gmen topluluklari ile yaptigi “anitlar” gibi daha onceki
bazi segme islerinden alinmig belge, metin ve gorsel parcalardan olusan bir
kolaj niteligindeydi. Cok miktarda karton ve iglenmemis ahgabin koli
bantlariyla sarilmasi eyleminin yansittigi belirgin fiziksel enerji, sikigma ve
gerilim hissini tagiyan “anitlari”araciligiyla Hirschhorn, anitlarin aligildik
gorsel dilini tersine gevirir; bu yapitlar ne gorkemli ya da anitsal ne de
tamamlanmistir. Geleneksel anitlarin izleyicide yarattig1 dondurulmus sosyal
alan ve hiyerarsik mesafe duygusuna kars1 Hirschhorn’un iirettikleri,
insanlarin i¢inde ve cevresinde toplandiklar1 birer sosyal merkez islevi goriir.
Sanatginin tipik iglerine nazaran daha miitevazi bir goriiniirliik iddiasinda
olmasina kargin Zaman Cizelgesi, bulundugu meydanda devam eden kamusal
alanda sanat tartigmasina yaptig1 katkinin yani sira, alanin merkez aksina
oturarak anitsal bir etki de yaratti.

Akademia Ruchu’nun (Hareket
Akademisi) kamusal alanda giinliik
hayata miidahale eden erken donem
“gerilla tipi”siyasi eylemlerini
belgeleyen videolar1, Jifi
Kovanda’nin beklenmedik
kargilagmalarin ve s6zel olmayan
iletigimin kapilarini agan, miitevazi
samimi eylemleriyle birlikte,
meydani ¢evreleyen giincel

Akademia Ruchu / Wojciech Krukowski, Takezleme I|Potknigcie I}, 1977 pro.]elerln araSIHda Sergllendl‘

Stumble | [Potknigcie I], 1977 Akademia Ruchu’nun Tékezleme [

[Potknigcie 1| (1977) ve Tokezleme II [ Potknigcie I1) (1977) filmlerinde
kolektif iiyeleri Polonya’nin farkli sehirlerindeki kalabalik meydanlarda
diizenli araliklarla bir tokezleme mizanseni gerceklestiriyordu. Jifi
Kovanda’nin 3 Eyliil 1977 tarihinde Prag'daki Wenceslas Meydani’nda
sergiledigi [simsiz (Yiiriiyen Merdiven) adli performansinda ise, sanatc1
yiiriiyen bir merdivende geriye donerek arkasinda duran kiginin gozlerine uzun
uzun bakmugti. Benzer sekilde Tiyatro (1976) adl1 performansinda sanatg1 hig
de teatral olmayan bir eylem gerceklestiriyor, Prag'daki Ulusal Miize’nin tam
oniinde durup soyle diyordu: “Yazili bir senaryoyu harfiyen yerine
getiriyorum. Hareket ve mimiklerim gelen gecenin bir ‘performans’izledigini
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Through his ‘monuments’, with their physically evident energy, urgency,
and tension reflected in the action of wrapping large amounts of cardboard
and unprocessed wood with duct tape, Hirschhorn reverses the usual
visual language of monuments. They are neither grandiose nor monumental
nor complete. Against the frozen social space and hierarchical distance that
the traditional monuments generate in regard to their relation to the audience,
the ones Hirschhorn produced function as social hubs that people gather in
and around. In contrast to its humble claim of visibility in comparison with his
typical works, the Timeline had a monumental impact on the space, occupying
the central axis along with its contribution to the discussion about the art in the
public domain around the square.

Juxtaposed with current projects around the square were documentations
of early guerrilla-type political actions by Akademia Ruchu (Academy of
Movement) that disrupt the routine of daily life in public space, together
with Jifi Kovanda’'s modest intimate actions that open the possibility of
unexpected encounters and nonverbal communication. In Stumble |
[Potkniecie ] and Stumble Il [Potknigcie Il] (both 1977) by the Akademia
Ruchu, the members of the collective stumble at regular intervals at the
same spots in crowded public spaces in different cities in Poland. Kovanda
performed Untitled (Escalator) on September 3, 1977 at Wenceslas
Square in Prague, where he took an escalator and then turned around and
looked into the eyes of the person who stood behind him. Similarly, in
Theater (1976), he performed a non-theatrical act by standing in front of
the National Museum in
Prague and declaring
that he followed ‘a
previously written script
to the letter. Gestures
and movements have
been selected so that
passersby will not
suspect that they are
watching a “performance”.
Considering that such
actions took place in the
over-controlled public
spaces of Soviet
Czechoslovakia and Poland, they had strong political implications. Mierle
Laderman Ukeles’s pioneering performative maintenance- art projects were

Jiki Kovanda Isimsiz (Yiiriiyen Merdiven), 3 Eyliil 1977
Untitled (Escalator), September 3, 1977

1X31 SHOLYEND / INLAN NQIQLVINN

79



aklina bile getirmeyecegi sekilde segilmigtir.” Bu
eylemlerin Sovyet etkisindeki Cekoslovakya ve
Polonya’nin fazlasiyla kontrol altindaki kamusal
alanlarinda gergeklestirildigi goz oniine alindiginda,
son derece giiclii siyasi imalar igerdikleri agiktr.
Ayrica, Mierle Laderman Ukeles’in oncii niteligindeki
performatif bakim sanati projeleri Amal Kenawy’nin
giindelik 1scilerle gerceklestirdigi, polis nezaretinde
sonlanan ciiretkar performansiyla yan yana
yerlestirildi.

Gonzalo Lebrija, Santiago Sierra ile Wouter Osterholt
ve Elke Uitentuis imzal1 projeler kamusal kentsel
alanlardaki anitlarin varlik nedenlerini sorgularken,
bunlarin yukaridan agagiya yapilanan ideolojik
dogalarini da ortaya koydu. Santiago Sierra’nin
Kavramsal Anit’'1 (2012-13) Almanya'da Leipzig
Ozgiirliik ve Birlik Anit1 iin diizenlenen tasarim
yarismasina gonderdigi proje teklifinin 13. Istanbul Bienali igin yaptig1 bir
uyarlamasidir. Sanatg1 bu uyarlama ile diinyanin herhangi bir kentinde
gerceklestirilebilecek amt fikrini radikal bir yapisokiimiine ugratir. Ote
yandan Gonzalo Lebrija ile Wouter Osterholt ve Elke Uitentuis’un onerileri
iki spesifik yerel durumla, Meksika’nin Guadalajara ve Tiirkiye'nin
Ermenistan sinirindaki Kars sehirleriyle iligkilidir.

Sierra yazdig1 “manifesto”da, anitin cisimsizlegtirilmesinden baglayarak,
Wilhelm Leuschaner Meydani'nin halkin otoritesi diginda higbir otoritenin
taninmayacagi, yasalardan bagimsiz bir alan olarak ilan edilmesini
oneriyordu. Daha
oOtesi manifestoda,
anitin ingast igin
ayrilan paranin — 6.5
milyon Avro — nerede
kullanilacagina
Leipzig halkinin
oOzgiirce karar
vermesini
savunuyordu.
Kamusal alanlardaki

Jorge Galindo & Santiago Sierra, Los Encargados, 2012 Los Encargados, 2012

Santiago Sierra, Kavramsal Anit, 2012
Conceptual Monument, 2012
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placed next to Amal Kenawy'’s daring
- performance with day labourers that
S ended up in police custody.
The projects by Gonzalo Lebrija,
Santiago Sierra, and Wouter Osterholt
and Elke Uitentuis question the raison

B Ay W o o wp d’étre of public monuments in the urban
""" " S public spaces, disclosing their top-down
e T ideological nature. While the Conceptual

" Monument (2012-13) by Santiago Sierra,
an adaptation of his project proposal for
a competition for the Leipzig Freedom

ra—perlogrd Ll b and Unity Memorial in Germany for the
\ g i B A o e e 13" Istanbul Biennial, proposes a radical
AL L DR T IR 4 S deconstruction of the idea of monuments

that can be applied to any city around the
globe, the works by Lebrija and Uitentuis
Santiago Sierra, Kavramsal Anit, 2012 and Osterholt proposed two examples
Conceptual Monument, 2012 related to the specific context of two
cities: Guadalajara in Mexico, and Kars, which is a border city between
Turkey and Armenia.

Starting from dematerialising the monument, Sierra proposed in his
‘manifesto’ that Wilhelm Leuschner Square would be declared an
extraterritorial area where no authority, except the authority of the people,
would be valid. Furthermore, the manifesto asserted that the people of
Leipzig would decide freely the use of the money (6.5 million Euros)
allocated for the construction of the monument. Very conscious of the fact
that monuments/memorials and art projects in public spaces are used as
pretexts for urban regeneration and gentrification by authorities, in the
appendix Sierra specifically mentions that the square would not be
modified architecturally, as the ‘conceptual monument’ is aimed at creating
a social reality. Sierra’s collaborative video with Jorge Galindo, Los
Encargados (2012), on the other hand, can be regarded as an anti-
memorial/anti-monument for the rulers of Spain, disgracing their
governance through a procession of seven cars that recalls a funeral, each
carrying a giant upside-down portrait of the prime ministers after Franco
together with that of the king on Madrid’s main street, Grand Via.

Gonzalo Lebrija’s tiny sculpture of a solitary man in deep pathos, Lamento
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anitlar ve sanat projelerinin yetkililer tarafindan kentsel doniigiim ve
soylulastirma i¢in bir mazeret olarak kullanildiginin bilincinde olarak, Sierra
ek boliimiinde, meydana hi¢bir mimari miidahalede bulunulmayacagini, zira
“kavramsal an1t”1n toplumsal bir gerceklik yaratmay1 hedefledigini zellikle
vurguluyordu. Ote yandan, Sierra’nin Jorge Galindo ile gerceklestirdigi Los
Encargados (2012) videosu, Ispanya’nin yoneticilerine itham niteliginde bir
karsi-anit olarak okunabilir. Video bir cenaze alayini andiran yedi arabanin,
iizerlerinde Franco'dan sonra gelen biitiin bagbakanlarin ve Ispanya Kral'nin
bag asag1 asilmig portreleriyle, Madrid’in ana caddesi Grand Viadan gegisini
gosterir.

Gonzalo Lebrija’nin derin bir keder i¢indeki yalniz bir adami betimleyen
kiigiik heykeli Lamento (2007) baslangigta, kentin tarthini, kiiltiiriinii ve
yagam bigimini hige sayan bir modernlegtirme siirecine maruz kalan
Guadalajara sehri i¢in yas tutan, bilyiik boyutlarda bir anit heykel olarak
planlanmigt1. Sanatg1 galigmasina kaynak yaratmak amaciyla, satilmak iizere
heykelin bir dizi kiigiik boy edisyonlarini iiretti. Ne var ki zaman iginde
Lebrija, figiiriin dev boyutlardaki beyaz kiitlesinin, kars1 durdugu yeni
yapilmis ¢irkin bina yiginlarina benzeyecegini diisiinerek fikrini degistirdi ve
bu projeyi iptal etti. Ancak figiiriin kii¢iik versiyonlar1 sergilendikleri her gehir
i¢in yas tutmaya devam ederken neo-liberal kent politikalarinin iirettigi suglar
kargisinda tek tek vatandaglarin igine diistiigii aczi de akla getirir.

Wouter Osterholt ve Elke Uitentuis’un Insanlik Aniti - Yardim Eden Eller
(2011-2013) projest,
Bagbakan Recep Tayyip
Erdogan’in Ermenistan
sinirindaki Kars sehrinde
inga edilen heykeltras
Mehmet Aksoy’un Insanlik
Anitr'ni“ucube” olarak
nitelendirmesi ve yikimi i¢in
talimat vermesi sonrasi
ortaya ¢ikan tartigmalara
odaklaniyordu. Sanatg ikili
2011 yilinda bir misafir
sanatc1 programi igin
[stanbul dayken kendilerini
bu hararetli tal’tISmalal’ln Monument to Humanity - Helping Hands, 2011/2013
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(2007), was initially planned as a large-scale public
sculpture mourning the city of Guadalajara, which has
been under severe urban regeneration that has largely
ignored its history, culture, and life. In order to raise
funds for this project, the artist began to make smaller
copies of it for sale. However, in due course, Lebrija
changed his mind, since the giant white mass of the
figure would add to the ugly piles of newly developed
buildings he wished to challenge through the work.
Thus, he cancelled the project itself, but the smaller
versions continue to lament for each city they are
presented in, implying the impotence of individual
citizens against the crimes of neoliberal urban policies.

