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Bu kitap/katalog “Kayitsiz” projesi cercevesinde hazirlanmistir.

ilk bsliimii, projenin altyapisini olusturan kavram, olgu ve kosullarin tartisildigi, projenin kavramsal cercevesinin gelismesinde kaynak
islevi goren metinlere aynlmistir. Ikinci boliim kavramsal cercevesini acarken, projenin omurgasini olusturan serginin mekansal tasarimiyla
olan iliskisini anlatmaktadir. Uciincii béliim, sergideki islere ayrlmistir. Dérdiincii boliim ise proje kapsaminda gerceklestirilen konusma,
sunum, workshop, ve seminerler lizerine kisa bilgiler icermektedir.

This book/catalogue has been composed within the framework of the project “Unrecorded”.

The first part of the book/catalogue consists of the concepts, issues and conditions, which have formed the infrastructure of the
project. The second part further elaborates on the conceptual framework while expounding on its relationship with the design of the
exhibition space, which constitutes the core of the project. Part three is dedicated to the works in the exhibition. The fourth part
provides brief information on talks, presentations, workshops and seminars that took place within the project.

Basak Senova
2008



ICINDEKILER / CONTENTS

1. BOLUM CHAPTER 1
Harabeler Ruins
Jalal Toufic Jalal Toufic 00
Bizi cevreleyen bir diinya yaratmak Creating a surrounding world
Alvaro de los Angeles 00
Teratoma Teratoma
Erhan Muratoglu 00
Gazze Tiinel Ticareti: Isgal Altindaki Bélgenin Yorumlamalan The Gaza Tunnel Trade: Interpretations of Occupied Space
Laila El-Haddad, Mushon Zer-Aviv 00
Iliml gergeklik, 1imbi mekanla bulusur: Soft Reality Meets Soft Space:
Tamamlanmamis bir Terimler S6zLUgi icin bir deneme An Attempt Towards an Incomplete Glossary
Nat Muller 00
Veri akisindaki tikaniklik Congestion in data flow
Basak Senova 00
2. BOLUM CHAPTER 2
Kayitsiz Unrecorded
Basak Senova 00
3. BOLUM CHAPTER 3
Hack Manzara, 2006-2008 Hack Landscape, 2006-2008
Daniel Garcia Andujar
Aksak Isleyenler #6, 2003-2008 Dsyfunctionals #6, 2003-2008 00
Banu Cennetoglu
Kirmiz1 Bayrak Dalgalanir, 2003 The Red Flag Flies (Honggqi Piao), 2003 00
Zhou Hongxiang
Yol. 12 Ciltlik Bir Kitap Caligmasi, 2008 Path. A Generative Bookwork in 12 Volumes, 2008 00
Kate Armstrong
“Fragmanlar”, 2005-2008 “Fragments”, 2005-2008 00
Ali Taptik
“Hepsinin 6zl ayn1...”, 2004 “0f one essence”, 2004
Negar Tahsili 00
Burada Degilsiniz, 2006-2008 You are Not Here, 2006-2008.
Kati London, Thomas Duc, Laila El-Haddad, 00
Dan Phiffer, Mushon Zer-Aviv
4. BOLUM CHAPTER 4 0
sunum / konferans / atélye presentation / lecture / workshop
BIOGRAFILER BIOGRAPHIES 00

00






JALAL TOUFIC

HARABELER
(Ceviri: Eliz Konat, Anber Onar ve Johann Pillai)

Colde gordiigii tiim seraplar harabelerdi.

Israillilerin 1982 yilinda Liibnan’ isgal etmesiyle iki kardesim ve
annem aile apartmanimizi terkettik. Bu terkedis apartman artik
bir harabe mi yapmist1? Evet , listelik apartman isgalin son
giinlerinde ciddi bir sekilde hasar gordiigli veya yandigindan degil:
restorasyonundan sonra bile bir harabe olarak kaldigi icin. I¢
savastan sonra zarar goren egyalarin ya da yapilarin ¢ogunun
yenilenmemesinin en olagan agiklamasi, insanlarnn bu yenilenmeye
harcayacaklarn paranin her an bosa gidebilecedi, bu esyalarin
yeniden zarar gorme ya da her an tamamen yok olabilme diisiincesine
sahip olmalarydi. Fakat burada olanlarn goz oniinde bulundururken
diisiince seklimizi biraz da olsun ters ceviremez miyiz? Adeta savas
baslamadan &nce harabeye doniistiiklerini gdsterircesine, bu binalar
terk edildikleri i¢in harabe haline gelmis ve bu yiizden de i¢ savas
uzarken onlar asikar bir sekilde harabe olmuslards, (...) Acaba
terkedilen yerin harabeye déniismemesi i¢in giiniin birinde bir
yerde ikamet etmeden oraya bagli bir yasam siirdiirmeyi 6grenecek
miyiz?.

Harabeler: i¢cinde yasayanlarin zaman zaman hayalet gibi musallat
olduklar yerler. (...)

Harabenin kutsalligr vampir tarafindan bozulamaz, ¢iinkii vampirin
ruhu oradayken, o gercekten orada degildir, bu da o mekandaki
catlamis aynada bir tiirlii goriinememesinden bellidir.

Diizenlenmis plan seyler ‘simdiki zaman1” hicbir sekilde yeniden
yaratamayacagi i¢in hafizasini kendinde tasir; bunu anlamak igin
heykellerin ve siislemelerin pargalanmalarini gérmek gerekir. Tam
tersine, yok olan sey seslerdir (bu sesler ayn1 zamanda “kayit-
lizeri” seslerdir) ve aninda kaybolduklar igin (yaratilislarina ve
yokoluslarina dair) bellekleri yoktur.

RUINS

All the mirages he saw in the desert were of ruins.

I along with my two siblings and my mother deserted the family
apartment during the 1982 Israeli invasion of Lebanon. Did this
make the apartment a ruin? Yes, and not because it was severely
damaged and burned during the last days of the offensive: even
after it was restored, it remained a ruin. The usual explanation of
why what was damaged during the continuing civil war was most
often not fixed or replaced is that people were reluctant to spend
a large sum on what could any moment be damaged again or totally
destroyed. But should we not invert the way we consider what was
taking place? It was because these houses had become ruins by
being deserted that the war got extended until they began to turn
explicitly into ruins, to manifest their being already ruins. (...)
Will we one day learn how to live in a place without dwelling in
it, so that the act of deserting it would not turn it into a ruin?

Ruins: places haunted by the living who inhabit them. (...)

The ruin is not desecrated by the vampire, since he is not really
there while he haunts it, as shown by his failure to appear in the
cracked mirror at that location.

One has to see the disintegration of statues and ornamentation
to know that it is precisely because it contains its memory in itself
that organized matter cannot recreate the present. And that on
the contrary it is voices which disappear, which are over (voices-
over in this sense also) almost instantly and hence have no memory
(of their genesis and dissolution) that can recreate the present.

(...)

How provincial 1992 Beirut would be were it not for its war and
civil-war ruins. Through becoming ruins, some buildings that were
landmarks of pre-war Beirut are now its labyrinthine zone. What
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Savasi ve i¢ savas harabeleri i¢in olmasa 1992'deki Beyrut, nasil
olurdu? Harabe haline gelerek, bir zamanlar savas oncesi Beyrut'un
belli basli yapilar simdi labirent bélgesi oldular. Liibnan’da mekana
0zgii olan nedir? Tarihi ve bolgeyi 6zel kilan seyi ortadan kaldiran,
harabelerinin labirent halindeki zaman-mekanidir.

Yikilmis ev bitisigindeki binanin iizerinde izlerini birakt1.1 Bu ev
izleriyle, her hangi biri evin i¢inin digina doniistiigiintin tanikligim
yapar. Bir Cronenberg karakteri bdyle bir duvara bakan bir apartmanda
yasasaydi1 ve bir giin isten eve donerken duvari bdyle olan bir
binanin yikildigin1 gorseydi: o giin icinde ceriyi disariya
doniistiirmenin semptomlar kendini gostermeye baslayacakti.

Yikilmis binalarla cevrili sokak, bombalarla delinen cukurlar, yanmis,
ters cevrilmis arabalarla dolu olsa bile sokaklar ve binalarin
arasindaki ayrimin en belirgin sekli, savastan zarar gormiis yerlerde
ortaya ¢ikar. ciinkii binalar harabeye yani labirente doniistiiklerinde,
sokaklar ne harabe ne de labirent olamaz.

Aniden savastan mahvolmus bir bina cephesinde bir rélyefe rastlanir
ve bu sanki bir arkeolojik buluntunun kesfedilmesi gibidir. Aslinda
sanki degil de gercekten boyle nesneler, her ne kadar gecici de
olsalar arkeolojikler. Tarihsel Baalbak, devasa yapilar ile (6zellikle
de tapinaklari) Roma Imparatorlugu mimarisinin en géz alici
orneklerinden biridir, ve iginde Ra’s al-Ayn‘in Mameluk camiisini
ve Ortacaga ait bir sehrin kalintilarin1 barindinr; Baalbak'in oldugu
kadar, bu savaszede sehir merkezi de gecici de olsa, Liibnan’in
arkeolojik alanlarinin bir parcasidir. 1992'de, Beyrut’'un Amerikan
Universitesi’nde o zaman besinci sinif bir mimarlik 6grencisi olan
Dima al-Husayni, sinifiyla katildig1 gezide harap olmus sehir
merkezini, kumdan siperler temizlenmenden ve resmi olarak
acilmadan g6rmistii. Binalara mimari bir agidan bakmak ve onlan
degisik yerlerin ad1 gectiginde zihinsel bir haritada yerlestirirmek
(“Bu Saq at-Tawila. Bu Bab Idris...gibi”), onu bu yerlerin adlarinin
duygusal yankilanmasiyla bir celiskiye siireklemisti ve ailesinden
gelen ikinci-kusak hatiralar yeniden animsamisti. Gezide basa
¢ikmak zorunda kaldigi bircok uyarici dis etken, biitiin bu zaman
dilimini askida birakarak orada olanlarn degerlendirmeyi ¢ok

1- Deidi von Schaewen, Duvarlar (“Walls”; New York: Pantheon Kitaplan, 1977).

is site-specific about Lebanon? It is the labyrinthine space-time
of its ruins, what undoes the date- and site-specific.

The demolished house left its marks on the walls of the adjoining
building.! In these houseprints, one witnesses the inside turned
into an outside. One can imagine a Cronenberg character living
in an apartment facing such a wall who one day, on coming home
from work, sees that the building with such a wall has been
demolished: that same day symptoms of the drive to turn the
inside outside begin to manifest themselves in him.

It is in war-damaged areas that the disjunction between the street
and the buildings lining it become the clearest, and this even
when the street framed by the destroyed buildings is filled with
bomb-punctured potholes and burned, overturned cars, for while
buildings can become ruins thus labyrinths, streets cannot.

Suddenly one comes across a bas-relief in a war-destroyed facade,
and it is as if one has made an archaeological find. But it is not
really an as if: such objects are truly, albeit possibly transiently,
archaeological. The war-damaged city center is, at least transiently,
part of the archaeological sites of Lebanon—as much a part of it
as Baalbak, which is through its colossal structures (mainly temples)
one of the most impressive examples of Imperial Roman architecture,
and which contains the Mameluk mosque of Ra’s al-"Ayn and the
remains of a medieval city. In 1992, Dima al-Husayni, then a fifth-
year architecture student at the American University of Beirut,
went, as part of an excursion by her class, to the destroyed city
center, before the sandbag barricades were cleared and the area
officially opened. The duty to look at the buildings from an
architectural perspective and to position them within a mental
map while the different regions were being mentioned (“This was
Saq at-Tawila. This was Bab Idris...”) entered into conflict with
the emotional reverberation of these names, and the second-
generation memories, imbibed from her parents, they elicited. The
too-many stimuli with which she had to deal during the excursion
left the whole episode in abeyance, making it very difficult to
take stock of what occurred. Later, in her home, she tried to recall

1- Deidi von Schaewen, Walls (New York: Pantheon Books, 1977).
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zorlastirmist1. Daha sonra evde orada gordiiklerini hatirlamaya
calistigr zaman, harap olmus ve terkedilmis bir sehir merkezi yerine
aklinda canlanan ailesinin hatiralarindan kalan capcanli ve kalabalik
bir sehir merkezi olmustu. Harap olmus sehir merkezini animsamak
ve bunu savas dncesi sehir merkezi ile eslestirmek onun igin zor
olmustu. Bu, harabelerin simdiki hallerinin ¢ok eski bir ge¢misi
iclerinden sizdirdiklarini, cok eski bir gegmis ile dolup tastiklarini-
dogrular, ¢iinkii aslinda bdyle bir durumda harap olmus, neredeyse
Baalbak kadar ama her haliikarda 1940’lardan daha eski olan bu
sehir merkezini hatirlamada zorlanmak, ailesinin hatiralarindan
kalan 196001, 50li, 40l yillarin sehrini hatirlamak daha dogal idi.
Oraya ancak iiciincii ya da dordiincii kez gidisinde sehir merkezinin
yikilmisliginin bir gercek oldugunu hissedebilmisti - bu gercekleri
onun igin gercek kilan sey ise bazi yikilmis binalarin iginde
miiltecileri farketmis olmasiydi.

Beyrut Sehir Merkez'ini “Gelecedin Tarihsel Sehri” slogan1 altinda
yeni bastan yapip insa etmeye ¢alisan kisiler bu harabelerin tarihin
etkisiyle veya tarihsel olaylardan dolay1 harabe haline gelmediklerini
ve harabelerin iclerinden yapay bir ge¢misi sizdirp boyle bir
gecmiste var olduklarini farkedemiyor. Ozgiinliik hakkinda gerceklesen
her séylem yeni harabelerin gercekten 6zgiin olup olmadiklar
hakkinda bir kusku uyandirir ve bu harabelere kars1 bir saldirinin
zeminini hazirlar. Ozgiinliigiin iizerine kurulan tiim soylemler kusku
barindinr. Ozgiin harabeler olarak, muhtemelen onarilmadiklar
halde artik harabe ya da labirent halindeki zaman-mekanlan bile
olamayan, tarihsel “harabeleri” ve arkeolojik “harabeleri” kabul
ederek, yakin zamanda olusan harabelere kars1 saldirya zemin
hazirlarlar.

Savasta zarar gormiis ya da yikilmakta olan bir bina muhafaza
edilebilir fakat o binanin bir harabe olarak kalip kalmamas1 kimsenin
kontrolii altinda olamaz. Beni cezbeden, bu savastan zarar gormiis
va da yikilmis binalarn, nasil olup da, kendilerine 6zgii tuhafliklar
ve labirent halindeki zamansalliklar1 bulunan harabeler olmaktan
¢ikip, kronolojik zaman igine kesin olarak olarak tarihlenebilen
yapilara doniismeleridir.Ornedin bir Amerikan mimari firma olan
SITE'nin yarattigr “Best Forest Binas1” (Richmond, Virginia, 1980)
icinden gecen orman tarafindan isgal edilirmiscesine bir goriinti

what she saw. Instead of the destroyed, deserted city center, it
was the city center of the memories of her parents, the colorful,
populated city center that sprang to her mind. It was with difficulty
that she could recall the destroyed city center and superimpose
it on the pre-war city center. This corroborates that there is a very
old past that the present of ruins itself secretes, for indeed in
that case it is natural that it would be more difficult to remember
the destroyed city center, which is maybe as old as Baalbak, in
any case older than the 1940s, than to remember the city center
imbibed through the memories of the parents, hence which belongs
to the 1960s, 1950s, 1940s. It was only by the third or fourth
visit to that area that she really felt that the destroyed city center
was the reality—what facilitated this realization was her noticing
the presence of refugees in some of the destroyed buildings.

Those who are reconstructing Beirut’s Central District under the
banner and motto “Ancient City of the Future” are oblivious that
ruins secrete and exist in a past that is artificial, one that does
not belong to history, was not gradually produced by it. Any
discourse on authenticity implies a suspicion toward, and prepares
the ground for an attack on recent ruins, accepting only ancient
“ruins,” archeological “ruins,” many of which while not restored
are probably no longer ruins, no longer labyrinthine in their
temporality and space.

One can preserve a war-damaged or crumbling building, but no
one has any control over whether it will remain a ruin. I am
fascinated by how and why war-damaged or crumbling buildings
turn from ruins, with their idiosyncratic, often labyrinthine
temporality, to more or less precisely datable structures in
chronological time. The work of the American architectural firm
SITE, for example Best Forest Building (Richmond, Virginia, 1980),
where a forest seems to invade the building; and Indeterminate
Facade, where a stack of bricks cascades through an indent in the
facade, never achieves this idiosyncratic temporality, thus fails
to produce ruins (and specters). While some of the war-damaged
buildings had become subsumed again in chronological time, many
were still ruins, and thus their destruction was as irreverent as
would be that of the archaeological ruins of Baalbak: because ruins
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alir ve bir yiizeyindeki ¢okertmenin icinden dalga dalga bir dékiim
ile gecen tuglalardan olusur, bu bina hicbir zaman labirent gibi
bir zaman -mekan1 yakalayamadigi icin bir harabe de (hortlak da)
olamaz. Her ne kadar savasta zarar géren baz1 binalar yeniden
kronolojik bir zaman dilimine gore siniflandirnlmislarsa da, bir¢ogu
yine de harabeydi, ve onlarin tahrip edilmesi Baalbak'in arkeolojik
harabelerinin tahrip edilmesi kadar saygisizca olurdu: harabeler
kronolojik olmayan ve labirent halindeki bir zaman kavrami ile var
olduklarindan, hemen tarihsellesirler. Kutsal olana saygisizlik, zarar
gormis binalarin birer harabe gibi fiziksel olarak yikilip, onlarin
yerine baska binalarin yapilmasi degildir: harabe isteyerek yok
edilebilecek birsey olamaz ¢iinkii onu fiziksel olarak yok etseler
de, yerine baska binalar yapsalar da, harabe hala orada olabilir
ciinkii o hep labirent halindeki zaman ve mekana ait olup, zaman
zaman kendini gosterecektir. Boylesi fiziksel bir yikim kutsal olana
kars1 yapilan bir saygisizliktir, ¢iinkii bu, harabelerin i¢inde
barindirdigi farkli zaman ve mekanin bilingsizliginin acimasiz bir
gostergesidir. Bu savasta gosterilen acimasizlik ile aymidir. Sehir
merkezinde harap olmus ¢ogu binanin patlamalar ve baska sekillerle
yikilmas1 ise baska tiirlii bir savas cesididir; bir savasin izleri ile
gerceklesen baska bir savas, o savasin izlerinin bir parcasidir ve
bu da savasin devam ettiginin bir gostergesidir. Savasta zarar
goren bir binanin harabe olup olmadigini belirlemek igin perili
olup olmadig1 (ya da perili oldugu soylenmistir -arada bir fark
midir?) veya fantastik veya korku edebiyatini yaratip yaratmadigina
bakmak gerekir. Libnan’in hortlaklara misafirperver olup olmayacagn
savasta zarar goren bircok binanin anakronistik bir zaman ile hala
harabe olup olmadigina baglidir.

Beyrut'un savastan mahvolmus sehir merkezinde neler oldugu
diisiindiliirse, harabeler yani labirentler bile alinip satilabilir! Su
an basta olan sistem, su kapitalist olan, egemenligini gelecekte
uzun bir zaman siirdiiriirse, o zaman kara deliklerin bile, psikolojik
bakimdan olmasa da - kotii korku filmleri ve romanlan

disinda - manevi oldugu diisiincesindeyim. Kronolojik sinirlan bile
labirent halindeki zaman ve mekanlarin gdsterdigi gibi evrenin dis
sinirlarinda olsalar da, bu sistem evrenin miidavimleri tarafindan
alinip satilacaktir.

exist in an anachronistic, labyrinthine temporality, they are
instantly ancient. The physical destruction of severely damaged
buildings to construct others in their place is sacrilegious not
because they are eliminated as ruins: a ruin cannot be intentionally
eliminated since even when it is reconstructed or demolished and
replaced by a new building, it is actually still a ruin, that is
contains a labyrinthine space and time, this becoming manifest
at least in flashes. Such physical destruction is sacrilegious because
of the brutal unawareness it betrays of the different space and
time ruins contain. It exhibits the same brutality that was shown
during the war. The demolition of many of the ruined buildings
of the city center by implosions or otherwise was war by other
means; the war on the traces of the war is part of the traces of
the war, hence signals that the war is continuing. We can detect
whether a certain war-damaged building is a ruin by whether it
is haunted (or reported to be haunted—is there a difference?), or
induces fantastic or horror fiction. Whether Lebanon would be
hospitable to the undead depends on whether some of the numerous
war-damaged buildings are still ruins, with an anachronistic
temporality.

Judging from what happened in Beirut’'s war-devastated city center,
even ruins, thus labyrinths, can be bought and sold! Were the
system that is presently in power, the capitalist one, to maintain
its hegemony far into the future, then I project that even black
holes, which while not psychological—except in bad horror films
and novels—are spiritual, as is indicated by their temporality that
is not limited to the chronological but is often labyrinthine, and
which do not belong to the universe but border it, will be bought
and sold by the universe’s denizens.