Gonzalo Lebrija, Lamento,2007 Lamento, 2007

Monument to Humanity—Helping Hands (2011-2013)

by Wouter Osterholt and Elke Uitentuis focuses on the public debate that
arose after the Turkish Prime Minister Recep Tayyip Erdogan called the
Humanity Monument by the sculptor Mehmet Aksoy in Kars a ‘freak’ and
ordered its demolition. When the artist duo were in a residency program in
Istanbul in 2011, they found themselves in the middle of intense
discussions: on the one hand, the order to demolish the monument
created heated reactions, as it was clearly anti-democratic; on the other, it
was supported by some intelligentsia, as they regarded this ‘peace’
monument a cover-up of the deep-rooted Turkish-Armenian conflict.

When the monument was demolished, there was only one hand waiting to
be installed. The artist duo made a small replica of the hand and wheeled
it on a cart in the streets of Istanbul asking the opinions of people they
encountered and requesting that they express their thoughts and feelings
on this situation with hand gestures, which the artists took molds of and
cast afterward. They interviewed more than 120 people, and the casted
hands became an alternative monument to humanity temporarily installed
on a hillside in Kars in 2011, expressing the feelings of the people rather
than the ideology of the state.

Departing from Chantal Mouffe’s definition of critical art, we can claim that
the raison d’étre of works of art in the public domain is to open up implicit
social and political conflicts to debate. However, at the same time, public
monuments can be taken as artistic-political structures that permanently
impose official ideology on urban public places—in this sense not opening,
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ortasinda bulmuglardi: Bir yandan heykelin bagbakanin emriyle yikilmasi
actkca antidemokratik bir uygulama olarak sert tepkilere yol acarken, diger
yandan bu “barig”anitin1 kokeni ¢ok eskiye dayanan Tiirk-Ermenti ihtilafint
ortbas etmeye yonelik bir ¢aba diye nitelendirdikleri i¢in yikimi destekleyen
bir aydin kesimi de mevcuttu.

Yikilmadan 6nce anit neredeyse tamamlanmus, yerlestirilmesi gereken sadece
tek bir el kalmigt1. Sanateilar bu elin kiigiik boyutlu bir replikasini yaptilar;
bunu bir el arabast iistiinde Istanbul sokaklarinda dolastirarak insanlara
anitla ve anitin bagina gelenlerle 1lgili goriiglerini sorarak, duygu ve
diisiincelerini el hareketleriyle anlatmalarini istediler. Goriistiikleri 120'den
fazla kisinin el hareketlerinin kalibini ¢ikaran sanatgilar, yine 2011 yilinda bu
el heykellerini Kars’taki bir tepeye gecici olarak yerlestirerek, devlet
ideolojisini degil insanlarin duygularini ifade eden alternatif bir insanlik anit
meydana getirdiler.

Chantal Mouffe’nin elestirel sanat tanimindan yola ¢ikarak, kamusal alandaki
sanat eserlerinin varolug nedeninin, ortiik toplumsal ve siyasi ihtilaflar1
tartigmaya agmak oldugunu one siirebiliriz. Ancak, kamusal anitlar ayni
zamanda resmi ideolojiyi kamusal kentsel alanlara kalic olarak dayatan
sanatsal-siyasi yapilar olarak da goriilebilir ve bu baglamda var olan veya
gizlenen ihtilaflar1 agmak bir yana, iizerini orterler. Bu agidan bakildiginda
Mehmet Aksoy un Insanlik Anitr nin yikilmasi, belki de varliginin
yaratacagindan daha kayda deger bir kamusal tartigmaya neden oldu. Bu
olayin etrafinda gelisen ve kutuplasan tartigmalar, belki de sanatgilarin daha
tarafsiz, digaridan bakan perspektifleri/mesafesi sayesinde yeniden acilabildi.

Rietveld Landscape’in, Taksim Meydani’ndaki, durumu tartigmali Atatiirk
Kiiltlir Merkezi’nin belirsiz gelecegine dikkat ¢ekmek iizere tasarladigi Yogun
Bakim adli 151k yerlestirmesi gergeklestirilemedi, ancak bir i¢ mekan
enstalasyonuna doniistiiriildii. Orijinal igin ana fikri binaya belirli kriz anlar1
da yagatarak “nefes aldirmak™, boylelikle AKM nin, belirsiz“arada kalmig”
durumuna dikkat cekmekti: Bina hala sag miyd1 yoksa 6lmekte miydi? Bu,
bienal yonetimi tarafindan Kiiltiir Bakanlig1’na izin bagvurusu yapilan i1k
projelerden biri olmasina kargin, binanin aslinda yikilmakta oldugunu ancak
Gezi 1ggali sirasinda 6grenebildik.

Yine {igiincii meydanda yer alan iki 6nemli i, Nathan Coley’in Yabancilarin
Toplanmasi (2007) ve David Moreno’nun Sessizlik ¢alismast iki ug 6neride
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but rather covering up, existing or hidden conflicts. From this point of view,
perhaps the demolition of Mehmet Aksoy’s Monument to Humanity created
a more significant public debate than its presence did. The polarised
discussion around this event could be reopened through the more
impartial outsider perspective/distance of the artist duo.

The light installation Intensive Care
by Rietveld Landscape, designed to
mark the obscure future of the
contested Atatlirk Cultural Centre at
Taksim Square, couldn’t be realised.
But it was transformed into an interior
installation. The idea was to make the
building ‘breathe’ with certain
moments of crisis to signify its
precarious ‘in-between’ situation:
whether the building is still alive or if it
is dying. Although this was one of the
earliest projects for which the biennial
applied to the Ministry of Culture for
permission, only during the Gezi
occupation were we able to learn that
the building was actually under
demolition.

Rietveld Landscape, Yogun Bakim, 6neri29 Mart 2013
Intensive Care, proposal March 29, 2013

In this square, there were two other |
prominent works: Nathan Coley’s el =
Gathering of Strangers (2007) and Ali Kazma, 7 Haziran 2013 7 June 2013

David Moreno’s Silence (1995-2012).

They proposed two extremes: speaking out loud and listening. What brings
together people who are not ostensibly related? It may be belief, worldview,
opinion, interest, politics, anger, or pathos. But what type of congregation
does Coley’s work suggest? It can be perceived as a reference to the
present framework of ongoing protests and social movements around the
globe, or, in the exhibition context, to people congregated around art.
Considering the rainbow colour scale of the lightbulbs that form the text,
the work evokes the assembly of a multiplicity of people, different worlds,
even contrasting ones, in a collective action such as the ones during the
opening days of the biennial: the stairs in the street near the Antrepos
were painted in rainbow colours, but re-coated to grey by city authorities,
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1X3L SHOLYHND / INLAW QLYY

85



Findiklrdan Cihangir’e ¢tkan merdivenler, 2013
Stairs from Findikli to Cihangir, 2013

bulunuyorlard: Yiiksek
sesle konugmak ve
dinlemek. Aralarinda
bagka higbir iligki
olmayan insanlar1 bir
araya ne getirir? Bu bir
inang, diinya goriisii,
fikir, ilgi alan, siyaset,
ofke ya da pathos (acima/
merhamet) olabilir. Peki
ama Coley’in yapiti sergi  Nathan Coley, Yabancilarin Toplanmast, 2007 Gathering Of Strangers, 2007

ve Istanbul baglaminda

nasil bir toplanma oneriyordu? Kiiresel olarak siiregelen protestolarin ve
toplumsal hareketlerin bugiinkii cercevesinden bakildiginda, enstalasyon bu
miicadelelere bir gonderme olarak da okunabilir, ama sergi baglaminda
konusursak, sanatin etrafinda toplanan insanlara isaret ediyordu. Metni
olusturan ampullerin gokkusag1 renk skalasi ise, cok cesitli insan
topluluklarinin, farkls hatta birbiriyle celisen diinyalarin, kolektif bir eylemde
bulusmasini akla getirir. Tipki bienalin agildig1 ilk giinlerde Antrepolara yakin
bir sokagin merdivenlerinin gokkusagi renklerinde boyanmasi gibi. Ancak
merdivenler belediye yetkilileri tarafindan tekrar gri boyayla sivand1 ve bu olay
tizerine bu renkli eylem iilke genelinde bir protesto yontemine doniistii.

John Cage’in izleyiciye (miizik yerine) sessizligin sesini ve gevresel sesleri dinlettigi
tinlii 4’337 sessizlik performansina gonderme yapan David Moreno’nun Sessizlik
(1995-2012) adli yapit1 artik konugmayanlari bile dinlemeyi 6nerir. Maddesellik ve
ses iligkisi iizerine ¢aligan Moreno, 6lmiig
filozoflarin, yazarlarin, bestecilerin ve benzeri
yaratici kigilerin Ernst Benkard’in 1927
tarihli kitabinda bir araya getirilen mask
fotograflarina — megafon misali — kagittan
koniler iligtirerek sessizligi somutlastirir,
hatta siddetlendirir. Daha da otesi eser,
ortada tanimlanabilir bir ses veya konugma
duyulmasa bile dinleme eyleminin 6nemini
vurgular. Yabancilarin Toplanmasr'nin
aksine, kisinin kendisini, heniiz algilanir
halde olmasa bile, “bagka tiirlii”ye agabilmesi
i¢in yalniz bir eylem Onerir.

el
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and the action became a

method of protest all over

the country.

In reference to the 4'33”
performance of silence by

John Cage, at which he had F
audiences listen to the i
sound of silence and '
random environmental
noises, Silence (1995—
2012) by David Moreno
suggests listening even to
those who do not speak any
more. Focusing on the relation of materiality and sound, Moreno solidifies,
and even amplifies, silence through his installation consisting of paper
horns resembling megaphones attached to photographs of masks of dead
thinkers, writers, composers, et cetera, compiled in a book by Ernst
Benkard in 1927. The work also emphasises the importance of the act of
listening even when there is no recognisable speech or sound to hear. As
opposed to Gathering of Strangers, it proposes rather a solitary act in
order to open oneself up to the ‘otherwise’, even though in the moment it
may be imperceptible.

David Moreno, Sessizlik, 19952012 Silence, 1995-2012

At the end of exhibition in Antrepo no.3, the very first work at the start
of the exhibition hall, Lutz Bacher’s The Celestial Handbook (2011),
pages from a book compiled by the famous amateur astronomer Robert
Burnham Jr., and the very last one by Nicholas Mangan, A World
Undone (2012), a film of earth dusts, brought together the earth and the
celestial, the world and the universe. In Mangan’s work, the dust and
particles of the oldest geological material found in Jackhills, Western
Australia, in 2003 are filmed in motion in space. Watching the film, it is
difficult to assess if we are witnessing a meteorite shower, a primordial
moment of the birth of a star, or earth dust flying in the air. The Celestial
Handbook (2011) is a work consisting of a selection of 85 photographs
of celestial objects—astronomical systems, planets, stars, meteorites—
out of the 7,000 photographs from a 2,138-page book in three volumes.
While the vigour of work of collecting and cataloguing this vast material
inspires us, the enjoyable uneven amateur language employed in the
descriptions of the photographs surfaces the refreshing spirit of
amateurship as opposed to professionalism. A selection of these
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Antrepo no.3’teki serginin sonunda, sergi salonunun hemen giriginde yer alan
ilk ig Lutz Bacher’in {inlii amat6r astronom Robert Burnham Jr.in derledigi
kitaptan bir seckiden olusan Gokyiiziiniin EI Kitabi (2011) ile en sondaki

13, Nicholas Mangan’in havaya karisan jeolojik tozlar1 goriintiiledigi Civisi
Cikmig Diinya (2012) baglikli filmi kargilagarak, diinyevi ve goksel olani,
diinya ile evreni bir araya getirdi. Mangan’in iginde, Bat1 Avustralya’nin Jack
Hills bolgesinde 2003 y1linda bulunan diinyanin en eski jeolojik kalintilarinin
toz ve partikiiller halinde bogluga karigmasi gosterilir. Bu yiizden filmi
izlerken goriintiilerin bir meteor yagmurunu mu, bir yildizin dogusunun ilk
anin1 m1 gosterdigini, yoksa havada ugusan tozlar m1 oldugunu anlamak kolay
degil. Gékyiiziiniin EI Kitab1 (2011) ise, toplam iig cilt ve 2138 sayfalik bir
kitabin 7 bin fotografi arasindan segilen, — astronomik sistemler, gezegenler,
yildizlar, meteorlar gibi — goksel objelere ait 85 fotograf ve tanimlamadan
olusur. Bu kadar yiiklii
bir malzemeyi toplamak
ve kataloglamak i¢in

Ama daha etkileyici
olan, fotograflarin
aciklamalarinda
kullanilan, eglenceli,
degisken ve amator
dilin, profesyonellige
karg1 amatorliiglin
tazeleyici dogasini
ortaya ¢ikarmasi. Bu
fotograflardan olugan
bir secki bienalin
biitiin mekanlarinda
sergilenerek, tipki
tekrar eden bir koro
islevi gordii. Bir yandan
bienal mekanlarini
birbirine baglarken,
[EECESTIE FmGEIP iv o ST ox mam aciiiog TIaTis | diger titraftan sergiyg
| Eeomtutes =i the haavemar. This is she galary HI01, phats. ve bugiine evrensel bir

| graphed with o 125-inch mellecior, by Eveided Ewinar. |

e e ] perspektif kazandirdi.

Lutz Bacher, Gokyiiziiniin EI Kitabi, 2011
The Celestial Handbook, 2011

gosterilen gayret etkileyici.
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Nicholas Mangan, Civisi Cikmig Diinya, 2012 A World Undone, 2012

photographs was displayed throughout all the venues of the biennial,
like a chorus, connecting them while giving a universal perspective to
the exhibition and the present day.

The Galata Greek Primary School

Because of its former function as an educational institution, the Galata
Greek Primary School hosted mostly site-specific and context-responsive
projects, questioning issues related to education as a top-down system
(control and discipline) and learning as a ground-up act, with the backdrop
of the concepts of civilisation and barbarity, subjectivity and system, utopia
and dystopia. The meeting hall located at the ground floor hosted the
ongoing performative project by inci Eviner, the Co-action Device: A Study,
(2013) a ground-up learning device exploring how art can be a tool in
learning processes, and by and large in sociopolitical change. With the
participation of 40 young artists, actors, writers, performers, and
students, ' after more than a month of workshops prior to the opening,
the group developed ideas and methods of working together and
collective decision making. Continuously open to the gaze of the
audience, they practised scripted and impromptu actions and
performances situated in between the surrealist theatre, studio
workshops, and rehearsals during the course of the exhibition.”™ The
activities could be watched from the galleries upstairs, providing a
panoptical view for the audiences, where Rosella Biscotti's sculptural
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inci Eviner, Ortak Eylem Aygiti: Bir Etiit, 2013 Yerlestirme ve canli performatif aragtirma
Co-action Device: A Study, 2013 Installation and performative live research

Galata Rum ilkégretim Okulu

Eskiden bir egitim kurumu olmasi dolayistyla Galata Rum [1kégretim
Okulu’nda daha ¢ok mekana-ozel ve baglama-duyarli yapitlar sergilendi.

Bu yapatlar, egitimin yukaridan asagiya orgiitlenen bir sistem (kontrol

ve disiplin), 6grenmenin ise asagidan yukariya bir eylem olmasina iliskin
meseleleri sorguluyordu. Serginin kavramsal zeminini ise, medeniyet ve barbarlik,
oznellik ve sistem, iitopya ve distopya olusturdu. Giris katinda bulunan toplant
salonunda Inci Eviner’in siiregelen performatif projesi, sanatin 6grenme
siirecinin ve genel anlamda sosyopolitik degisimin bir pargasi haline nasil
getirilebilecegini aragtiran, bir seyi her yoniiyle 6grenme cihazi, Ortak
Eylem Aygit1: Bir Etiit (2013) yer ald1. Serginin agilisindan dnce baglayan

ve bir aydan uzun siiren atélye caligmalarina 40 geng sanatci, oyuncu, yazar,
performans sanatgisi ve 6grenci'? katildi. Grup, birlikte ¢caligmanin ve kolektif
karar almanin yollarini arayarak bu konuda fikirler gelistirdi. Sergi boyunca
devam eden performansta grup iiyeleri siirekli olarak izleyicinin gozii 6niinde,
gercekiistiicii tiyatrodan stiidyo ¢aligmalarina ve provalara uzanan bir form
cesitliliginde onceden yazilmig veya dogaglama eylem ve performanslar
gerceklestirdi.'* Performans salonun iist katinda bulunan balkondan
izlenebiliyor ve
izleyiciye panoptik
bir bakis agist
sunuyordu. Rossella
Biscotti’nin
[talya'nin
panoptik planl

ilk hapishanesi
olan Santa Stefano
hapishanesini

ele aldig1 heykel
yerlestirmesi ve
videolar1 da yine
burada sergilendi.

Iki kat arasindaki merdivenlerde Wang Qingsong’un niikteli ve ironik
fotograf serisi Beni Takip Et (2003), Onu Takip Et (2010) ve Kendini Takip
Et’e (2013) yer verildi. Sanat¢1 1982 yilinda Cin Devlet Televizyonu’nda
(CCTV) yayinlanmaya baslayan popiiler ingilizce dil dersi programina
gonderme yaparak modernist ilerleme ve gelisme anlayiglarini elegtirir

ve 0zellikle egitimin ideolojik bir arag olarak kullanimini sorgular. Ayni
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installation and the videos of Santa Stefano prison, the first prison in
Italy to be built using a panoptical plan, was also located.

Wang Qingsong, Beni Takip Et, 2003 Follow Me, 2003

The staircases between the floors were occupied by the overtly witty and
ironic photographic series Follow Me (2003), Follow Him (2010), and
Follow You (2013) by Wang Qingsong, referring to the popular English-
language teaching program introduced by China Central Television
(CCTV) in 1982, through which he criticises the modernist idea of progress
and development and specifically questions education as an ideological
tool. Similarly, Mahir Yavuz and Orkan Telhan’s The Road of Cones: The
Eviction of Social Memory (2013) visually unfolds the culture of data/
information emitted through online media in Turkey and how they are used
to replace public memory with new narratives to support the ruling class.
Toril Johannessen’s Extraordinary Popular Delusions (2012), a peculiar
installation with a video component, put the indisputable certainties of
scientific knowledge, the litmus paper of Western civilisation, into question.
Subsequently, the offspring of the modernist idea of progress, the utopia,
was critically articulated through revisiting the Polish hippi movement by
Agnieszka Polska in her film HairfWlosy] (2012).

Erasing the distinction between the camera/director and the event, Jean
Rouch’s Mad Masters [Les Maitres Fous] is the earliest and unique
example of Ciné-Ethnography (cinema vérité) that mirrors ‘civilisation’
from the eye of the colonised and through the bodies of the performers,
blurring established distinctions between civilised and barbaric. Similarly,
Falke Pisano’s Disordered Bodies Fractured Minds (Private M., Patient
A. & Traveller H.) videos and installation read Western history through its
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impact on the body.
In different ways,
Martin Cordiano
and Tomas Espina
envision the terror
and trauma of order
and the ordinary

in their thrillingly
calm installation
DOMAIN DOMINIO
(2011), in which
every single object
in a living room is
cracked into pieces, then reassembled and glued together. Though at first
sight everything seems at peace, the horror of realising the cracks vibrates
in our fragile daily order under capitalism.

e . B
Martin Cordiano & Tomas Espina, DOMINIO, 2011 DOMINIO, 2011

The abstract sculptural installation Ruses
and Legacies (2013) by Peter Robinson
visualises the dynamics between
subjectivity versus structure, individual
versus universal, and order versus chaos,
with an accent on urban chaos and
struggles. While 13 Essential Rules for
Understanding the World (2011), a video
by Basim Magdy, portrays the ambiguous,
even defeated, position of the individual
in today’s civilisation through the rules
uttered by tulips, the extreme other or
outcast without a voice, the Violent Green
(2013) video by Lale Muldiir & Kaan
Karacehennem & Franz Bodelschwingh
incarnated the artistic subjectivity as a
‘mischievous’ other. On the other hand,
Elmgreen and Dragset’s Istanbul Diaries
(2013) delved into the narrow lanes of
subjectivity in an exalted moment in

the history of Turkey, during the Gezi

resistance, a unique civic awakening, by i* o

dogrultuda, Mahir Yavuz ve Orkan Telhan’in Kiilahli Yol: Toplumsal Bellegin Z
Tahliyesi (2013) Tiirkiyede ¢evrimigi medyanin iirettigi veri/bilgi kiiltiiriinii E
gorsellestirirken, bunun kamusal hafizay1 nasil“imtiyazl siniflar”adina yeni g
soylemlerle degistirmek i¢in kullanildigin1 agimliyordu. Ote yandan Toril g
Johannessen’in Olaganiistii Popiiler Yanilgilar (2012) adl1, video unsurunu
da iceren sira digt yerlestirmesi, bilimsel bilginin tartigmasiz kesinliklerini,
yani Bat1 medeniyetinin turnusol kagidini sorguya agiyordu. Hemen ardindan,
Agnieszka Polska’nin Sa¢ [ Wiosy] (2012) adl1, Polonya'daki hippi hareketine
yeniden bakan filmiyle ilerlemenin modernist yorumunun bir {iriinii olan
titopya elestiriliyordu.
Jean Rouch’un kamera/yonetmen ile olay arasindaki ayrimi1 ortadan kaldiran
(Cilgin Efendiler | Les Maitres Fous] (1955) filmi Etnografik Sinema’nin
(cinema verité) en erken ve benzersiz bir 6rnegidir. Film performanscilarin
bedenleri araciligiyla, “uygarligi”kolonilestirilenlerin goziinden yansitarak
uygar ve barbar arasindaki yerlesik ayrimlar1 bulaniklastirir. Benzer sekilde
Falke Pisano’nun Bozulmus Bedenler Catlamig Zihinler (Er M., Hasta A. ve
Gezgin H.) (2012) adl1 video
| yerlestirmesi Bat1 uygarligini,
bedende biraktig1 etki iizerinden
okur. Farkli bir yaklagimla,
Martin Cordiano ve Tomas Espina,
NUFUZ ALANI[DOMINIO)] 'nda
(2011) 1gindeki biitiin nesnelerin
kirilip tekrar birlestirilerek
yapigtirildig1 bir oturma
odasindan olusan olaganiistii
sakinlikteki enstalasyonlarinda,
diizenin ve siradan olanin
icindeki ortiik korku ve travmayi
canlandirdilar. Odada her
sey yerli yerinde goriinse de,
seyircinin catlaklari fark ettigi
andaki dehset duygusu, kapitalist
sistemdeki giindelik diizenimizin
kirilganligini yankiliyordu.
Peter Robinson’un soyut heykel
Peter Robinson, Katakull e Miras: Yap ve Oznellk, 2013 yerlestirmesi Katakulli ve Miras
Ruses and Legacies: Structure and Subjectivity, 2013
92

having seven young men from diverse

Basim Magdy, Diinyayr Anlamak i¢in 13 Temel Kural, 2011
13 Essential Rules for Understanding the World, 2011
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(2013) oznellige karsi yap1, bireysele kars1 evrensel ve diizene karsi kaos
arasindaki dinamikleri, kentsel kargasa ve miicadeleleri vurgulayarak gorsel
alana tasid1. Diger yandan, Basim Magdy nin Diinyayr Anlamak I¢in 13 Temel
Kural (2011) videosu bugiiniin uygarliginda bireyin belirsiz hatta yenik

konumunu, lalelerin agzindan, yani en fazla otekilestirilen, toplum digina
itilen, sesi duyulmayanlarin dile getirdigi kurallarla betimlerken, Lale Miildiir,
Kaan Karacehennem ve Franz von Bodelschwingh’in Azili Yesil (2013) videosu

sanatsal 6znellig1, ele avuca
sigmaz bir “oteki” olarak gosterir.
Elmgreen & Dragset’in Istanbul

Giinliikleri (2013) ise, Tiirkiye
tarithinin bir doniim noktasinda,
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social strata, backgrounds, and sexual orientations write their diaries in the

presence of audiences in a former classroom.