Sometimes I have the apprehension that the reconstructions in
Beirut’s Central District are not real, that one day I may actually
see them the way the protagonist of Kenji Mizoguchi’s Ugetsu
Monogatari (1953) perceives the exquisite mansion as a ruin on
finding out that the lover he meets there is actually a revenant;
or the way, toward the end of Kubrick’s The Shining (1980), Torrance’s
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Bazen Beyrut'un Merkez Bélgesindeki yeniden insa edilen yapilarin
gercek olmadigr yoniinde kaygilarim bas gdsterir, sanki bir giin
Kneji Mizoguchi'nin Ugetsu Monogatari'sindeki (1953) kahramanin
o nefis konagin1 gormeye gittigi sevgilisinin, gercekte orada bir
hortlak oldugunu 6grendigi zaman harabe olarak algiladigr gibi;
veya, Kubrick’in The Shining (1980), filminin sona dogru, Torrance’in
esinin, kocasinin i¢inde yasadigi oteli bir harabe olarak muhafaza
ettigine sahit oldugu gibi;2 veya Herzog’un Nosferatu, the Vampire
(1978) filminde Harker’in gezisinin ve Nosferatu'nun kalesine olan
ziyaretinin goriintiilerinin arasina kaleyi daha dncesinde bir
harabeymis gibi gdsteren goriintiileri de serpistirildigi gibi. Sivil
savasta en biiyiik zararn goren yerlerden biri olan merkez holgede
zarar goren binalar olmaya devam ettigi siirece, bu binalar, Beyrut'un
geri kalan bdlgelerinde sehir planlamasini dikkate almadan insa
edilen bircok beton binanin agir yiikiine bir karsilik olmaya devam
edecektir. Fakat, mahvolmus olan bu sehrin tiimiiniin yeniden
yapilmasindan ya da bastan kurulmasi fikrinin olumlulugundan
gelecek olan doyuma kars1 koymak ve onu hafifletmek i¢in yol
bulunmasi gerekir. Bu yollardan biri Krzysztof Wodiczko tarzinda
en azindan bazi yeniden insa edilmis binalarin iizerine geceleri
savastan mahvolmus binalarin gercek olciilerindeki goriintiilerini
yansitmaktir. Diger bir ¢6ziim ise en son binanin yeniden insa
edildigi giin, daha dnce bahsedilen ii¢ filmin Beyrut'un herhangi
bir yerinde, mesela savastan zarar géren Biiyiik Tiyatro binasinda,
goriintiilerinden sinema girisinin televizyon ekraninda sadece toz
ya da simirsiz gizikler kalana kadar giinde 24 saat gosterimlerinin
baslatilmasidir. Tahminimce savastan zarar goren binalar Beyrut'un
goriintiilerinden kayboldugu zaman bazi insanlar psikologlara
yeniden yapilan binalan bile birer harabe olarak algiladiklarindan
sikayet edecekler. Los Angeles gibi bir sehir icin kurgulanan felaket,
- drnedin deprem?3 ile sehrin mahvolmas1 - ki heniiz oray1 harabeye
donistiirmemistir; Beyrut igin diisiiniildiigiinde, temel olarak yeniden
insa ediliyor olmasina karsin hala harabe olmasinin ortaya ¢ikmasidir.

2- Kubrik’in filmindeki mizahta bozukluklarnn ve yipranmalarin tamirati igin otele getirilen
bekgi, mekani, bir anda harabeye donustiirmisti.

3- Bakimiz Mike Davis, “Korkunun Ekolojisi: Los Angeles ve Felaketin Kurgusu” (“Ecology
of Fear: Los Angeles and the Imagination of Disaster”; New York, Metropolitan Yayinlar,
1998), Los Angelesin kurgulanmis yikimyla ilgili olarak farkli senaryolarla detayli incelemeler.

wife witnesses the hotel her husband was brought in to maintain
as a ruin;2 or the way in Herzog’s Nosferatu, the Vampire (1978)
the shots of Harker’s trip and then visit to Nosferatu’s castle are
intercut with shots showing the castle as already a ruin. For as
long as there still are war-damaged buildings in the Central District,
one of the areas most severely damaged by the fighting during
the civil-war, such buildings will still evoke a counter to the
enormous weight of the myriad concrete buildings that are being
constructed in the rest of Beirut with no regard for urban planning.
But some measure will have to be devised to counter and alleviate
the effect of satiation by positivity that will happen when the
whole of the damaged city is reconstructed or built anew. One
such measure is to project at night, Krzysztof Wodiczko-wise, life-
size images of destroyed buildings over at least some of the
reconstructed ones. Another measure is to start screening on the
day when the last building has been reconstructed the
aforementioned three films twenty four hours a day somewhere in
Beirut, for example at the war-damaged Grand Theatre—until the
images have so deteriorated that one sees only grains on the TV
screens in the cinema vestibule or endless scratches on the film
screen. I predict that when war-damaged buildings have vanished
from Beirut’s scape, some people will begin complaining to
psychiatrists that they are apprehending even reconstructed
buildings as ruins. While the imagination of disaster for a city
such as Los Angeles, which has not already been reduced to ruins,
is that of its destruction, exemplarily in an earthquake,3 for Beirut
it is fundamentally that of its revelation when reconstructed as
still a ruined city.

While as physical structures doomed to reconstruction or demolition
or slow deterioration, ruins quickly give us the impulse, if not the
urge to preserve documents of them in photographs, video, or

film, they nonetheless basically instance an architecture implicated

2- Humor in Kubrick’s film of having the same person who was brought to the hotel as a
caretaker to fix any malfunctions and deterioration from lack of upkeep precipitate the
sudden turning of the whole place into a ruin.

3- See Mike Davis’ Ecology of Fear: Los Angeles and the Imagination of Disaster (New York:
Metropolitan Books, 1998) for a thorough investigation of the various scenarios of an
imagined destruction of Los Angeles.
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Harabeler her ne kadar da yeniden yapilmaya, yikima veya yavas
yavas bozulmaya mahkum olsalar da, fotograf, video, veya film
seklinde belgelemek icin insanda icgiidiisel bir diirtii uyandinr.
Ancak bunlar aslinda kurgunun ve mimarinin birbirlerine
karismasinin/bulagsmasinin isaretleridir. Gergedin baz1 boyutlarina
ulasabilsem de, kurgulardan gecmeden bunlan kesfetsem de, veya
haliisinasyonlar barindiran psikoza ulagsam da, bunlan belgesel
niteliginde kurgu filmi olarak sunsam da; harabelerle bunu yapamam.
Harabeler ile ugrasildigr zaman belgesel ve kurgu arasinda her
zaman bir etkilesim olmasi gerekir - aksi takdirde harabeler hakkinda
olan bir belgeselin psikoz hastalar ile olan réportajlar ya da onlar
hakkinda olan boliimler ile devam etmesi gerekir. Kurgunun bize
harabelerin kural dis1, labirent halindeki zaman-mekan kavramim
gostermesi gerekir; ve hortlagin belirebilmesi icin geriye bir harabe
kalmadig1 halde dahi geri dénenin gercedi tamamlayabilmesi gerekir.
Savas sonrasi olan dilkelerde kurgu “yaratic1” kisiliklere
birakilamayacak kadar ciddi bir meseledir. Hayalet cogu zaman
“kurgusal”dir, ama sadece bir “1.a. Hayal giiciiniin bir eseri ya da
gercedi simgelemeyen ama yaratilmis olan bir iddia”. 2. Bir “yalan”
(American Heritage Sézliinii) anlaminda oldugundan degil; ama
ortaya ¢iktigi esas yerlerden birinin, romanlar, kisa oykiiler, filmler
veya videolar gibi kurgusal eserler oldugundandir. Birgok
sonuglanmayan is yaratan bir i¢ savas ya da bir savas sonrasinda,
“iki giin sonra kirilip dokiilmeyen bir evren” (Philip K. Dick) yaratan
hem gercekte (perili evler) hem kurguda hayaletlerin olmamasi ¢cok
tehlikelidir - Liibnan’daki hortlaklar hakkinda olan romanlarin ve
filmlerin su anki yoklugu toplu travma-sonrasi olan bir hafiza
kaybinin simgesidir.% Halen daha hayaletler ve 6lmemis olanlar

4- Liibnan edebiyati iizerine genis bir bilgisi olan Liibnanl edebiyat elestirmeni Yumna
al-1din bana soyledigine gére Liibnandaki roman ve kisa dykiilerde hortlaklar bulunmamaktadr.
Oyle goriililyor ki aym genellemeci gozlem daha kiiciik captaki Liibnan film ve video alanlanna
da uyarlanabilir. Bunun kayda deger istisnalanindan biri Ghassan Salhabin Phantom Beirut
(Hayalet Beyrut) adli 1998 yapim filmidir. Bu filmde Liibnan'da savas ve i¢ savas basladiktan
birkag y1l sonra Khalil adinda bir adam ortadan kaybolur. Kizkardesi ve arkadaslan onun
oldiriildigiint dustintrler. Ancak bu kisilerden biri bir glin havaalaninda yurtdisindan
gelecek arkadasim beklerken ona tipatip benzeyen bir adamla karsilasir. O ve Khalil'in birkag
eski arkadas1 bu adami takip etmeye baslarlar. Bu adam bir giin kayip adamin kizkardesinin
apartmamina geldigi zaman ne kiz ne de arkadaslan Khalil'in gergek mi yoksa onun hayaleti
mi oldugunu bilememektedirler, bir tanesi gercekten fiziksel olarak orada olup olmadigim
anlamak icin cekinerek ona dokunur. Daha sonra onun Khalil olduguna kanaat getirirler,
ve onun kaybolup kendileri tarafindan 6ldii sanilmasinin militan derneklerinden para alip
ortadan kaybolmak icin bir diizen oldugunu disiiniirler. Fakat filmin sonunda, 6nerilen
yapisal bir hata sonucu, yabancilar baska bir kisiyi kagirmak isterken onu kaginrlar. Her
ne kadar sonunda onu dldiirmeselerde, kagiranlann bu hatas1 6limciildiir, Ancak, ortaya
¢ikar ki bu yanhs kagirmadan etkilenmis, digerleri tarafindan takip edilmis ve bundan dolayi
6limden donmiis biri olmustur, geriye donen bir hortlak, bir hayalet, gibi. Kizkardesini ve
eski arkadaslanm kandirabilirdi ama tarafsiz bir sans1 hayir.

with fiction. For while I can reach certain facets of reality, explore
them without passing through fiction, or psychosis with its
attendant hallucinations, this revealing these subjects as
documentary ones even if they are shot in fiction films; I cannot
do so with ruins. There has to be a relay between documentary
and fiction whenever dealing with ruins—or else a documentary
on ruins has to continue with interviews with or a section on
psychotics. Fiction has to reveal to us the anomalous, labyrinthine
space-time of ruins; and, in case no ruins subsist for the ghost to
appear, to supplement reality as a site of return of the revenant.
In post-war countries, fiction is too serious a matter to be left to
“imaginative” people. The ghost is often fictional, not in the sense
that he is merely “1. a. An imaginative creation or a pretense that
does not represent actuality but has been invented. 2. A lie”
(American Heritage Dictionary); but in the sense that one of the
main loci for his appearance is fiction, whether novels, short
stories, films or videos. It is too dangerous after a civil war or a
war, which produce so much unfinished business, for there to be
no ghosts both in reality (haunted houses) and in fiction that
builds “a universe that doesn’t fall apart two days later” (Philip
K. Dick)—the current virtual absence of novels and films about
revenants in Lebanon is one of the signs of a collective post-
traumatic amnesia.* We are yet to witness the proliferation of a
horror literature of ghosts and the undead (fiction may thus bring
about a catharsis for the revenant and an exorcism for the living);
or to hear many more stories about ghosts in Beirut once its