The attic and the terrace of the school were designed to function as

a forum space for projects focusing on urban transformation, multiple
publics, and self-organisation. En route to the forum area were projects
related to gentrification and urban transformation such as Bertille Bak'’s
extraordinary resistance project in Bangkok, or Annika Erikson’s poetic

video narrating the current process in Istanbul from

the eye of a street dog, or The Residence (a wager for

the afterlife), a video work by Vermeir and Hiereman
about art’s relation to gentrification. Nathan Coley’s
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wall text We Must Cultivate Our Garden is a proposal
to slow down the capitalist heat and pace, as well as
an alternative to current urban living, referring to ‘work’
as an ethical question on its own. It is the last sentence
from Voltaire’s Candide in which the protagonist ends
up in Constantinople, referring to the philosophy of

a Turkish farmer who devoted himself to the simple
work of cultivating his land instead of subscribing to a
preconceived optimistic schema of ‘all is (designed) for
the best'.

benzersiz bir sivil uyanig olan
Gezi Direnigi sirasinda, gesitli
toplumsal katmanlardan, farkl
ozgegmislere ve cinsel yonelimlere
sahip yedi geng erkegi izleyici
oniinde giinliiklerini yazmalar1
i¢in eski bir sinifta bir araya
getirerek 6znelligin dar
sokaklarina daliyordu.

Sener Ozmen, Isimsiz, 2005 Untitled, 2005

Okulun ¢at1 kati ve terasi kentsel
doniigiim, ¢oklu kamular ve
0z-orgiitlenme konularina
odaklanan projeler igin bir
forum alan1 olarak tasarlandi.
Forum alaninin yolu iizerinde
Bertille Bak’in Bangkoktaki
stradigi direnis projesi veya
Annika Eriksson’un Istanbul'da devam eden kentsel doniisiimii bir sokak
kopeginin goziinden anlattig siirsel videosu gibi soylulastirma ve kentsel
doniigiimle ilgili projelere; Vermeir & Heiremans’in Rezidans (6biir diinya
lizerine bir bahis) videosu gibi sanatin soylulastirma siiregleriyle iligkisine
dikkat geken islere yer verildi. Nathan Coley’in duvar yazis1 Bah¢emizi Ekip
Big¢meliyiz kapitalizmin hararetini ve hizin1 diigiirmeyi 6nerirken “galigma”y1
bagli bagina etik bir soru olarak ele alarak halihazirdaki kent yagamina bir
alternatif Onerir. Voltaire’in, yolculugu Konstantinopolisde biten Candide’i
anlattig1 eserinin son ciimlesi olan bu ciimle, “her iste bir hayir vardir”gibi

The forum was introduced by two photographic works

in which Sener Ozmen uses himself as his own model. His emblematic
series of photographs Untitled (2005), where he portrays himself as

an artist and a citizen questioning the impact of his artistic voice while
bringing out the extreme lack of freedom of speech, especially for Kurdish
citizens, were originally conceived and displayed in urban public spaces.
In Optical Propaganda (2012)
he posed lying on a couch
like a fashion model with his
clothes—a suit, shirt, tie,
shoes, and even the couch—
made out of Keffiyeh, known
as ‘Palestinian Scarf’, which
became the symbol of leftist
resistance after Arafat and
also refers to the Kurdish
movement. The photograph

Elmgreen & Dragset, Istanbul Giinliikleri, 2013 Istanbul Diaries, 2013
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pesin hiikiimlii iyimser bir gablona umut baglamak yerine kendini topragi ekip
bigmeye adayan bir Tiirk ¢ift¢inin diinya goriisiine gonderme yapar.

Sulukule Platformu, Sulukule’nin adini degistirebilecekler mi?, Eyliil 2013 Can they rename Sulukule?, September 2013

Forum alani Sener Ozmen’in model olarak kendini kullandig1 iki fotograf
isiyle agiliyordu. Kamusal alan icin tasarlanmus ve sergilenmis olan Isimsiz
(2005) fotograf serisi bir sanatg1 ve vatandag olarak kendi sanatsal sesinin
etkisini sorgularken, diger yandan da ozellikle Kiirt vatandaslarin konugma
ozgiirligii tizerindeki yogun baskilar1 dile getirir. Optik Propaganda’da
(2012) sanat¢1 tamamen posudan yapilmig bir kiyafetle — takim elbise, gomlek,
kravat, ayakkabilar ve hatta koltugun kendisi — bir koltuga uzanmig, bir moda
fotografindaki model gibi poz verir. Filistin Kurtulus Orgiitii’yle birlikte solcu
direnigin simgesi olan ve “Filistin esarb1”olarak da bilinen pogu ayn1 zamanda
Kiirt hareketine isaret eder. Fotograf, elde yapilanlarin aksine bilgisayarda
tiretilen mitkemmel bir posu deseninden yapilmig duvar kagid1 iizerine asild.
Sanatc1 bu igiyle sadece sol hareketin kapitalist pazarlama ve reklam hummasi
tarafindan ele geciriligine dikkat ¢ekmekle kalmiyor, ayn1 zamanda Tiirkiye
hiikiimetiyle PKK arasinda siiregelen sicak “baris siirecine” de dokunuyor.

Tavan arasindaki forum alaninda ¢ok sayida proje yer aldi. Alanin merkezinde,
Miilksiizlestirme Aglar1’nin ingaat sirketleri, medya ve hiikiimet arasindaki
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was mounted on wallpaper of perfect computer-produced Keffiyeh, as
opposed to the customary handmade ones. He not only comments on the
leftist movements’ appropriation of capitalism by marketing and publicity
fever, but also the ongoing fashionable ‘peace process’ between the
Turkish government and the PKK.

The forum area in the attic housed several projects, at the centre of which
were maps by the Network of Dispossession revealing the connections
between developers, media, and government, and Sulukule Platform’s
timeline, a seven-year-old citizens’ initiative formed by artists, designers,
and scholars (mostly women) to resist gentrification and the transformation
of the Sulukule neighbourhood as well as to empower the Roma
community by establishing informal art and music classes for children.
Additionally, the space accommodated the Liliana Maresca Secondary
School Project [Proyecto Secundario Liliana Marescal), initiated and run
by a group of artists in the deprived Fiorito ghetto in Buenos Aires, and
the Newspaper Reading Club’ (Fiona Connor & Michala Paludan), a
collective reading exercise intended to bring individual criticism to the
news and articles in popular newspapers. Serkan Taycan’s Between Two
Seas (2013) fashioned a route through his act of walking the 66-kilometer-
long line almost parallel to the Bosphorus between the Black Sea and

the Marmara Sea where Kanal Istanbul, a mega urban transformation
project, is planned, with two new cities on the banks to house one million
residents each.
Finally, Volkan Aslan’s
neon sculpture
commented on the
possible destruction
the Olympics could
bring to the city.

The terrace and the
attic also hosted
workshops, talks,
music performances,
and screenings, and it
functioned as a social
hub for audiences

to take a rest with

a harbour view of
Istanbul.
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baglantilar1 ortaya serdigi ag haritalari ve Sulukule’nin soylulastirma ve
doniistiiriilme siirecine direnmeyi ve gocuklar icin miizik ve sanat atdlyeleri
kurarak Roman toplulugunun gii¢lendirilmesini amaglayan sanatgilar,
tasarimcilar ve akademisyenlerin kurdugu (¢ogu kadin) yedi yillik bir
vatandag girigimi olan Sulukule Platformu’nun zaman ¢izelgesi yer aliyordu.
Salonda ayrica Buenos Aires’in en yoksul mahallesi Fiorito'da bir grup sanatci
tarafindan kurulan ve siirdiiriilen Liliana Maresca Ortaokulu Projesi [ Proyecto
Secundario Liliana Marescal; popiiler gazetelerdeki haber ve makalelere

karg1 bireysel elestiriyi ortaya ¢ikarmaya yonelik kolektif bir okuma

egzersizi olan Gazete Okuma Kuliibii (Fiona Connor ve Michala Paludan);
Istanbul’un i¢inden gegmekte oldugu kentsel doniisiimiin mega projelerinden,
iki yakasinda birer milyon niifuslu iki kenti barindirmasi planlanan Kanal
[stanbul’un Karadeniz ile Marmara Denizi arasinda Bogaz’a neredeyse paralel
ilerleyen 66 kilometrelik hattini yiiriiyerek bir rota ¢ikaran Serkan Taycan’in
Iki Deniz Arasinda (2013) projesi ve nihayet Volkan Aslan’in olimpiyatlarin
kente getirebilecegi muhtemel yikimi anlatan neon heykeli sergilendi. Tavan
arasi ve teras bu eserlere ek olarak atolye ¢alismalarina, konugmalara, miizik
performanslarina, gosterilere ev sahipligi yapt: ve izleyicilerin Istanbul liman:
manzarasina karsi soluklanabilecegi bir sosyallegme alani iglevi gordii.

ARTER

ARTERdeki sergi, bienal konseptinin damitilmug fikrini ve sanatsal
atmosferinin DNA’sin1, serginin ana hatlariyla uyumlu olarak somutlagtirmay1
ongoriiyordu. Siir, gorsellik ve miizik/ses arasindaki ickin baglantilar bu
mekanda, Jorge Méndez Blake, Angelica Mesiti, Héctor Zamora, Carla

Filipe ile Basel Abbas ve Ruanne Abou-Rahme imzali eserlerle 6rneklendi.
Angelica Mesiti’nin Cezayir, Kamerun, Sudan ve Mogolistandan, yani farkli
cografya ve dolayisiyla kiiltiirlerden gelen miizisyenlerin Paris, Brisbane

ve Sidney’in kamusal alanlarinda kendi bedenleri araciligiyla yaptiklar
miizikle, kigisel duygularin1 ve kiiltiirel kokenlerini seslendirmelerini gosteren
Vatandaslar Bandosu (2012), ayn1 zamanda sergi mekaninin bulundugu
Istiklal Caddesi’ndeki sokak miizisyenlerini de yansitiyordu. Diger yandan,
Héctor Zamora’nin serginin agili haftasinda Mimar Sinan Giizel Sanatlar
Universitesi’nde gerceklestirilen performansindan diizenlenen Maddesel
Degiskenlik (2012) video enstalasyonu 36 ingaat is¢isinin tuglalari elden ele
gecirirken soyledigi ayinimsi sozlerin yarattigi melodiyi, Carla Filipe’nin

ses yerlestirmesi Is¢i Sarkilar1 [Miisicas de Trabalho] (2010) ise Portekiz’in
eski devrimei tiirkiilerini giin yiiziine ¢ikardi. Basel Abbas ve Ruanne Abou-
Rahme’nin Tesadiiff Isyancilar: Haydutlar Hakkindaki Kistm (Béliim 2)
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ARTER

The exhibition in ARTER was conceived to embody the distilled idea of the
biennial concept and the DNA of its artistic atmosphere in a way that would
rhyme with the main trails of the exhibition. Issues related to the intrinsic
connection between poetry, visuality, and music/sound were exemplified

in the works of Jorge Méndez Blake, Angelica Mesiti, Héctor Zamora,
Carla Filipe, Basel Abbas and Ruanne Abou-Rahme. Angelica Mesiti’s
Citizen Band (2012), in which four musicians from diverse geographies
and cultures—Algiers, Cameroon, Sudan, and Mongolia—perform music
through the agency of their bodies in the urban public spaces of Paris,

Angelica Mesiti, Vatandaglar Bandosu, 2012 Citizens Band, 2012

Brisbane, and Sydney, letting their personal feelings and cultural origins
resonate in the social spaces of those cities, echoed with the musicians
performing on Istiklal Street of Istanbul, where ARTER is located. Whereas
the video installation of Héctor Zamora, Material Inconstancy (2013),
edited from performances realised in the Mimar Sinan Fine Arts University
during the opening days, sounded the incantation of the 36 bricklayers
tossing bricks to each other, Carla Filipe’s sound installation Workers’ Songs
[Musicas de Trabalho] (2010) brought out the old revolutionary folk songs from
Portugal. The digital buzzing sound in the video Incidental Insurgents: The
part about the Bandits (Chapter 2) (2012) of Basel Abbas and Ruanne Abou-
Rahme intensified the feeling of impotence and being trapped, experienced
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videosundan yiikselen dijital cizirtili sesin kapana kistlmiglik duygusunu ve
videonun iki erkek kahramaninin iggal altindaki Filistin’i dolagarak yaptiklari
caresiz yolculuklar araciligiyla deneyimledigimiz eylemin iktidarsizlig
algisin1 yogunlastirici bir etkisi vardi.