4- The Lebanese literary critic Yumna al-‘Id tells me, based on her extensive knowledge
of Lebanese literature, that there are virtually no specters in Lebanese novels and short
stories. It seems that the same sweeping judgement can be applied in the smaller domain
of Lebanese film and video. A notable exception is Ghassan Salhab’s film Phantom Beirut,
1998. In this film, some years into the war and the civil war in Lebanon, a man, Khalil,
disappears. His sister and his friends believe he was killed. One day one of them comes
across an identical-looking man while at the airport to receive a friend flying in from
abroad. He and several of Khalil's former friends shadow the man in question. When the
latter ends up coming to the apartment of the missing man’s sister, both she and his
friends are uncertain whether it is actually Khalil or his ghost, one of them apprehensively
touching him to make sure that he is actually, physically, there with them. They grow to
feel that he is Khalil, and come to the conclusion that his disappearance was a scheme
to make them think that he died and abscond with the money collected by their militant
association. And yet at the end of the film, in a symptomatic structural mistake, strangers
hired to kidnap another person kidnap him instead. The mistake of these kidnapers is
mortal even if they do not end up killing him, since he is revealed by their misapprehension
as affected, haunted by the other, and therefore someone come back from the dead, a
revenant, a phantom. He could fool his sister and his former friends but not objective
chance.
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hakkinda bir korku literatiiriiniin ¢ogalmasina (kurgu, bu sekilde
hortlak icin bir “katarsis”(bosalma/arinma) ve yasayanlar i¢in de
bir “exorcism” (seytan ¢ikarma) saglayabilir) veya Beyrut'un
merkezinde yasanmaya baslandigindan beri oradaki hayaletler
hakkinda hikayelere sahit olamadik, {istelik bu durum ¢ogu zamaan
iktisadi durgunluktan da kaynaklanmiyordu.. Bu iki olasilikda
olmasaydi, zamanindan Gnce ve insafsizca savasta olenler igin
travma-sonras1 hafiza kaybinin bir baska 6rnegi olurdu.

Jalal Toufic’den bir alint1, (Vampirler): Filmdeki Hortlaklar Ustiine
Tedirgin Edici bir Metin

(“(Vampires): An Uneasy Essay on the Undead in Film”, tekrar
gozden gecirilmis ve gelistirilmis baski (Sausalito, Kaliforniya:
Post-Apollo Yayinlari, 2003), sayfa 67-74.

Central District is inhabited, and not as now still largely unoccupied
mostly because of the recession. Were neither of these eventualities
to happen, then this would be a further instance of a post-traumatic
amnesia, this time that of those who died prematurely and unjustly
in the war.

Excerpt from Jalal Toufic, (Vampires): An Uneasy Essay on the Undead
in Film, revised and expanded edition (Sausalito, CA: The Post-
Apollo Press, 2003), pp. 67-74.

ALVARO DE LOS ANGELES

BiZI CEVRELEYEN BIR DUNYA YARATMAK

Pasajlar, ilk kez ondokuzuncu yiizyilin ilk ceyreginde, Walter
Benjamin’in belirttigi gibi, tekstildeki gelismenin halk arasinda o
zamana dek varolmayan misteri/alict (kullanict) ve sehir iligkisini
baslattig1, Paris'te ortaya cikti. Benjaminin,! “Pasajlar, gazla
aydinlatma igin ilk mekanlan olusturdular” diye yazdigi cam, demir,
yukaridan gelen 151k ve yapay 1s1klandirmalar, cok sayida blok
binay1 kapsiyordu. Bu yeni mimari kavram, o ddnemde meydana
gelen degdisimler ve parcasi oldugu sanayi devrimiyle uyum igindeydi.
Ancak, bir yandan, daha biiyiik bir sehir iginde her an, her yerde
var olan baska bir sehri, bilinen bir diinyanin i¢inde “yeni” bir
diinya yaratma girisimini temsil ederken, diger yandan da gergek
dis1 ve ulasilamaz olan, fiziksel ve somut diinyanin artik iiretemedigi
ya da ulasamadigi, sanal bir fikre dayanan ilerleme ve refah
ideallerini ¢cagnstirnyordu.

Panoramik goriintiiler, resimde oldugu gibi, dogay1 birebir yansitir;
ancak resmin de Gtesine gecer ve 151k gegisleriyle giindiiz ve geceyi
taklit edip, genellikle illizyonla bagdastirilan efektler yaratan
1s1iklandirma yardimiyla, dogayr canli bir deneyime doniistiiriir.
Sahne sanatlarindan gelen unsurlan kullanan panoramik goriintiiler

aym zamanda "fotograf, sessiz ve sesli filme"?

girisi temsil eder.
Siirekli degisim icindeki bir diinyay1 kaydetmek icin gerekli olan
bu tarzlar ki bunlar siirekli bir degisim icinde olup birbiriyle de
iliskilidirler- teknolojik gelismenin sihirli lambay1 kullanma teorisini
bilimsel uygulamaya -problemli de olsa- gecirmesi sayesinde,
gitgide daha uygulanabilir hale geldi. Bu doniisiimler sonucunda
Daguerre, en iyi panoramik goriintiilerini 1839’daki bir yanginda
kaybettikten sonra, Nicéphore Niépce’in yontemlerinin (6zellikle
de mecra ve pozlamasi konusunda)gelistirilmis hali olan
“daguerreotype”ini ortaya ¢ikardi. Bu da ona, bir dncii ve hiinerli
bir illiizyonist olarak abartili bir iin getirdi. Baska bir deyisle, eger
panoramik goriintiiler sahne sanatlar cergevesinde resmin uzatisi
olarak algilanirsa, fotograf da o gizemin anlik tek bir karesini
oynanan sahnede sabitlestirir. Isiklandirma, genis panoramik

1- Benjamin, Walter: Das Passagen-Werk (Luis Fernédndez Castafieda’mn Ispanyolca Cevirisinden
Alint1, Isidro Herrera y Fernando Guerrero: El libro de los pasajes, Madrid. Akal, 2005: 38.)
2- Ihid.:40.

CREATING A SURROUNDING WORLD

Arcades first appeared in Paris in the first third of the nineteenth
century and became increasingly commonplace, as Walter Benjamin
points out, with the growth of the textile trade, which marked
the beginning of a hitherto unknown relationship between the
inhabitant as a customer/buyer (user) and the city. Glass, iron,
overhead light and artificial lighting -"The arcades were the setting
for the first gas lighting” wrote Benjaminl- covered entire blocks
of buildings. This new architectural concept was in keeping with
the period of change and the industrial revolution it formed part
of. However, it also represented the ubiquity of a city inside a
larger city, a clear attempt to create a "new" world inside a known
one, while evoking the ideals of progress and well-being, albeit
founded on a virtual idea, unreal or unattainable, that the physical
and tangible world no longer seemed capable of generating or
achieving.

In much the same way as painting, panoramic views faithfully
reflect nature, but, in extending further than painting, they convert
it into a lifelike experience thanks to the lighting, generating
transitions of light that imitate day and night, using effects
normally associated with illusionism. In employing features that
belong to the scenic arts, panoramic views, at the same time,
represent the prelude to "photography, silent film and sound
film".2 These modes of recording a world in constant flux (modes
engaged in an almost constant transition and interrelated with
each other), gradually became more feasible when technological
advances made it possible to convert into scientific practice the
theory that enabled albeit the problematic use of the magic lantern.
As a result of one of these transitions, Daguerre, after losing his
most developed panoramic views in a fire in 1839, unveiled his
daguerreotype, an improved appropriation of the methods of
Nicéphore Niépce (above all in relation to the medium and the
fixing of the image), something that gave him a disproportionate
amount of fame as a pioneer and a consummate illusionist. In

1- Benjamin, Walter: Das Passagen-Werk [Quoted from the Spanish Translation by Luis
Fernandez Castafieda, Isidro Herrera y Fernando Guerrero: EL libro de los pasajes, Madrid.
Akal, 2005. p. 38.]

2- Ibid. p. 40.
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ortamlara inanilirik ve gerceklik getiriyorsa, o zaman 151k da, hem
fotografin gekilmesini miimkiin kilan hem de gériintiiniin 151ga
duyarli cam tabakada ortaya ¢ikmasini saglayarak fotografik eylemin
meydana gelmesini olas1 kilan ana maddedir.

Bu diisiince dogrultusunda, pasajlardaki diikkan camekanlarini,
camin seffafligindan goriinen fakat yiizeyinin kalinligindan dolays
ulagilamayan, {riinlerin yansitildigi ekranlar olarak yorumlayabiliriz.
Sadece almak ve satmak eylemleriyle tatmin edilebilen bir arzuyu
harekete gecirirler. Sergilenen objeler arasinda yalnizca almak
istedigimiz seyleri gormekle kalmaz, o giysileri giydigimiz, yiyecekleri
yedigimiz, aletleri kullandigimiz, ya da mobilyalarda yasadigimiz
bir maddi ortama kendimizi siiriikleriz. Bu yansima, en az iki yonde
isler. Kendimizi bu hayali diinyanin i¢inde gordiigiimiizde, simdiki
zamanda gelecedi planlariz, bir hareket dizisi yaratinz, girisecegimiz
bu yolculugun yapilabilir oldugunu gormek isteriz. Diger yandan
da, kendimizle ilgili aldatic1 bir yansima yaratinz; hayal ettigimiz
gelecegin var olmadidi, kendimizi o durumda bulsak bile 6zgiirce
basa ¢ikamayacagimiz, riiya gibi bir goriintil yaratinz. Gergek su
ki, bdylesine soyut olan ve hichir kosulda sonucunu bilemeyecegimiz
bir seyi kontrol etmemiz miimkiin degildir.

Bundan dolayidir ki, nitelikli dnciilii olan fotografin ve diinyayr
kaydetmek {izere ortaya ¢ikmis diger gelismelerin, derin tarihcesiyle
yazildigi, giiniimiizde sanatsal/sosyal yasamin anlamini her an,
her yerde dzetleyen sinemayi, arzu kavraminin gevresinde dénen
modellerin baslangi¢ noktasi olarak gérmemiz mimkiin: (bir
ekrandaki sanal bir yansima olmasindan dolay1) kesinligi olmayan
bir anlayis; tatmin edilemeyen bir cazibe (akil almaz bir karakterin
varligina ragmen daha da cesitlemelerini gérmek isteriz.) Bu mecazi
arzu, kollektif diisiinceden, aktarilamaz kisisel deneyimlere ve tek
basina seyretme istedine dek uzanan sekillerin agikca goriildig,
son derece ilging bir yol ¢izmistir. Bununla birlikte, bu ayrimin ilk
safhalar sinemanin 6ziinde zaten vardi. Lumiere kardesler 1895'te
cikan “sinematograf”lariyla insanlan film seyretmek iizere biraraya
getirirken, Thomas Edison (1891-1894) kinetoskopuyla, -ister ilk

other words, if the panoramic views can be viewed as the extension
of painting within the ambit of the scenic arts, the appearance
of photography momentarily and fragmentarily fixes part of that
mystery played out in the settings. If lighting bestows credibility
and verisimilitude upon large panoramic settings, then light is
the essential material that enables the photographic act to take
place, allowing both the photograph to be taken and the resulting
image to emerge on a sensitised glass plate.