Vatandaglik ve kolektif eylemle baglantili kiigiik, giizel jestler, Maider Lopez,
Fernando Ortega ve Cinthia Marcelle’in iglerinin tam merkezinde bulunur.
Belo Horizonte’nin yogun bir yol kavsaginda bekleyen ve kirmiz1 151k
yandiginda trafiktekilere gosteri yaparak para kazanan sekiz ates jongloriinii
belgeleyen Cinthia Marcelle’in Yiizles [ Confronto] (2005) adli kurgulanmig
performans videosu, en basit seyirlik oyunlarin bile kiigiik bir degisiklikle
giiclii bir direnise doniistiiriilebilecegini anlatir. Ote yandan Maider Lopez
Ataskoa (Trafik Kilit) (2005) adl1 isinde imkansiz bir durum yaratti:
Otomobillerin yarattigi kirliligi protesto eden cevreciler ve antika arabalariyla
hava atmak isteyen araba koleksiyoncular1 gibi birbirine kargit gruplar1 agik
bir ¢agriyla bir araya getirerek Bask bolgesi daglarinda trafik sikigikligina yol
act1. Fernando Ortega’nin Kisa Yol I ve I1(2010) fotograf serisi ise, iki
yapragi birbirine igneleyip karincalarin iizerinden gegecegi bir koprii kurmak
gibi dogaya yapilan bir miidahaleyi resimleyerek, uygarliktan gelen en kiigiik
miidahalenin bile, belki kullaniglt ama ayn1 zamanda hemen her zaman giddet
icerdigini gosterir.

Sistem ve toplum baglaminda sanat, sermaye ve emek, Stephen Willats, José
Antonio Vega Macotela, Héctor Zamora, Praneet So1 ve Carla Filipe’nin
islerinde vurgulandi. Willats toplumla sanat arasinda dogrudan bir korelasyon
arar; dolayisiyla iglerini yerlesim bolgelerinde, sosyal merkezlerde ve yerel
kiitiiphanelerde sergiler ve
toplumun yapilanmast ve
bireylerin giiclendirilmesinde
sanatin toplumsal bir iglevi
olabilecegini ileri siirer. Sibernetik ve
bilgi teknolojilerinden ilham alan
Willats'in diyagramlars, sistemleri ve
sosyoekonomik iligkileri, ozellikle de
toplum odakli bir 6z-6rgiitlenme
sistemini ayrintilariyla agiklayan
bir ara¢ olmakla kalmaz, ayn1
zamanda yeni bir toplumcu sanat
bigimi olugturur. Sergide

Fernando Ortega, Kisa Yol Ivell, 2010 Short Cutland Il, 2010
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through the desperate
voyages of the two
male protagonists, who
wander through the
ruined landscape of
occupied Palestine.

Minute gestures related
to citizenship and
collective action were
at the very centre of -
the works by Maider (i bl et e
Lépez, Fernando
Ortega, and Cinthia Marcelle. Marcelle’s Confronto (2005) video, in which
she documents a staged performance by street fire acrobats performing
during the intervals of red lights to earn money from the cars waiting
at a busy pedestrian crossing in Belo Horizonte, Brazil, articulates how
even the simple acts of spectacle, with a subtle shift, can be converted
into powerful acts of resistance. Meanwhile, Maider Lopez’s Ataskoa
(Traffic Jam) (2005) creates an impossible situation—a traffic jam in
the mountains of Basque country—by bringing together contrasting
voices, such as environmentalists who come to the mountain to protest
automotive pollution and car collectors who want to show off their antique
cars. Fernando Ortega’s Short Cut | and I (2010) series of photographs
depicts a slight human intervention in nature—two leaves pinned to each
other to create a bridge on which ants travel—showing that even the
minute interference of civilisation may be useful, but it is almost always violent
as well.

Art, capital, and
labour in relation to
systems and society
were accentuated

in the works of
Stephen Willats,
José Antonio Vega
Macotela, Héctor
Zamora, Praneet
Soi, and Carla Filipe.

Maider Lopez, Ataskoa (Trafik Kilit), 2005 Ataskoa (Traffic Jam), 2005 Willats seeks a
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Stephen Willats’in 1960’larin sonu ve 1970’lerin baglarini kapsayan zengin
kiilliyat1 José Antonio Vega Macotela’nin toplumsal-angaje sanati alternatif
ekonominin bir iglevine
doniistiirdiigii Mexico
Citydeki Santa Maria

Acatitlan hapishanesi ﬂ
mahk{imlariyla yaptig h

“zaman takaslariyla”
|

yan yana yer aldi.

"-:'.'-h

Jananne Al-Ani, Basel

Abbas ve Ruanne Abou-

Rahme ile Didem ——

Erk’in ARTERde yer Stephen Willats, Labirent Cizimi No 2, 1967 Maze Drawing No 2, 1967
alan isleri mekanin,

yerlerin ve sehirlerin siyasetini ve siirselligini irdeler. Bu iglerin hepsi ihtilafl1
catisma bolgeleriyle — Urdiin, Filistin, Kibris — iliskili olmasina ragmen ¢ok
cesitli formlarda, ¢ok farklr igerikler sundular. Erk’in performans videosu
sanatciy1 Kibris’taki tampon bolgede dykiiler okuyup yiiriirken goriintiilerken,
Abbas ve Abou-Rahme’nin senaryolu filmi, tipki Romantik resimlerde ya da
bilgisayar oyunlarindaki gibi izleyicinin sadece arkadan gorebildigi “iki
serseri” lizerinden, yikilmag, terk edilmis yerlerin deneyimini ortaya koydu.
Jananne Al-Ani’nin siirsel Gélge Bolgeler 11(2011) ve Kazicilar (2010)
videolar1 ise, mikro ve makro 6l¢ekteki manzaralarin ¢arpici kontrastini one
¢ikarir. Sanat¢1 Gélge Bolgeler ITde duvar biiyiikliigiindeki bir ekrana insan
yerlesimlerinin, askeri iis ve hendeklerin, arkeolojik alanlarin, tarlalarin ve
buna benzer yerlerin akildan ¢ikmayan havadan ¢ekilmig goriintiilerini
yansitir. Bu goriintiilerde insanlarin varligina dair higbir iz bulunmaz ve
havadan yapilan savas ¢ekimlerini andiran bir tarzda, bir ugagin giiriiltiisii
esliginde sunulurlar. Buna karsin kiiciik ekrandaysa, insan yerlesimlerinin
goriiniiste siirsel, ancak iirkiitiicii goriintiileriyle tezat olusturan, kumdaki bir
delige girip gikarak, deligin disinda kiigiik bir tepecik olusturan karincalarin
yuva yapma etkinliklerine sahit olduk.

ARTER’in giriginde Jimmie Durham’in Kapici (2009) adl1, ¢atigmay1 anlam ve
malzeme bakimindan gerceveleyen, tek ayagi sakat totem benzeri figiirii
izleyiciyi karsiliyordu. Figiir, farkls, hatta birbirine tezat — degerli taglara
karg1 ger¢op — altin, obsidyen, Murano cam1, demir borular, kablolar, teller,
giivenlik kameralar1 gibi malzemeler, ilaveten periskop benzeri bir alet
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direct correlation between art and society, and thus exhibited his work in

residential areas, community centres, and local libraries. He proposes that
art can have a social
function in structuring

o AP N AR : :
+ L j_ L"‘LE TL_L society and empowering
- :‘i e g JY individuals. Inspired by
e 2 o (P v | i information tgchnolggy ,
¥ . .; | ;j and cybernetics, Willats’s
_ q_:.n k > & diagrams suggest npt
—~ e - only a tool for mapping
“_".F | i o out systems and
M 3 socioeconomic relations,
- - ; B BlE .
especially systems of
José Antonio Vega Macotela, Zaman Takasi 331,2010 Time Exchange 331, 2010 self-organisation with

a focus on community,
but also a new form for social art. In the exhibition, Willats’s rich oeuvre
from the late 1960s and early 1970s was juxtaposed with José Antonio
Vega Macotela’s ‘time exchanges’ with the inmates of Santa Martha
Acatitlan prison in Mexico City which transform socially engaged art into
an alternative economy.

The works by Jananne Al-Ani, Basel Abbas and Ruanne Abou-Rahme,
and Didem Erk in this venue deal with the politics and poetics of spaces,
places, and cities. All are related to conflict zones—Jordan, Palestine, and
Cyprus—but they present diverse contents in diverse forms. While Erk’s
performance video depicts her walking and reading a novel in the buffer
zone at Cyprus, Abbas and Abou-Rahme’s scripted film brings out the
experience of abandoned, ruined places through two male ‘vagabonds’
that the audience only sees from the back, as in Romantic paintings or
computer games. The poetic Shadow Sites Il (2011) and Excavators
(2010) by Jananne Al-Ani put forward a stark contrast of micro versus
macro views. In the former,
S theartist depicts on a wall-
.. 1. size screen an aerial view
] of haunting traces of human
|, settlements, military bases
and trenches, archaeological
sites, fields, and so forth
» without any trace of human
beings, in a style mimicking

g
A3 = il

, i

Jananne Al-Ani, Golge Bolgeler I1, 2011  Shadow Sltes 11,2011
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kullanilarak yapilmis.
Kirmiz1 obsidyen kalbiyle
Aztek mitolojisinde
diinyanin yaratilig, savag
ve miicadeleyle ilgili ikincil |
bir tanr1 olan Tezcatlipoca’y
(dumanli ayna) temsil eden
figiir, ayn1 zamanda
“kapicilar1”, yani biiyiik
sehirlerde en alt sosyo-
ekonomik katman olugturan,
binalarin bodrum katlarinda _
yasayan ve giivenlik dahil  jimicurham, Kapict. 2009 The Doorman, 2009

pek ¢ok isten sorumlu olan

¢ogunlukla gogmen ve en yoksul bireyleri simgeler. Benzer sekilde SALT
Beyoglu’nun girigini tutan, ciice bir 6zel giivenlik gorevlisini gercege uygun
betimleyen Halil Altindere’nin Giivenlik (2012) adl1 balmumu heykeli de,
Durham’in Kapicr’si ile ayni ¢eligkiyi barindirir. Figiirlerin zayifligi ve
savunmasizligiyla bulunduklar pozisyon arasindaki tezat1 agiga vuran her iki
heykel de, Istanbul’un sokaklarinda ve 6zel mekanlarindaki agir1 giivenlik
onlemlerine de ironik bir gonderme yapti.

SALT Beyoglu .
SALT Beyoglu’nda sergilenen projeler mekanin Istiklal Caddesi’ne yakinlig
diistiniilerek secildi. Arag trafigine kapali cadde, her giin yaklagik bir buguk

milyon yayanin kullandigi, sehrin en kalabalik aligveris ve sosyallesme merkezi.