By following the relevant thread, we can interpret the shop windows
of the arcades as screens onto which products are projected, visible
behind the transparency of the glass and inaccessible due to the
pure thickness of its surface. They drive a desire that is only
satisfied by the action of buying and selling. In the objects
displayed in them we not only see the goods that we wish to
purchase, we also project ourselves into a mental space where we
are wearing the clothes, eating the food, using the utensils or
living with the furniture put in front of us. This projection operates,
at the very least, in two directions. In seeing ourselves within
this imaginary world, we plan the future from the present, we
create a line of action, we want to see that this journey we are
embarking on is feasible. On the other hand, we project an illusory
reflection of ourselves, an idyllic image in which the future we
imagine does not exist, and in which we would be incapable of
handling it with complete freedom should we find ourselves in it.
The truth is, we cannot control something that is shown to be
intangible and which is also, to all intents and purposes, impossible
to predict.

It is for this reason that the now ubiquitous compendium of
artistic/social connotations that is cinema, whose high-quality
prologue is written by the intense history of photography and
other advances sensitive to the recording of the world, can be
seen as the starting point of models revolving around the concept
of desire: its impossible definitive conception (in that it is nothing
other than a virtual projection on a screen); and its insatiable
appeal (even in the knowledge of its non-conceivable character,
we still wantlto see more and more derivatives of it). This figurative
desire has traced a fascinating path that runs from modes of
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baslarda gosterildigi kafelerde, ister sonra ortaya ¢ikan 6zel seyir
odalarinda gosterilsin- toplu ve sosyal izleme sanatinin bir gelecegi
olmadigina dair besledigi icten inancla, hareket eden goriintiiden
kaynaklanan kisisellestirilmis zevkin temellerini atti1. Edison, bu
takip eden yiizy1lin kamtlamaya calist1g1 gibi, gercekten de tiimiiyle
yaniliyor muydu?

Tarih kutuplagmis béliinmelerden ne kadar hoslansa da, burada
verilmis olan bu iki secenedi yanlis ve dogru, basarli ve basansiz
gibi cok acik tanimlar getiren kavramlarla analiz etmek belki de
hatali olur. Bugiinkii dijital teknolojinin siipersonik miidahelesi,
fotograf ve sinemanin ortaya ¢ikmasiyla baslayan teknolojik devrime
benzer, baska bir teknolojik devrimin esigine bizi getiriyor. Fotograf
ve sinema, sonuglarinin aninda ortaya ¢ikabilirligi, goriinti
degisimlerinin olusabilme hiz1, olaylar geri dondirebilmenin ve
hatta yavaslatmanin teknik (ve de ideolojik) imkansizligiyla
ayirdedilir. Sonug olarak, bu siirekli, olagan, durdurulamayan hiz,
tek bir kisinin uygulayacadn, birbiriyle yer degistirebilen bir arayiiz
yoluyla, yalnizca bireyin bakis agisindan analiz edilebilir: arkadan
aydilantilan ekran karsisinda tek basinalikla, bireysellikle, ve
yalmizlik i¢inde.

Internetin yarattigi kollektif aglar, pek de azzimsanamayacak bir
paradoks ortaya ¢ikartiyor: yaygin ¢oziimler getirmek amaciyla
tasarlandiklarindan, ancak oturumu a¢gma komutlarini, parolalan
ve giris yollarin1 bilenler tarafindan yanitlanabilirler. Sanallik,
belki de kendini tekrar dogrulamak amaciyla ya da kendi
tutarsizligindan dolay1 yok olma korkusuyla, etrafini belirli unsurlarla,
parolalarla, seri numaralariyla ve uyumlu giincellestirmelerle
cevreleyerek, biiyiik bir endise icinde daha dnce mevcut olanin
yerine yenisini koymaya ¢aligir. Hepsi de her sahsi temsil eden,
soguk ve statik olaganliktaki ekranin (bir pencere, ama aym
zamanda da ayna) arkasina saklanmis, genis capta olasiliklardr.
Ancak, mutlak 6zgiirliilk kavramlarinin altinda, etkinlik alanim
genisletmeyi tasarlayan her hareketin karsisinda bir takim engeller,
kisitlamalar, denetlemeler ve kontroller yatmaktadir. Bu tiir her

collective contemplation to others where the need for individual
viewings and non-transferable personal experiences has been
marked out with increasing clarity. Nevertheless, an initial phase
in this differentiation was already present in the origins of the
cinematic experience. Whereas the Lumiére brothers, with their
cinematograph (1895), enabled people to come together to watch
cinema, linking it forever to the world of spectacle, Thomas Edison's
(1891-1894) kinetoscope laid the basis for the individualised
enjoyment of the moving image, in the unreserved belief that
there was no future in the social and collective act of viewing -
either in cafes, in the early days, or in specially created rooms
later on-. Was Edison, as the entire century that followed sought
to demonstrate, really so wrong?

It would perhaps be inaccurate to analyse both these options,
synthesised herein, in line with such clearly delineated concepts
as right or wrong, success or failure, as much as history enjoys
such polarised divisions. With the supersonic intervention of digital
technology, we now find ourselves at the onset of another
technological revolution comparable to the one instigated by the
appearance of photography and cinema, which were mainly
differentiated (or nuanced rather) by the immediacy of the results,
the speed of the perpetual changes, the technical (yet ideological)
impossibility of an about-turn or even a simulated slowing-down
of events. As a consequence, this constant, reqular, unstoppable
speed can only be analysed from the perspective of the individual,
through an interchangeable interface that is employed solely by
a single person: unipersonality, individualism, solitude in the face
of the retro-lit screen.

Collective networks created by the Internet generate a not-
insignificant paradox: designed to provide wide-ranging solutions,
they can only be responded to by individuals who know their
logins, passwords, and access routes. Virtuality, perhaps as a
reaffirmation of itself or because of the fear of being swallowed
up by its own inconsistency, is obliged to surround itself with
specific elements, passwords, serial numbers and compatible
updates desperately anxious to replace what was there previously.
Allin all a vast range of options concealed behind the apparently

11
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hareket, engelleyici bir denetim mekanizmasi olusturmak amaciyla,
kendi kendini iptal eden ya da bastiran bir tepki yaratir.
Makinelerinin yarisaydam plastik kasalarinin ve kristalize plazma
ekranlarinin ardinda, bu seffaf topluluk, 6zgiirliiklerin en eski ve
klostrofobik baskisinin karanliginin bir parcasini da barindirr.

cold and static normality of a screen (a window, but also a mirror)
that is representative of each individual. However, underlying the
concepts of absolute freedom are obstacles, restrictions, surveillance
and control of practically every movement designed to expand the
field of activity. Any action of this type generates, as a co-active
counterbalance, a reaction that attempts to cancel or subdue it.
Behind the translucent plastic casing and crystalline plasma screens
of its machines, this transparent society retains part of the darkness
so characteristic of the most time-honoured and claustrophobic
subjugation of freedoms.

ERHAN MURATOGLU

TERATOMA

Su dolu plastik bir torba gibi ama ¢ok daha kalin dokulu. Kaygan
yiizeyi cok piitiirlii. Agir olmasina agir, ama sanki her an patlayip
icindekiler akacak, avcumun iginde kikirdakims1 bir deri pargasi
kalacakmis gibi. Yumrugumu sikmaya calisiyorum, cekinerek, fazla
bastirmadan. Parmaklarimin arasinda sanki birseyler dolasiyor.
Masanin iizerine koyuyorum. Isteksizce yuvarlamp cokiiyor, dylece
pelte gibi duruyor. Elimi kagida silip bir kalem aliyorum. Kalemin
ucuyla diirtiikliiyorum. Iginde her ne varsa o kadar da akic1 degil
sanki. Masa lambasini yaklastirip iyice bakiyorum. Bunun bir ig
organ oldugu kesin ama, bildigim hicbir seye de benzemiyor.
Pembemsi gibi, yer yer koyu san, kahverengi, mor renkli bdlgeleri
var. Isik biraz iine siziyor mu ne? Uzeri kalin, oldukca sert
damarlarla kapli. Ne var ki bu damarlarda sanki hi¢ kan akmamis
gibi, donuk. Elimi iyice kagida silip bistiiriyi almak i¢in uzaniyorum,
goziim onda. “Acaba keserken tepki verecek mi? Yoksa uyuyor mu?
Uzerime sicrayacak birseyler mi var icinde?” Duraksiyorum. Elimi
{izerine koyup bir tepki gelmesini bekliyorum. Soguk ve cansiz.
Peki, diyorum, dyleyse. Elimi yavasca kaldirirken o da sanki
rahatlamiscasina nefes aliyor. Bistiiriyi ortasindan diklemesine
batiriyorum, sanki bir dogum giinii pastas1 kesercesine boylu
boyunca yariyorum. Bekledigim gibi iginden koyu renkli bir siv1,
kirmizi-mor, yavasca masanin {izerine akiyor. A¢tigim yangi iyice
genisletip i¢ini gormeye calisiyorum. Sivi bosaldik¢a bir topak sac,
yapis yapis ortaya ¢ikiyor. Durmali miyim, yoksa...?

Mavimsi mor, kirmiz1 1s1klar siddetle parlayinca gozlerimi agiyorum.
Yanimdan gecip kayboluyorlar. Gozlerimi kocaman agiyorum. Sadece
beyaz bir bosluk! Patlayan 1s1k soniiyor, gozlerim uyum saglayinca
gorebiliyorum: Gece... Gozlerimi kapatip parmaklarimi bastinyorum,
agn ve ac1 almmda dolasiyor. Anliyorum ki, hala yoldayim. Bindigim
dolmus simdi kdpriiden geciyor. Biliyorum ama gene de bakiyorum,
tabii ki yolun ilerisi mahser yeri gibi. Saatime bakiyorum, Taksim’den
yola ¢ikali bir saat olmus. Bu gidisle bir saat daha yoldayim. Sofor
hala sinirli, yiiksek sesle birileriyle konusuyor. A, tabii ki... Ayni
hatta calisan diger soférlere kopriideki trafigi kiifrederek anlatiyor,
onlar da yolun ilerisini soyliyorlar belli ki. Susuyor, kulakligini

sertce ¢ikarip cep telefonunun durdugu 6n camin &niine dogru

TERATOMA

It looks like a plastic bag full of water, yet feels much thicker. Its
slippery surface is lumpy. It's definitely heavy, but it feels as if it would
suddenly burst, gushing the liquid out, leaving only a cartilage-like
tissue in my hand. I slowly try squeezing my fist, careful not to put
too much pressure. It feels like something is squirming between my
fingers. I put it on the table. It reluctantly rolls out, and then streches
out like jelly. I wipe my hand on a tissue, pick up a pencil and jab it.
Whatever is inside doesn't seem to be that runny. I draw the table
lamp closer and inspect it carefully. It's definitely an internal organ,
but doesn't look like anything I know. Overall, it's pinkish; with yellowish,
brownish and purplish patches here and there. Can it be half transparent?
There are some thick veins running through the surface. Strangely, the
veins don't have any signs of life, as if no blood has run through them
at all. Fixing my eyes on it, I wipe my hands again and reach for the
scalpel. “Will that thing move when I cut it? Or is it only sleeping?
Will something squirt out from the inside?” I hesitate. I put my hand
on it and wait for a reaction. It is cold and dead. Alright, then... As
I lift my hand, it breathes with relief. I stab the scalpel right through
the middle, cutting across like a birthday cake. As I expect, a gooey
liquid comes out, a purplish-red color running across the table. I widen
the fissure, trying to see further inside. As the liquid spills out, a sticky
wet lump of hair is revealed. Should I stop, or...?