Diego Bianchi’nin Ya Pazar Ya Oliim (2013) adl1 isi kapitalizmin agirilig1 ve
¢lirlimiigliigiine, tiiketimin karanlik yiiziine dogrudan tepki veren ve
performanslarla hareketlendirilen bir yerlestirme. Bianchi, pazarin, sik
diikkanlarin ve vitrinlerin agik ug¢lu bir ¢6ziimlemesini yaparken genellikle her
tiirlii atik malzeme, gazete kagitlar1 veya parlak dergi sayfalar1, mukavvalar,
koli bantlar1, — parfiim, sampuan veya krem siseleri, kutu veya paketler, ¢op
torbalar1 gibi — pahali veya yaygin kullanilan tiiketim malzemelerinin
kalintilar1, — kirik dokiik algt ve MDF paneller, ahsap destekler, teller gibi —
oraya buraya atilmis ingaat malzemeleri veya dogrudan Istanbul’la ilgili simit,
midye dolma kabuklar1 veya sigara izmaritleri (Istanbul/ Tiirkiye hala
¢okuluslu sigara sirketlerinin biiyiik pazarlarindan biri) gibi buluntulari
kulland1. Sanat¢inin gergekiistii, antropomorfik heykel ve objelerinin yani sira
performanscilar hafta sonlar1 gelip gergekiistii tavir ve eylemlerle saticilari/
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aerial footage of warfare, accompanied
by the noise of the airplane. Whereas on
the small screen, we witness the nest/ -
home-making activities of ants. They run in
and out of a hole in the sand, contrasting
with the poetic but eerie vision of human
settlements.

At the entrance of ARTER stood The
Doorman (2009) by Jimmie Durham, a
totemic lame figure framing the conflict in
terms of meaning and material, greeting
the audiences. It is made out of contrasting
materials—some valuable, some junk—for
instance gold, obsidian, Murano glass, iron,
pipes, cables, wires, security cameras,
even something like a periscope. This
figure with a red obsidian heart personifies k
Tezcatlipoca (which means ‘smoking

mirror’), a complementary deity in Aztec
mythology associated with the creation of the world, but also with war

and strife; it also signifies a ‘doorman’, a figure who holds a relatively low
socioeconomic position in big cities. Often doormen are immigrants and
quite poor, living in the basements of buildings. Likewise, the entrance

of SALT Beyoglu was occupied by the Guard (2012) of Halil Altindere, a
realistic dwarf wax figure of a private security guard also embedded with
the conflict of Durham’s Doorman. Unfolding the contrast between the
weakness and vulnerability of the figures and the positions they hold, both
ironically allude to the excessive security measures in the streets and
private spaces in Istanbul.

Halil Altindere, Giivenlik, 2012 Guard, 2012

SALT Beyoglu

The projects in SALT Beyoglu were selected in accordance with the
venue’s spatial proximity to Istiklal Street, a major pedestrian zone

and shopping and social hub in the city; approximately one and a half
million people pass through daily. Diego Bianchi’'s Market or Die (2013),
an installation activated with performances, directly responded to its
immediate context, the excess and corrosion of capitalism, and the dark
side of consumerism. Bianchi created an open-ended decomposition

of the market, chic shops, and window panes, using all types of junk

— sy

SALT|
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tezgahtarlari canlandiriyordu.
Ziyaretciler neo-liberal pazar
ve tiiketim hezeyaninin bu
neredeyse absiirt sahne arkasi
goriintiisiine SALT Beyoglu
yonetiminin gozetimi ve
kontrolii altinda cer ¢6p
ekleyerek veya yiizeylerine
yazilar yazarak miidahale
edebiliyordu.

Ayn1 mekanda Amar
Kanwar’in Su¢ Mahalli
(2011) adl1 videosu agik sinemada gosterildi. Yapit kapitalizm ve neo-liberal
arazi transferi politikalarinin neden oldugu siddet ve yikimi epik bir
anlatimla, Dogu Hindistan'daki Odisha bolgesinde hiikiimet, biiyiik sirketler
ve yerel topluluklar arasinda dogal kaynaklarin kullanimi konusunda devam
eden ¢ikar ¢atigmasi iizerinden dile
getirir.

Diego Bianchi, Ya Pazar Ya Oliim, 2013 Market or Die, 2013

5533

10. Istanbul Bienali’nde Diinya
Fabrikast'nin bir pargasi olarak
kullanildiktan sonra Nancy Atakan ve
Volkan Aslan tarafindan kurulan ve
sanatcilar tarafindan igletilen 5533,
Istanbul Manifaturacilar Carsisi’'nda
eski bir diikkana yeni bir 1glev AT T ——T———
kazandirdi. Mekan Maxime Hourani’nin 3 Eylil, 2013 From presentation on visual perception of landscape by Maxime
Sarkilar ve Mekanlar Kitabi (2013) rouren, Septemoer 8 201

adl igbirligine dayali projesine ev
sahipligi yapt1. Proje, Istanbul’un
ceperlerinde, kentsel ve giderek yok
olan kirsal bolgeler arasinda kalmig
belli bolgelerde devam eden sarki
besteleme atdlyelerinden oluguyordu.
Hourani 2 Eyliil 2013 tarihinden
itibaren her biri alt1 giin siiren ii¢
atolye ¢aligmasi diizenledi ve bu

Maxime Hourani, Catalca savunma hattini olugturan istihkamlardan birinin
iistiinde gergeklesen Yassioren atolye caligmasindan, 23 Eyliil, 2013 From workshop in
Yassioren on one of the bunkers at the Catalca defense line, September 23, 2013
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materials, newspapers and shiny magazines, cardboard, packing tape, the
residue of common consumer items such as perfume, shampoo, or lotion
bottles, boxes and packaging, garbage bags, abandoned construction
materials like broken gypsum board panels, MDF panels, wooden
supports, and wire, or specific items related to Istanbul such as simits

(a kind of bagel) or mussel shells like those sold by Istanbul restaurants
and street vendors. Also he used lines of cigarette butts, which referred

to Istanbul too, as although smoking is forbidden legally in restaurants,
cafés, hotels, and public offices, Turkey is still one of the biggest markets
for multinational cigarette companies. Besides his surreal anthropomorphic
sculptures and objects, during the weekends, there were performers
mimicking salespeople in surreal manners and actions. This almost absurd
backstage of neoliberal market and consumerist delirium tremens could be
intervened in by visitors, who added to the junk or wrote on the surfaces
of the installation under the supervision and control of the SALT Beyoglu
administration.

In the same venue, Crime
Scene (2011) by Amar
Kanwar was shown in the
open cinema, depicting in
epic style the violence and
destruction of capitalism
and neoliberal land transfer
policies on a global scale
through the case of Odisha,
in eastern India, narrating
the conflicting interests

in natural resources
between the government,
corporations, and local communities.

Amar Kanwar, Sug¢ Mahalli, 2011 The Scene of Crime, 2011

5533

Finally, 5533, an artist-run space, a former shop in the Istanbul Textile
Traders’ Market initiated by Nancy Atakan and Volkan Aslan after it was
used as a part of World Factory in the 10" Istanbul Biennial, hosted
Maxime Hourani’s collaborative project A Book of Songs and Places
(2013). The project consisted of ongoing songwriting workshops at specific
locations in the peripheries of Istanbul, between urban and increasingly
eroded rural areas. Starting on September 2, 2013, Hourani organised
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kapsamda, Pelin Tan (kent sosyologu), Saadet Tiirkoz (vokalist, performansct),
Mabel Matiz (sarkic1), Serkan Taycan (sanatg1), Korhan Erel (ses arastirmacisi,
miizisyen), Semra Germaner (sanat tarihgisi) ve Bahar Deniz Calig-Kural
(mimari ve kentlesme konusunda akademisyen) gibi katilimeilarla Tuzla,
Arnavutkoy ve Catalca’ya ¢ok sayida saha gezisi yapti. Katilimeilar bireysel
veya kolektif olarak bolgeyi aragtirdilar ve gorsel, isitsel ve yazili notalar
yaratarak her bir bolge i¢in sarkilar yazdilar. Cografya, kiiltiir ve yaraticilig
bir araya getirerek ¢izimler, fotograflar, sarki sozleri ve miizik yarattilar.
Bunlar1 5533’te doniisiimlii olarak sergileyerek, mekani, izleyicilerin, komgu
diikkanlarin ve yoldan gecenlerin katilimina acik, siiregelen bir proje alanina
doniistiirdiiler.'*

SON SOZ:

Orada, dagin yamacinda biiyiik bir domuz siiriisii yayiliyordu ve cinler
domuzlarn i¢ine girmelerine izin vermesi igin ona yalvardilar. O da izin verdi.
Adamdan ¢ikan cinler domuzlarin igine girdiler ve cinler siiriyii sarip, gol
kiyisina siiriip gotiirdii, gole atlayan siirii burada boguldu. Biitiin bunlar1
goren ¢obanlar, gordiiklerini kéyde, kentte anlattilar. Ne olup bittigini kendi
goziiyle gormek isteyen halk Isa’nin yanina varip da, icinden cinlerin ¢iktig1
adami onun dizi dibinde giyinik ve akli basinda oturur gériince dehgete
kapildi. Olaya tanik olanlar, onlara cin tutmug adamin

nasil iyilestigini anlattilar.

Luka Incili. Béliim VIII, 32-36'

13. Istanbul Bienali, 2013 yazinda istanbul'da patlak veren ve Tiirkiye’nin
dort bir yanindaki sehirlere sigrayan son derece carpici — ve benzersiz — bir
stvil uyanigla, Gezi Direnisi 1le ayn1 zamana denk geldi. Bu iki olay sadece
zamanlama bakimindan ortiismekle kalmadi. Bienalin ortaya attig1, kamusal
alana ve demokratik aygitin mekansal birlegeni olarak kentin iglevine yonelik
sorular, Taksim Meydani’ndaki Gezi Parki’nin, bir aligverig merkezi olarak
yeniden ingas1 planlariyla tetiklenen bu kolektif direnigin de tam merkezinde
yer ald1.

Gezi Direnisi ve sonrasinda devam eden halk hareketleri yerel yetkililerin
¢oziime ve diyaloga ne kadar kapali oldugunu gosterdi; sokaklardan yiikselen
¢1gliklart duymak ve bunlara cevap vermek yerine yetkililer bu sesleri polis
giicliyle siddet kullanarak bastirmayu tercih ettiler. Bu nedenle biz de, kendi
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three workshops, each six days long, A CROSS EYED MAN
including several field trips to Tuzla, FASI ADAM
Arnavutkoy, and Catalca, along with e

research, lectures, performances, specific
workshops in collaboration with artists, s
architects, art historians, sociologists, ey b

activists, musicians and singers such oo

as Pelin Tan (urban sociologist), Saadet el ey |
Tiirk6z (vocalist-performer), Mabel Matiz T et clea il
(singer), Serkan Taycan (artist), Korhan
Erel (sound researcher-musician), Semra SRR
Germaner (art historian) and Bahar Deniz =~ 5w o sl it e
Calig-Kural (scholar in architecture and kg for st bk chsae
urbanism). Individually and collectively, Fikania
they researched the area and created
visual, audio, and written notes, then
wrote songs for the specific locations. Bringing together geographies,
cultures, and creativity, they produced drawings, photographs, lyrics, and
music displayed in shifts at 5533, which became an ongoing project space
open to the audiences, neighbouring shops, and passersby.™

Maxime Hourani, Sarkilar ve Yerler Kitabrndan, 2013 from A Book of
Songs and Places, 2013

POSTSCRIPT:

And there was one herd of many swine feeding on this mountain,

and they besought him that he would suffer them to enter into them. And
he suffered them. Then went the devils out of the man and entered into
the swine, and the herd ran violently down a steep place into the lake and
were choked. When they that fed them saw what was done, they fled, and
went and told it in the city and in the country. Then they went out to see
what was done, and came to Jesus and found the man, out of whom the
devils were departed, sitting at the feet of Jesus, clothed and in his

right mind, and they were afraid. They also which saw it told them

by what means he that was possessed of the devils was healed.

Luke, ch. vii, 32-36

The 13" Istanbul Biennial overlapped with a most striking—and unique—
civic awakening, the Gezi Resistance, which erupted in summer 2013
in Istanbul and other cities across Turkey. They converged not only in
terms of time, but also in terms of the questions they posed. The biennial
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vatandaglarinin ifade ve hareket 6zgiirligiinii kisitlayan ayn1 yetkililerin
izniyle kentsel kamusal alanlarda sanat projeleri gergeklestirmenin ne
anlama gelecegini sorgulamaya bagladik. Haziran sonunda mahalle parkinda
diizenledigimiz iki forumda bu sorulari, goriisleri ve olasi bagka eylemleri,
sanatcilar, aktivistler ve diger katilimeilarla masaya yatirdik.