I open my eyes to the flash of purple, blue and red lights. They quickly
pass by and disappear. I open my eyes wide; all I see is a white blank!
As the bursting light fades, my eyes adapt and I realize it is night...
I close my eyes and press on them with my fingers; pain hits my
forehead. Obviously I am still on the road. The minibus I was on is
now crossing the bridge. I know it, but I still look ahead, and of course,
the road is like armageddon. I check my watch. It's been an hour since
the minibus took off from Taksim. It seems like I'll be on the road for
another hour. The driver is still furious; he's talking loudly with someone.
Of course...He's cursing and talking on his cell phone to other minibus
drivers on the same route, telling them about the congested traffic
ahead on the bridge. He quits talking, agressively takes the headphone
off and throws it towards the dashboard where his cell phone lies.
“What the hell is this traffic every single day!” None of the passengers
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firlatiyor. “Nedir bu be, hergiin cekilir mi?” diye bagiryor.
Yolculardan hig kimse karsilik vermiyor ama, o gene trafige,
yonetenlere sayip dokiiyor hiddetle! Sigara yakiyor. Sigaranin
dumaniyla agligim birbirine karigiyor, midem bulaniyor simdi. Cam
acmaya cabaliyorum bos yere. Icim iyice sikiliyor, tekrar doniip
disary1 seyrediyorum. Karanlikta, otoyol kenarinda bekleyen
kalabalik siluetler goriiyorum. Yiizlerinde araclarin farlar. Onlar
gibi beklemedigime sevinmeli miyim?... Kirmizims1 koyu bir 151G1n
icinden geciyoruz, burasi kavsaklardan biri olmali yoksa bu kadar
cok yol aydinlatmasi bir arada olamaz. Gene karanlik ve farlar...
Su arkadaki yerler neresi acaba? Goge dogru yiikselen dev dalgalarin
lizeri san beyaz noktalarla aydinlanmis. Kim bilir hangi gecekondu
mahallesi... Gecekondu mahallesi mi? Belki genel se¢im Gncesi
dyle idi. Simdi pekala imarli! Zaten neresi degil ki? Istanbul nerede
basliyor nerede bitiyor? Kim soyleyebilir ki?...

Durmuyorum. Sa¢ topadini kaleme dolayip, kesenin disina
¢ikariyorum. Sivi da onunla beraber masanin {izerine akiyor.
Bozulmus et kokusu burnuma doluyor, gézlerim yasariyor. Elimin
diswyla gozlerimi silip tekrar bakiyorum igine... Yaniliyor muyum,
yoksa icinden bir goz de bana m1 bakiyor! Su yaninda, orada burada
duranlar da disler galiba! Elimdekileri masaya birakip hizla ayaga
kalkiyorum. Simdi midem bulaniyor. Nedir bu? Bir tiir canli m1?
Ben neyi kurcaliyorum? Kagirdigim gozlerimi tekrar o seye
ceviriyorum. Yaklagmaya cesaretim yok. Kime sorsam acaba, kim
bilebilir ki?...

Istanbul’'un hakkinda yazilanlar belki binlerce kere binlerce farkli
agizdan dinledim, bir o kadar da haberde, makalede, kitapta
okudum. Filmlerde izledim. Derslerde tartistim. Gene de hala nasil
olup da varoldugunu, hayatta kaldigin1 anlayamiyorum... Katmanlar,
parcalar, yiginlar... Kesilip parcalanmis, sonra 6zensizce bir araya
getirilmis. I¢c organlan disanda, gozleri ve agz1 govdesinin iginde,
goremeyen, kendi kendisini kemiren, beslendikce yayilip etrafina
yapisan dev bir ucube! Hani bazi dehset filmlerinin bir tiirlii sonu
gelmez. Siz “Hah, oldii iste!” diye rahat bir soluk aldigimz anda
igrenc yaratik yerden kalkar, parca parca olmus bedenine aldirmadan
sarsilarak iizerinize gelir ya, Istanbul da dyle bir tiirlii vazgegmiyor.
Parcalar bir araya gelmiyor, birbirine uymuyor. Siirekli bir yerleri

reply, yet he continues to rage and curse at the traffic and the
authorities. He lights a cigarette. Now, cigarette smoke mixes with my
empty stomach and makes me nauseous. I desperately try to open the
window next to me to no avail. Filled with frustration, I resume looking
out the window. Through the dark, I see crowded silhouettes waiting
by the side of the freeway. Occasionally headlights illuminate their
faces. I wonder whether I should feel happy not to be amongst them...
We pass through an area lit with red light. It must be a junction,
otherwise there wouldn't be so much light. Now we're back in the dark,
with the headlights... What on earth are those places behind us? They
resemble huge dark waves illuminated only by faint tiny yellow lights.
“It must be one of those slum quarters”, I tell myself. "But wait a
minute! They were slum quarters before the previous general elections.
They have all been legalized now, just like everywhere else.” Who is
able to tell where Istanbul starts and ends anyway?..

I don't stop. I roll the lump of hair around the pencil and pull it out
of the sack. With it, out comes the liquid, spilling over the table. The
acrid smell of rotted meat fills my nose, makes my eyes water. I wipe
my eyes with the back of my hand and look inside again. Am I mistaken,
or is there also an eye staring back at me from the inside! And those
things scattered around must be teeth! I drop what's in my hand and
jump up... Now I feel sick. What was this thing? Some kind of organism?
What am I tampering with? I turn my eyes towards the thing, still
intimidated. Whom should I ask, who would know?...

I've read, seen and heard about the things said of and written on
Istanbul from thousands of different people, news sources, articles,
and books, let alone movies. I've discussed it in classes. Nevertheless,
I still cannot figure out how it manages to survive. Layers, heaps, bits
and pieces... Cut and torn apart carelessly, then sloppily put together.
A huge monstrosity with its internal organs hanging out, its eyes and
mouth inside its body; a sightless thing, gnawing at itself from the
inside, feeding and expanding and sticking to its surroundings. Remember
those horror movies that just wouldn't end? Just when you let your
breath go, thinking “Phew! Finally, that thing is dead!”, the disgusting
creature rises from the ground and walks jerkily towards you, ignoring
its shredded body. Istanbul is like this monster that keeps resurrecting.
The pieces don't fit, they just don’t come together. Parts keep bursting
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patlak veriyor. Kaynaklan eriyor, yeni kaynaklara saldiriyor. Tikanan,
islemeyen damarlan zorlayip acarken etrafindaki dokulan
parcalaniyor. Damar {izerine damarlarla “by-pass” yapiyor. Yedikce
biiyliyen bu anormal organizma, siirekli deforme olup ddniistiikce
eski seklinin izlerini de siliyor.

Teratoma deniyormus bu seyin adina. Hiicre gelisiminin anomalisi
sonucunda, birarada olmamas1 gereken dokular ve organlar bu
kistin icinde olusuyormus. Icinde barindigr viicut ne kadar
tasiyabilirse o kadar bilyiliyiip yayilabiliyormus. Peki, bu sey
somiirdiigii bedenin disinda varolabilir mi? Tabii ki hayir...

Istanbul bir sehir mi? Sehir gériiniimiinde bir ucube, belki de icinde
tasidigy teratoma tarafindan goktan yenilip, yutulmus bile.

from here and there. When it runs out of resources, it assaults new
ones. It tears its surrounding tissues while trying to burst open the
clogged, leisured veins. An endless series of by-pass surgeries are
carried out. This gluttonous, abnormal organism grows so enormous
that it erases the traces of its previous form.

Now I know that it is called teratoma. As a result of an anomaly during
the early stages of cell development, tissues and organs that don't
belong together are formed inside a cyst. It grows as large as the body
harboring it can carry. Could this thing live outside the body it inhibits?
Absolutely not...

Is Istanbul a city? It is a monstrosity that barely resembles a city,
perhaps long eaten up by the teratoma it once carried inside.
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GAZZE TUNEL TICARETI: ISGAL ALTINDAKI BOLGENIN YORUMLAMALARI

Israil Sina Yarimadasi’'ndan 1982 yilinda geri cekildiginde, Rafah
sehri, Israil’in 6rdiigii duvar yiiziinden birdenbire kendini Misir ile
Gazze arasinda béliinmiis buldu. Aileler, evleri birbirinden 100
metre uzakta olmasina ragmen, yiiksek giivenlikli uluslararasi sinirla
aynlmislardi. Bir siire sonra, bir zamanlar Rafah iizerinden yapilan
ticareti elinde bulunduran sézii gegen aileler, sininn altindan
gecen diizinelerce kazilmis tiinel sayesinde islerini yeraltina tasiyarak
her iki taraftaki aile evlerini birlestirdiler.

2005'te Israil'in Gazze'deki askerini geri cekmesinden sonra tiinellerin
say1s1 daha da artti. Israil ordusu, sinir boyunca tampon bélge
olusturmak amaciyla, tiinelleri evleri yikma bahanesi olarak kullands.
Israil’in baslica endisesi, silahli Filistin’li gruplara kacak silah
saglanmasiydi. Fakat kacakgilar agisindan bakilirsa, tiinel ticareti,
siyaset ve silah kagak¢iligindan ¢ok daha fazla sey ifade ediyor.
Sigaradan uyusturucuya nakit paradan insana kadar Rafahin
tiinellerinden hersey geciyor. Tiinel ticareti, Gazze'de bir yilda

THE GAZA TUNNEL TRADE: INTERPRETATIONS OF OCCUPIED SPACE

When Israel withdrew from the Sinai Peninsula in 1982, the city
of Rafah was suddenly split between Egypt and Gaza by an Israeli
wall. Families found themselves divided by a high-security
international border, though their houses often lay less than 100m
apart. Before long, influential families who once controlled trade
through Rafah moved their business underground through dozens
of secret tunnels burrowed below the border, connecting family
houses on either side.

With Israel’s military withdrawal from Gaza in 2005, the number
of tunnels mushroomed. The Israeli military used the tunnels as
a pretext for stepping up demolitions of houses to make way for
a buffer zone along the border. Israel’s main concern is the
smuggling of weapons to armed Palestinian groups. But for the
smugglers themselves there is far more to the tunnel trade than
politics and arms smuggling. Everything moves through Rafah’s
tunnels: from cigarettes and drugs to cash and people. It is a vast
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kazanilan ortalama maasin bes kat1 getirisiyle, cok biiyiik bir girisim
olusturuyor. Bu babadan ogula gecen bir aile isi ve her zaman
-ekonomik oldugu kadar giivenlik sebeplerinden dolay1 da- aile
icinde tutuluyor.

KARLI TICARET

Tiinel ticareti yalnizca karaborsa bir is degil, milyonlarca dolarlik,
askeri disiplinle en iist diizeyde gizlilikle isletilen, Filistin'in en
karli islerinden biri. Israil'in Dis Isleri web sitesi bile, “Bu isletmecilik
bir ¢ok aile igin temel geliri saglhiyor ve bolgedeki ana gelir kaynagim
olusturuyor” diyor. Bir zamanlar firsatcilik olan bu is, diger isler
gibi piyasa oynamalarindan etkilenen, hissedarlan ve kar paylan
olan, oturmus bir isletmeye hizla doniistii. Thtiyac geregi, bir avug
dolusu dnde gelen Rafah’li asiret, sinirlararasi giiglii baglarin
kullanarak, siyasetin getirdigi yasaklardan dolayr saglayamadigim
yasadis1 yollardan elde etti.

Bagimsiz tiinelciler de var, ancak bir tiinel kazip tamamlamak,
yeraltinda kalabilmek icin tecriibe, dayaniklilik ve saglam kafa
disinda, bir de mali sermaye gerekiyor. Dolayisiyla, tiineller genellikle
bilyiik asiretler veya ortiilii ¢ikarlar olan baska gruplar (hatta
isadamlar ya da devlet yetkilileri) tarafindan finanse ediliyor.
Kazma isleminin kendisi ¢cogunlukla genclere alt s6zlesmeyle
veriliyor. Geng tiinelciler bir giin kendi tiinellerine “sahip olmay1”
imid ediyorlar.

Tiinel isi karl olmakla birlikte, beraberinde biiyiik riskleri getiriyor.
Evlerin varligi, bélgede Israil askeri varligi igin bir bahane
olusturmakla birlikte, Israil ordusu tiinel barindirdiklarindan
siiphelenirse, evler rutin olarak yikilip bombalaniyor. Ayrica,
bazilarinin 1.5 metre genisliginde ve bir kilometre uzunlugunda
oldugu tiinellerin, yapim ya da kagak mal tasima sirasinda yikilma
tehlikesi var. Bir baska tehlike de, sinirin Misir tarafinda yakalanip,
tutuklanmak.

Ekim 2006'da, tiinellere veya tiinel barindirdigindan siiphelenilen
evlere kars1 hava saldirist yapilmasi icin Israil ordusuna yetki
verilmis olmasina ragmen, Rafah’li aileler tiinel insa edip kagak

enterprise, and pays five times an average annual Gaza salary in
one month. It is a family business, passed on from father to son
and always - for reasons of security as well as economics - kept
in the family.

LUCRATIVE TRADE

The tunnel trade is not merely a black market, it is a multi-million
dollar, top-secret industry run with military-style efficiency, and
one of the most lucrative businesses in Palestine. Even Israel’s
Foreign Affairs website acknowledges, “This industry comprises a
primary source of income for entire families, and is the main source
of income in the area.” What was once opportunism quickly became
an established industry with market fluctuations, shareholders and
dividends like any other business. Out of necessity, a handful of
prominent Rafah clans used their strong cross-border familial ties
to achieve illicitly what politics otherwise makes impossible.

Independent tunnelers exist, but creating and completing a tunnel
requires not only experience, stamina, and the mental strength to
stay underground for extended periods, but also financial capital.
As a result, tunnels are usually financed by large clans or other
groups with vested interests (even businessmen or government
officials). The actual digging is often sub-contracted out to young
diggers. Younger tunnellers hope one day to be able to “own” their
own tunnel.

The tunnel trade is a lucrative one, but with great risks involved.
Houses are routinely demolished and shelled if Israel’s military
suspects they harbour tunnels-even though their existence is often
used as a pretext for Israeli military activity in the area. Then
there is the danger that the tunnel, some of them 1.5 metres wide
and up to a kilometer long, might collapse during construction or
smuggling. Or being caught and detained on the Egyptian side of
the border.

In October of 2006, the Israeli military was even authorised to
use air force against tunnels or houses suspected of hiding them,
and yet Rafah families go on building and smuggling. With Gaza's
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mal tasimaya devam ediyorlar. Gazze'nin ¢dkmiis durumdaki
ekonomisi ve seridin diinyanin neredeyse tiimiinden soyutlanmis
durumu karsisinda, pek fazla secenekleri de zaten bulunmuyor.

ISGAL ALTINDAKI BOLGENIN YENIDEN YORUMLANMASI

Tiineller, Filistinliler icin ayn1 zamanda isgal, kusatma ve Israil’in
“Kontrol Matrisi"nin getirdigi kisitlamalan yok sayip kars1 koyma
yontemi olusturuyor. Hatta birbirinden ayn diisiip, Israil tarafindan
uygun kimlik ve izni elde edemediklerinden dolay1 Gazze'ye giremeyen
esleri dahi gecirmeyi basanyorlar. Bu izinler, eskiden beri hareketleri
ve ikametleri kontrol eden ve Isgal Altindaki Filistin Topraklar’na
giris ¢ikislan kisitlayan bir arag olarak kullanilmistir.

Fakat Israil isgali daha acik ve liimciil taktikler de kullanmistir.

Frieze Dergisi tarafindan Mayis 2006'da yayinlanan “Savas Sanat1”
yazisinda Israilli mimar Eyal Weizman, Bat1 Seria’da isgal altinda
bulunan Nablus kentindeki direnise kars1 yeni kent savasi strateji
ve taktikleri gelistirmek amaciyla, Israil askeri danismanlarinin
sehirciligi, psikolojiyi, sibernetigi, somiirgecilik sonras1 ve yapisalcilik
sonrasi teorileri nasil kullandiklarin anlatiyor. Weizman, Tuggeneral
Aviv Kokhavi'den séyle alint1 yapiyor:

“Biz, ara yollan yiiriinmesi yasak yerler, kapilan gecilmez, pencereleri
de disan bakilmaz olarak yorumladik, ¢iinkii ara yollarda bizi silahlar
ve kapilarin arkasinda bubi tuzaklan bekler. Bunun nedeni, diismanin
mekana geleneksel, klasik bir acidan bakmasidir ve ben bu yoruma
gore davranip tuzaklarina diismek istemiyorum. [...] Bu yiizden
duvarlann iginden ge¢me yontemini segtik... Kemirerek kendisine
yol agip ilerleyen bir kurt gibi, belli noktalarda bas gosterip sonra
yok oluyoruz. [...] Ben askelerime, “Arkadaslar! [...] Eger simdiye
kadar yollar ve kaldirimlardan yiiriimeye aligtktiysaniz, bunu unutun!
Bundan sonra duvarlardan gececegiz!” dedim.”

economy in ruins and the strip almost completely isolated from
the rest of the world, there are few alternatives.

RE-INTERPRETING OCCUPIED SPACE

The tunnels also serve as a way for Palestinians to bypass and
challenge the traditional boundaries of occupation, siege, and the
Israeli "Matrix of Control".00 They have even been able to transport
Palestinian spouses separated from one another and unable to
otherwise enter Gaza because they lack the proper Israeli-issued
ID cards and permits.0 Such permits have traditionally been the
tools used to control movement and residency and restrict access
to and from the Occupied Palestinian Territories.

But the Israeli occupation has also utilized far more overt and
deadly tactics.

In "The Art of War" (published by Frieze Magazine, May 2006)
Israeli architect Eyal Weizman describes how Israeli military think
tanks have been using urbanism, psychology, cybernetics, post-
colonial and post-Structuralist theory to develop new strategies
and tactics of urban warfare against the resistance in the occupied
west bank city of Nablus. Weizman is quoting Brigadier-General
Aviv Kokhavi:

We interpreted the alley as a place forbidden to walk through and
the door as a place forbidden to pass through, and the window as
a place forbidden to look through, because a weapon awaits us in
the alley, and a booby trap awaits us behind the doors. This is
because the enemy interprets space in a traditional, classical
manner, and I do not want to obey this interpretation and fall
into his traps. [...] This is why that we opted for the methodology
of moving through walls. . . . Like a worm that eats its way forward,
emerging at points and then disappearing. [...] I said to my troops,
“Friends! [...] If until now you were used to move along roads and
sidewalks, forget it! From now on we all walk through walls!"
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Kokhavi Israil ordusunun Filistin kent dokusunu delip gecme
stratejisini kibirle anlatadursun, Rafah’daki tiinel tiiccarlan da
mekanin alisildik yorumlarindan ¢oktan uzaklasmis goriiniiyorlar.
Bat1 diinyasinin kentlesmeyle ilgili temel tartismasi, sehri tekrar
inceleyerek bastirilmis ve goriinmeyen sinirlar ortaya ¢ikarmaktir,
ancak bu durum isgal altindaki kentte baski arac1 haline gelir. Her
yeri kazarak, iyi koti her tiirlti malin nakil kontroliini elinde tutmak
isteyen isgal yolsuzluguna karsi, sehrin bagisikligr yoktur. Oyle
goriinliyor ki, yonetenler hem goriinen, hem de gdriinmeyen kontrol
mekanizmalarini kullandiklarinda, kentsel teori kurallar, isgal
altinda kinlir.

MEYDAN OKUNAN KENTSELLIK

Isgal altindaki sehir, catismanin her iki tarafinin da kentsellige
meydan okumasina neden oluyor. Ancak geleneksel olmayan bu
kentsel mekan yorumlamasi, Gazze Seridi igin yeni bir sey degil.
Kokleri, cagdas kiiltiirel teoriden veya Israil isgalinden ok dncesine
dayanir. Bu bdlgede tiinel kazmak, eski kacis tiinellerinin kale ve
kiliselerden denize kadar (bazen bir kilometreden daha fazla)
uzandidi, tarihi bir stratejik ara¢ olmustur. Kazma uzmanligi, Gazze
Seridi'nin disindaki bir Israil iissiine saldirmada da kullanildi. 2006
yazinda bir cok silahli Filistinli yerden firlayarak Israil askerlerine
saldinp 6ldiirdii, ve birini -Gilad Shalit- esir alarak tiinelden gecirip
Gazze'ye soktu. Bu karmasik saldin Israil'i dehsete diisiirdii. Ayrica,
bir hafta sonra -bu sefer kuzey sininnda- Israil'in bolge egemenligi
tekrar kirldiginda, Liibnan’da savas ¢ikmasinda da onemli rol
oynadi.

Bizim mekan yorumumuzu biiyiik l¢iide olusturan sey, insanin
temel yercekimi deneyimidir - yeryiiziinde 6zgiir yiiriiyebilmek.
Oysa giiniimiizde, mekanin bu “alisildik tarz”daki yorumu, isgal
altindaki insanlarin sahip olmadigi bir liks. Topragin resmen
ayaklarin altinda parcalanmis halde oldugu Gazze'de, mekani
referans noktasi olarak almak miimkiin degildir.

While Kokhavi arrogantly presents the Israeli Army's strategy of
tearing through urban fabric of Palestinian life, it seems like the
tunnel traders in Rafah, have themselves long departed from this
traditional interpretation of space. While the critical discussion
of Urbanism in the West re-examines the city and attempts to
expose the repressive invisible boundaries, in the occupied city
it becomes an agent of repression. The city is not immune to the
corruption of the occupation which is digging through walls and
through the ground to posses and control any transfer of goods
and 'bads'. It seems the rules of urban theory breaks under
occupation, when the ruler exerts both the visible and the invisible
control mechanisms.