DNACYA VATNA

Kavramsal cercevede, kamusal alandaki herhangi bir sanat eserinin varolug
nedeninin ¢atigmay1 agmak, goriiniir ve tartigilir hale getirmek oldugu fikrini
one ¢ikarmigtik. Ancak Gezi Direnisi zaten ¢atigmayi agiga ¢ikarmig ve kamuya
mal etmisti. Bu sartlar altinda yetkililerle isbirligi yapmak, Gezi sonrasi
kaybettikleri prestij ve mesruiyetlerini geri kazanmalar1 i¢in onlara bir firsat
vermek anlamina gelecekti. Bu durum, sanatin catigmay1 yetkililer lehine
ortbas etmek iizere bir arag olarak kullanilmasina yol agacakt1. Ustelik sehrin
kamusal alanlar1 olmasi gereken yerler polis iggali ve kontrolii altindaydi.

Bu yetkililerle igbirligine girmemek igin kamusal alanlardan ¢ekilmeye ve bu
konudaki tartigmalara sergi mekanlarinda devam etmeye karar verdik. Bu
sekilde, tipki John Cage’in sessiz bestesi 4’33 "gibi, varlig1 yoklukla imlemek
istedik: Boylelikle izleyicilere sokaktaki seslere kulak vermelerini 6nerdik.

Kuskusuz bu karar beraberinde ¢ok sayida kavramsal, pratik, baglantisal ve
mekansal sorunlar1 da getirdi. Ug yeni sergi mekanin1 ancak Agustos ayinin
ilk haftasinin sonunda kesinlegtirebildigimiz i¢in, projeleri yeniden tartigmak
ve planlar1 yeniden uyarlamak i¢in ¢ok az zamanimiz vardi. Bienal ekibinin,
kiiratoryel kollaboratorlerin ve sanatgilarin sonsuz enerji ve gayretleri
sayesinde bu miimkiin oldu.

Kentsel kamusal alanlarda sergilemeyi planladigimiz 20 proje ve performanstan
toplam yedi tanesini kaybetmis olduk. Diger durumlarda sanatcilar ya fikirlerini
kapali sergi mekanlarima uyarladilar ya da yeni projeler gelistirdiler. Ornegin
Elmgreen & Dragset, daha 6nceki bir projeleri olan Paris Giinliiklerni

(2003) istanbul igin uyarlarken Tadashi Kawamata, giderek kentin daha da dis
ceperlerine itilen gecekondulari kent merkezine getirmeyi planladigi proje teklifi
Gecekondu'nun (2013) 1lk ¢izimlerini gosterdi. Kawamata, sanat ve mimari
ogrencileriyle birlikte atolye calismalart diizenleyerek kus yuvasina benzer ahsap
yapilar olusturacak ve bunlar1 sehir merkezindeki Taksim bolgesinde bulunan
sokak lambalarinin, gatilarin, bina cephelerinin iizerinde, sanki bir gecede oraya
konmuglar gibi sergileyecekti. Taksim Meydani’ndaki tartismali Atatiirk Kiiltiir
Merkezi’'nin belirsiz gelecegine isaret etmek iizere tasarlanan Rietveld Landscape’in
Yogun Bakim adl1 11k enstalasyonu ise, bir i¢ mekan yerlegtirmesine doniistiiriildii.
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centred on themes related to the public domain and the city’s function

as the spatial component of the democratic apparatus—issues that were
also at the root of the collective resistance triggered by imminent plans to
transform Gezi Park in Taksim Square into a shopping mall.

The Gezi Resistance and the ensuing public protests exposed the local
authorities’ lack of responsiveness and unwillingness to engage in
dialogue. Instead of listening and responding to the desperate voices

in the streets, the authorities chose to violently repress these voices
through police force. For this reason, we began to question what it means
to realise art projects in urban public spaces, with the permission of the
same authorities curtailing their own citizens’ freedom of expression and
movement. In two forums that we organised in a neighbourhood park

at the end of July, we discussed such questions, insights, and possible
further actions with artists, activists, and other participants.

In the conceptual framework, we put forward that the raison d'étre of any

art project in the public domain is to open up conflict and make it visible and
debatable. However, the Gezi Resistance had already made the conflict
manifest and public. To collaborate with the authorities in these circumstances
would imply affording them the opportunity to regain their lost prestige and
legitimacy after Gezi. This would have led to the instrumentalisation of art in
favour of the authorities and the covering up of conflict. Besides, the so-called
public spaces in the city were and are totally occupied and controlled by the
police. In order not to collaborate with these very same authorities, we decided
to withdraw from urban public spaces and to continue the discussion in the
exhibition venues. In this way, as in John Cage’s silent composition 4°33”, we
wanted to mark presence through absence: by asking the audience to listen to
the voices of the streets.

Of course this decision was followed by many conceptual, practical,
relational, and spatial complications. Only at the end of the first week of
August were we able to secure the three additional venues, and then we
needed to renegotiate the projects and readapt our plans in a very short
time. Thanks to the endless efforts and energy of the biennial team, the
curatorial collaborators, and the artists, it became possible.

Out of 20 projects and performances that were planned for urban public
spaces, seven projects were lost. In all the other cases, the artists were
able to adapt their ideas for interior exhibition spaces or create new
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Bienalin grafik tasarim konsepti de biitiiniiyle yeniden elden gegirildi. Onceki
konsept kamusal alanlarin pargalanmasi ve kutuplagma fikrine dayaniyordu.
Geziden sonra tasarim konseptinin dziinii, bir araya gelen insanlarin ortaya
koydugu kolektif eylem ve simyevi hareket olusturdu.'® Yeni tasarim ise,
Maider Lopez’in Karakoy'deki islek bir yaya gecidinde insanlarin yarattigi/
tercih ettigi bireysel giizergahlar1 2 Agustos 2013 tarihinde saat 18:03 -18:05
arasinda iki dakika on beg saniye boyunca kaydettigi, ve ardindan onlar1
soyutlayarak ortaya ¢ikan kolektif rotalari gorsellestirdigi Yollar Agmak adli
isine atifla, spontane 6z-6rgiitlenme kavramina evrildi.

DNACYA VATNA

Ancak sehir yetkilileriyle igbirligi yapmama karar1 aldigimiz ve bu karari
basinda duyurdugumuz igin bienal afigleri ve billboardlar1 sehir genelindeki
reklam panolarinda yer almadi. Neyse ki bu durum, bienal girisini {icretsiz
yapabilmemiz sayesinde ziyaret¢i sayisinda bir azalmaya yol agmad1 ve kamusal
alanlardan ¢ekilme kararimiza ragmen bienali daha goriiniir ve daha kamusal

yapti.

Girigt ticretsiz yapabilmek i¢in giderlerden kismamiz gerekti; bu yiizden sergi

siiresi beg haftaya diigiiriildii. Ayrica agilig kokteyllerini, aksam yemeklerini

vs. iptal ettik ve bu durumu, agiligt herkese

acik hale getirmek icin bir firsat olarak Kiiratiir | {etteTon
kullanarak bienali herhangi bir 6zel davet Fulya Erdemci

ben barbar

mlylm"

veya parti olmadan agtik.

Ayrica, bienalin kamusal programinda
kokten degisikliklere giderek odagini
teoriden pratige dayali etkinliklere
kaydirdik. Serginin devam ettigi beg
hafta siiresince 40’tan fazla etkinlik
gerceklestirildi. Bunlar Miilksiizlestirme

e "/“ istanble )

projects. For instance,
Elmgreen and Dragset
adapted their previous
project Paris Diaries (2003)
to Istanbul, while Tadashi
Kawamata presented the
initial drawings of his project
proposal, Gecekondu/
Landed-by-night (Ghetto)
(2013), in which he planned
to bring the gecekondus
(shantytowns) that were

pushed OUt to the periphery Tadashi Kawamata, Gecekondu igin plan, 2013 Plan for Gecekondu, 2013

back to the centre of the city.

Through workshops with art and architecture students, Kawamata was to

create bird’s-nest-type wooden structures on the light posts, roofs, and

facades of buildings in and around Taksim as if they had landed overnight.

The light installation Intensive Care by Rietveld Landscape, designed

to point to the obscure future of the contested Ataturk Cultural Centre at
Taksim Square, was transformed

V4 ... Into an interior installation.

The graphic design concept of the
3 biennial was also totally revised.
Previously, it was based on the
I / Blenall fragmentation of public spaces
’ / and polarisation of people. After
' 5&1."- Gezi, the collective action and

I _-l- a:@,. alchemical movement of people
gathering together formed the

new design was shifted toward the

‘.?, \ heart of the design concept."® The
"%'. \ i i
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Aglari, Sulukule Platformu, Gazete Okuma A )IIV ,{ ! ﬂ / {:f bll]

Kuliibii, Maxim Hourani, Serkan Taycan, I concept of the spontaneous self-

Héctor Zamora, Shahzia Sikander, Hito ) BIEH d]l 'l.. "ﬂm / ﬁ 44 organising of people in reference
Steyerl gibi sanatg1 ve kolektifler tarafindan JI to Maider Lopez’'s Making Ways
Lo : e \J/ 1 14/9-10/11 ,q-mE auf..m T
organize edilen atolyeler, yiiriiyiigler/saha fy iy, i where she recorded the individual
gezileri, konugmalar, performanslar, miizik 2013 r" bﬂi"" I girés  routes people created/took at
dinletileri, gosterimler ve sunumlar gibi J AT "?H—-Ij.r ] ? {Fgﬂfffl the main pedestrian crossing in

asagidan yukariya orgiitlenen etkinlikler
oldu. Mere Phantoms (Maya Ersan ve
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e e e # %L Karakoy in two minutes and fifteen

seconds between 06:03 pm and
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= i
Mere Phantoms (Maya Ersan & Jaimie Robson), Oyuna Gel, 2013 Come Out and Play, 2013

Jaimie Robson) gocuklarla birlikte, Oyuna Gel (2013) baslikl1 kent peyzaji
enstalasyonlarina dayali siireli atolye ¢alismalar1 gerceklestirdi. Kapanis
etkinligi (41 vokalist, besteci ve miizisyenin katilimiyla Yaprak Sandalci ve
Asl Igozii tarafindan diisiiniilen ve gereklestirilen) KOROgapulPORTE
performansi oldu.

Sergi farkli tepkiler topladi. Bazilari sergiyi kentsel kamusal alanlardan
¢ekilme karari yiiziinden, bir vazgegme — kagirilmig bir firsat — olarak
degerlendirdi veya Gezi’yi daha dogrudan yansitmamakla elestirdi. Ote
yandan digerleri de serginin, Gezi’nin ortaya attig1 sorular1 netlegtirdigini,
derinlestirdigini ve tamamladigini, direnig hareketini kendine mal etmeden
sanatin giiciinii son noktasina kadar kullandigini diisiiniiyordu. Serginin
uzun siiredir beklenen bir tartigmay1 agtig1 siiphesiz. Bienal kentsel kamusal
alanlardan ozel kapali mekanlara taginmig olmasina ragmen, yogun izleyici
ilgisi (bes haftada 337 bin 429 ziyaretci) sayesinde sergi mekanlar1 insanlarin
toplandig1 kamusal alanlara doniistii.

[stanbul, Nisan 2014
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06:05 pm on August 2, 2013 and abstracted them to visualise the collective
routes they created.

Since we had decided not to collaborate with the city authorities and made
our decision public, the biennial was not promoted on billboards in the city.
Fortunately, this didn’t have much impact on the number of visitors, as we

were able to make the exhibition free of charge, which made it more public
and visible despite our withdrawal from urban public spaces.

In order to make the entrance free, we had to cut down on expenses,
and the decision was made to shorten the period of the exhibition to five
weeks. We cancelled the opening cocktails, dinners, et cetera, and held
the opening without any special invitations or parties, taking this as an
opportunity to make the opening accessible to everyone.

Moreover, we radically revised the public programme to change the
focus from theory to practise-based events. In the five-week period of
the exhibition, more than 40 events were realised. These were mostly
ground-up artist-organised-events such as workshops, walks, tours,
talks, performances, music sessions, screenings, and lectures by artists
or collectives such as Networks of Dispossession, Sulukule Platform,
the Newspaper Reading Club, Maxime Hourani, Serkan Taycan, Héctor
Zamora, Shahzia Sikander, Hito Steyerl, and others. Mere Phantoms (Maya
Ersan and Jaimie Robson) conducted ongoing workshops with children
based on their urban-scape installation Come Out and Play (2013). The
closing event was performed by KOROgapulPORTE (conceived and
realised by Yaprak Sandalci and Asli i¢zii with the participation of 41
vocalists, composers and musicians).

The reaction toward the exhibition was quite mixed. Some criticised it for
not having taken place in urban public spaces, which they saw as a sign of
giving up—a missed opportunity—or for not reflecting Gezi more directly.
For others, the exhibition articulated, contemplated, and complemented

the questions posed by Gezi, fully deploying the power of art without
appropriating the resistance movement. It certainly opened up a long-
awaited debate. Although the biennial withdrew from urban public spaces
to private indoor venues, thanks to intense public interest (we had 337,429
visits in five weeks), the venues themselves became public spaces in which
people gathered.

Istanbul, April 2014
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1 Alexandr Pugkin’in“Ecinniler”adli siirinden. Dostoyevski’nin Ecinniler (1916) romaninin giriginden
alintrlanmustur. Tiirkiye Is Bankasi Kiiltiir Yayinlar1. Rusca ashindan ceviren: Mazlum Beyhan

2 “Anne, ben barbar miyim? ”, L&M Yayinlar1, 2006, Istanbul.

3 Gezi Isgali 16 Haziran gecesi polis tarafindan siddet kullanilarak sona erdirildi. Ayin 17’sinde
kitleler Taksim’e yiiriimek icin harekete gecti, ama yine siddet kullanilarak durduruldular. 17si aksami,
atmosfer gaz ve caresizlik yiikliiyken, Erdem Giindiiz (performans sanatgisi) Taksim Meydani’nin
ortasinda Duran Adam adli sessiz ve hareketsiz performans-protestosunu baglatt1. Sekiz saat siiren
performans direnisin simgesi oldu ve birkag saat i¢inde iilke geneline yayildi.

4 Sanat tarihinde kilit 6neme sahip “Ut Pictura Poesis” (Resim neyse siir odur) ciimlesi ilk kez Horatius
tarafindan Ars Poeticada kullanildi. Bu eser, Aristo’nun siir iizerine yazdig1 eseri Poetika ile beraber
Ronesans ve sonrasinin hiimanist resim s6yleminin temelini olusturur..

5 Basel Abbas ve Ruanne Abou-Rahme’nin Tesadiifi Isyancilar: Haydutlar Hakkindaki Kisim (Béliim 2)
(2012-2013) yapitindan alint1.

6 Basel Abbas ve Ruanne Abou-Rahme’nin Tesadiifi Isyancilar: Haydutlar Hakkindaki Kistm (Béliim
1/2) (2012-2013) iizerine notlarindan.

7 Falke Pisano’nun Bozulmug Bedenler Catlamis Zihinler / Bedenin Krizi iizerine notlarindan.

8 Sunum-performans, adlar1 ayn1 zamanda hem Istanbul daki kentsel doniisiim ve soylulastirma
¢aligmalar1 hem de sanat kurumlariyla birlikte anilan girketleri protesto eden aktivistler tarafindan
kesintiye ugratildi.

9 Miilksiizlestirme Aglar1 katilimeilari tarafindan yazilan Rehber Kitap metninden, sf. 297.
http://mulksuzlestirme.org

10 Hito Steyerl: Sifir Olasilik ve Kitlesel Sanat Uretimi Cag1. Goksu Kunak’mn Berlin'de yaptig1
miilakat; 19 Kasim 2013, Sali. http://www.berlinartlink.com/2013/11/19/interview-hito-steyerl-zero-
probability-and-the-age-of-mass-art-production/

11 Gegtigimiz son birkag on yil iginde, 6zellikle de 1989'dan sonra, kiiresel ¢captaki biiyiik 6lcekli
degisimler ve yonetim, ideoloji ve “kamu”kavramindaki doniigiimlerle birlikte sanat ve kiiltiir
kurumlarinin iglevleri de degisti. Dahasi, “kamusal alanda sanat”, “sivil alanda sanat”veya“kamusal
alan olarak sanat”gibi yeni gelistirilen ifadelerin de isaret ettigi gibi, “kamusal sanat”1n kavranisi,
varolug nedeni ve hedefi de degisti. “Kamusal sanat”, vatandaglarin mutluluk ve yasam kosullarinin
gelistirilmesinde sanatin bir arag olarak kullanilabilecegine inanan refah devletinin mirasiyken,
“kamusal alanda sanat”1950’lerde sanatgilarin miize ve galerileri terk edip sokaga ¢ikarak sanati
hayatin merkezine yerlestiren kurumsal elestirilerinin bir parcasi olarak ortaya ¢ikan, ¢agdas sanatin
ozgiirlesmis 6zerk bir bigimidir. Kamusal sanat devlet tarafindan fonlanir ve 1smarlama usuliine

tabidir. Ote yandan kamusal alanda sanat 1smarlama olabilir veya olmayabilir; bir sanatg1 girisimi
olabilir ve kamu ve/veya 6zel kaynaklarca desteklenebilir. Halihazirdaki statiiko, devlet ideolojisi ve
programlariyla uyumlu“kamusal sanat”1n tersine “kamusal alanda sanat”kendisini kamusal alanda
elestirel bir gekilde konumlar, i¢inde yasadigimiz sosyopolitik ve ideolojik yapilar1 dzellikle hedef
alarak statiikoya meydan okur.

12 Ortak Eylem Aygiti: Bir Etiit'tin katilimcilart: Ali Sahan Kuru, Alper Elmaci, Ayse Duygu Yaman,
Ayse Esin Durmaz, Ayse Hilal Menlioglu, Bagak Cansu Giivenkaya, Berkay Yetim, Betina Hobes, Canan
Yiicel, Ceren Demirkol, Ceren Okumug, Duygu Karakegili, Duygu Kog, Ece Oz, Ecem Saricayir, Edizalp
Akin, Elif Dag, Emin Erenoglu, Erdem Giindiiz, Eser Epozdemir, Ferit Katipoglu, Gozde Ozlii, Hakan
Kokeii, Irem Nalga, Iris Ergiil, Linda Biiyiiksimkesyan, Merve Kurt, Nazli Bulum, Nilgiin Ozaydin,
Onur Hig, Onur Kizildeli, Omercan Cakir, Pinar Bahtiyaroglu, Pmar Demir, Ridvan Erdem Kaynarca,
Secil Demircan, Seda Tavukgu, Sena Coskun, Sevgi Aka, Sirma Oztas, Safak Catalbas.

13 Editorliigiinii Elif Kanusl'nin yaptig1, inci Eviner’in Ortak Eylem Aygitr: Bir Etiit kitabi Mays
2014’te yayimlandi.

14 Editorliigiinii Bagak Senova’nin yaptigi, Maxime Hourani’nin Sarkilar ve Mekanlar Kitabi Mayis
2014’te yayimland.

15 Dostoyevski'nin Ecinniler (1916) romaninin giriginden alintilanmigtir.

16 LAVA Istanbul Bienali tasarim konseptiyle Mayis 2014 'de Avrupa Tasarim Odiilii’nii ald1.
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1 From Alexandr Pushkin’'s poem ‘Devils’, quoted from the introduction of Dostoyevsky's novel The
Possessed (The Devils), 1916. English translation by Constance Garnett. The Project Gutenberg EBook,
2005. http://www.gutenberg.org/files/8117/8117-h/8117-h.htm (Accessed: 21 April 2014).

2 ‘Anne, ben barbar miyim? / Mom, am | barbarian?’, L&M Publishing, 2006, Istanbul.

3 The Gezi Occupation was ended forcefully by the police on the night of June 16. The next day, there
were mass attempts to walk towards Taksim, however, all were violently stopped. On the night of the 17th,
when the atmosphere was full of gas and hopelessness, Erdem Giindiiz, a performance artist, started
his Standing Man silent and still performance-protest in the middle of the Taksim Square that lasted eight
hours, which became the symbol of the resistance and spread all over the country in a couple of hours.

4 This key phrase of art history ‘Ut Pictura Poesis’ (as is painting so is poetry) was originally written by
Horace in his Ars Poetica. Together with Aristotle’s treatise on poetry Poetics, it forms the roots of the
humanistic painting discourse of the Renaissance and afterwards.

5 Quote from the Incidental Insurgents: The Part about the Bandit (Chapter 2) (2012-13) by Basel Abbas
and Ruanne Abou-Rahme

6 Basel Abbas and Ruanne Abou-Rahme’s notes on ‘ncidental Insurgents: The Part about the Bandlits
(Chapter 1/2)'(2012-2013)

7 Falke Pisano’s notes on Disordered Bodies Fractured Minds / Body in Crisis

8 The lecture-performance was interrupted by the protestors, who were protesting the companies
connected with urban transformation and gentrification in Istanbul and simultaneously with art institutions.
9 Taken from the Guide Book text written by the participants of the Networks of Dispossession p. 297
http://mulksuzlestirme.org

10 Hito Steyerl: Zero Probability and the Age of Mass Art Production. Interview by Goksu Kunak in Berlin;
Tuesday Nov. 19, 2013, http://www.berlinartlink.com/2013/11/19/interview-hito-steyerl-zero-probability-
and-the-age-of-mass-art-production/

11 In the last couple of decades, particularly after 1989, together with the mega global changes and
transformations in governance, ideology and the concept of ‘public’, the role of art and cultural institutions
have also shifted. Furthermore, the understanding, raison d’etre and aim of ‘public art’ has also changed,
signified in neologisms like ‘art in public domain’, ‘art in civic space’, or ‘art as public space’, etc. ‘Public
art'is a legacy of the welfare state with the conviction that art can be used as a tool for the well being

of citizens, while ‘art in public domain’ is an emancipated, autonomous form of contemporary art, which
originated in the late 1950s as a part of the institutional critique when artists left museums and galleries
to go out to the streets to situate art in the heart of life. Public art is subsidised by governments and
subject to commissioning, whereas, art in the public domain may or may not be commissioned. Instead,
it may be an artist initiative, and can be supported by public and/or private sources. Unlike ‘public art’,
which conforms to the existing status quo and governmental ideologies and programs, art in the public
domain situates itself critically in the public domain, challenging the status quo, specifically tackling the
sociopolitical and ideological structures that we all are living in.

12 The participants of the Co-action Device: A Study are Ali Sahan Kuru, Alper Elmaci, Ayse Duygu
Yaman, Ayse Esin Durmaz, Ayse Hilal Menlioglu, Basak Cansu Guivenkaya, Berkay Yetim, Betina Hobes,
Canan Yiicel, Ceren Demirkol, Ceren Okumus, Duygu Karakegili, Duygu Kog, Ece Oz, Ecem Sarigayrr,
Edizalp Akin, Elif Dag, Emin Erenoglu, Erdem Giindliz, Eser Epdzdemir, Ferit Katipoglu, Gozde Oz,
Hakan Kokeii, irem Nalga, Iris Ergiil, Linda Biiyiiksimkesyan, Merve Kurt, Nazli Bulum, Nilgiin Ozaydin,
Onur Hig, Onur Kizildeli, Omercan Gakir, Pinar Bahtiyaroglu, Pinar Demir, Ridvan Erdem Kaynarca, Segil
Demircan, Seda Tavukgu, Sena Coskun, Sevgi Aka, Sirma Oztas, Safak Catalbas.

13 Edited by Elif Kamish, the book Co-action Device: A Study by inci Eviner was published in May 2014.
14 Edited by Basak Senova, the Book of Songs and Places by Maxim Hourani was published in May
2014.

15 Quoted from the introduction of Dostoyevsky’s novel The Possessed (The Devils), 1916.

16 For the Istanbul Biennial design concepts, LAVA won the European Design Awards in May 2014.
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