CHALLENGED URBANISM

The occupied city drives both sides of the conflict to challenge
urbanism, but this non-traditional interpretation of urban space
is not new to the Gaza strip. It runs back into history much further
than contemporary cultural theory or the Israeli occupation. Tunnel
digging has been a historic strategic tool in the region where
ancient escape tunnels leading from forts and Churches led
(sometimes for more than a kilometer) all the way to the sea. The
tunnel proficiency has been used in the attack on an Israeli base
outside the Gaza Strip. In summer of 2006, several Palestinian
gunmen popped out of the ground, attacked and killed several
Israeli soldiers, and captured one of them, Gilad Shalit, through
the tunnel and into Gaza. This sophisticated attack has left Israeli
society terrified. It has also played a major part in the lead up to
the war in Lebanon the week after, when Israeli territorial
sovereignty was breached again, this time on the Northern border.

Our interpretation of space is to a large extent dominated by the
fundamental human experience of gravity - walking freely on the
earth. Yet, today, interpreting space in this 'traditional manner'
is a luxury deprived of people under occupation. In Gaza, the
ground is literally torn under your feet, and this fundamental point
of spatial reference is lost.
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Ocak 2008'de Gazze Seridi'ndeki Israil kusatmasi sonucunda, cogu
kadin olan binlerce Filistinli, Rafah duvarini yikip, sehrin Filistin
ve Misir taraflarindaki bu yeriistii engelini ortadan kaldirdi. Bu
yazinin yayinlandigi sirada duvarin bir kism1 hala yikik ve yeralti
tekeli, gecici olarak da olsa, serbest ve yer iistiindeki sivil halk
tarafindan kirilmis durumda.

*Bu makale, Laila El-Haddad ve Saeed Taji Farouky tarafindan hazirlanan ve Eyliil 2007'de
Al Jazeera'da yayinlanmis olan The Tunnel Trade (Tunel Ticareti) adli belgesele dayandinlmistir.
izlemek igin: http://tinyurl.com/3y3cl3

Kris Petersen, Collapsed Tunnel in Rafah, © 2007

In January 2008 the Israeli siege on the Gaza strip have resulted
in thousands of Palestinians, mainly women, tearing down the
Rafah wall and removing the overground barrier between the
Palestinian and Egyptian sides of the city. At the time of publication,
parts of the wall are still down and the underground monopoly
has been temporarily broken by civilian society, unbound,
overground.

*Bu makale, Laila El-Haddad ve Saeed Taji Farouky tarafindan hazirlanan ve Eyliil 2007'de
Al Jazeera’da yayinlanmis olan The Tunnel Trade (Tiinel Ticareti) adli belgesele dayandinlmistir.
Izlemek icin: http://tinyurl.com/3y3cl3
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ILIMLI GERCEKLIK, ILIMLI MEKANLA BULUSUR: TAMAMLANMAMIS
BIR TERIMLER SOzLUGU ICIN BIR DENEME

Bu metin, daginik temsil sistemleri, bilgi ve mekansal kavramlar
arasindaki 1imli carpigmalart yorumlamak amaciyla hazirlanmis,
tamamlanmamis, kisisel, alint1 ve tahminlerle dolu 6znel bir
onergedir.

A: AFFECT (ETKI)

Alfabenin ilk harfi; bir yere girdigimizde olusan ilk his. Aym
zamanda, hatirlama ve asinalik yaratma/bozma yoluyla, 1imli bir
ele gecirme stratejisi. Stratejilerle yonetilen piyasa ekonomisinin
en son gozagnsi.

B: BECOMING (MEYDANA GELMEK/VUCUT BULMAK)

Sabitligi onlemek igin gelistirilmis post-modern bir taktik: stirekli
gelisim ve doniisiim halinde olan hareketle nitelendirilir; ille de
sonu¢ elde etme amacl degildir.

C: COMMONS (TOPLUM TARAFINDAN ORTAKLASA, IZNE GEREK
KALMADAN KULLANILAN KAYNAKLAR)

‘Commons’ (Toplum tarafindan ortaklasa, izne gerek kalmadan
kullanilan kaynaklar) kavrami, tam tersine, berbaberinde sinirlan
getirir. ‘Commons’, bir kaynak, ortak toprak, ortak iiretim, az ¢ok
tanimlanmis bir topluluk tarafindan paylasilan bilgi veya haberle
ilgilidir. Burada sahip olma hali vardir, fakat bireysel degil kolektiftir
bir sahiplenmedir. Ayrica, bu ortak kaynaklarin nasil ve kimler
arasinda paylasildigi, dedismez kurallarla belirlenmemistir (...).
Yine de durum ne olursa olsun, ‘commons’ tiimiyle ‘6zgiir degildir.
Bu kaynaklara erisim mekanizmalarinin kurallarn vardir ve bunlan
paylasan toplumun paylastigi degerler, kullanimin nasil
kisitlanacagini belirler.

(Kaynak: Eric Kluitenberg, "Constructing the Digital Commons", 2003.)
http://amsterdam.nettime.org/Lists-Archives/nettime-l-0304/msg00056.html

SOFT REALITY MEETS SOFT SPACE: AN ATTEMPT TOWARDS AN INCOMPLETE
GLOSSARY

A subjective proposal for interpreting the soft collisions between messy
systems of representation, information and spatial conceptions:
incomplete, personal, riddled with quotes, and by approximation.

A: AFFECT

The first letter of the alphabet; the first sensibility imprinted upon us
when encountering a space. Also a strategy of soft appropriation within
a dynamic of memory and (de)familiarisation. The new darling of a
strategically designed market economy.

B: BECOMING

A post-modern tactic devised to avoid fixture: characterised by an ever-
continuous evolving transformative move, not necessarily with an end
goal.

C: COMMONS

The concept of the commons, on the contrary, implies boundaries.
The commons refers to a resource, to common land, to common means
of production, knowledge or information that is shared amongst the
constituents of a more or less well-defined community. There is
ownership here, but the ownership is collective, rather than individual.
Furthermore, the rules of how these common resources are shared, and
amongst whom, are not necessarily fixed in intransmutable rules [...].
But in all of these cases, the commons are not entirely 'free'. There are
rules and mechanism of access, and limitations on use that are defined
by the shared values of the community sharing these resources."

(Source: Eric Kluitenberg, "Constructing the Digital Commons", 2003.)
http://amsterdam.nettime.org/Lists-Archives/nettime-1-0304/msg00056.html
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D: DOMAIN (ALAN ADI)
Isim verilmis olan bir alan; sahipligi belirlenmis; miiseccel alan.
E: ELLIPSIS (EKSILTILI ANLATIM)

Tipografik olarak {i¢ nokta ile temsil edilir ve bir ¢ikarma yapilmis
oldugunu ifade eder: karsilasanlar i¢in belirsiz bir yer; ayirmak.
Bitmemis olmanin, gelecek olanin, duraksamanin, arzunun isareti...
Nokta-nokta-nokta ile yer kaplar, ancak alan bostur. ‘Ellipsis” belki
de tamimlanmamis her yerin olmasini istedigimiz seydir: yerine
gelmis mekansal arzularin sayfaya aktarimidir.

F: FLOW (AKIM)

Alkaimlar alani (...) insan davranis boyutlarinin, statik konum yerine,
dinamik hareketten kaynaklandig1 asamadir. Buradaki etkin kelimeler,
hareket ve insan davramsi’dir. Hareket olmadig1 yerde bu alan yok
olur. Biz de daglar, binalar ve simirlarla tanimlanan mekanlarin
alanlarina geri doneriz.

(Kaynak: Felix Stalder, “Space of Flows: Characteristics and Strategies”, 2002.)
http://flow.doorsofperception.com/content/stalder_trans.html

G: GESTURE (JEST)

Bulundugumuz yerlerde gitgide daha fazla regiile edilip kontrol
edilen hareket.

H: HARD (KATI)
Temsili olmayan: kanayan yara, 1siran gergeklik.
I: IMAGERY (BETIMLEME)

Mekansal deneyimlerimizi dikte eden gdrsel sistem. Hayali olanla
karnstinlmamali.

J: JUNK (ATIK)
Nefret etmeye bayildigimiz seyler: refah yasam tarzlarinin

D: DOMAIN

A space with a name; with designated ownership; proprietary space.

E: ELLIPSIS

Typographically represented by three dots, it connotes an omission:
an indeterminate space for those who encounter it; to appropriate.
It is a marker of the unfinished, the yet to come, the pause, the
wishful...It takes up space by its dot-dot-dot, yet it is an empty one.
Ellipsis is perhaps what we would like every undefined space to be: it
is spatial wish fulfillment transposed to the page.

F: FLOW

The space of flows [...] is that stage of human action whose dimensions
are created by dynamic movement, rather than by static location. The
operative words here are movement and human action. Without

movement, this space would cease to exist and we would fall back into

the space of places, defined by mountains, buildings, and borders.
(Source: Felix Stalder, “Space of Flows: Characteristics and Strategies”, 2002.
http://flow.doorsofperception.com/content/stalder_trans.html)

G: GESTURE

The performative move that is becoming increasingly more regulated
and controlled in the spaces we traverse.

H: HARD

The non-representational: the cut that bleeds, the real that bites.

I: IMAGERY

The visual regime that dictates our experience of space. Not to be
confused with the imaginary.

J: JUNK

The stuff we love to hate: the debris of affluent lifestyles; the leftovers
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dokiintiileri; baskalarina kalan artiklar; gerekli olmayan ve haliyle
fazla yer kaplayan gerekli atilmis seyler.

K: KIOSK (KULUBE)

Diinyaya acilan ufak satis penceresi: kentsel yapida yok olma
tehlikesi icinde olan, mikro ekonominin bir 6rnegi.

L: LEAKAGE (SIZINTI)

Kiitlelerde/bedenlerde yirtilma olmasindan kaynaklanan bir durum:
mekanda, insanda ya da baska herhangi bir seyde. Kontol etmedeki
giicliik ve bulaniktan dolay1 genelde tehdit olarak algilanir. Ayrica,
statlikoyu yikmak igin kullanilan, yavas ve kurnaz bir strateji olarak da
yorumlanabilir.

M: MOBILITY (HAREKETLILIK)

Gitgide daha ¢ok kisitlanan ve gozetim altinda tutulan bir hareket.
Fiziki bedenler agisindan bir ayrnicalik.

N: NON-PLACE (YER-SiZ)

Yer, iliskisel, tarihi ve kimlikle ilgili olarak tanimlanabiliyorsa,
iliskisel, tarihi ya da kimlikle ilgili olarak tanimlanamayan
“alan” da yer-sizdir.

(Kaynak: Marc Augé, Non-Places: Introduction to an Anthropology of Supermodernity. Verso:
London, 1995)

0: OLFACTORY (KOKLAMA DUYUSUYLA ILGILI)

Iletisimi maddelestirmenin ve kirilganligin1 yeniden kazandirmanin
bir cok yolu vardir. Koku bunlardan biridir. Koku, bedenler arasinda
temas1 mecbur kilar: kimyasal bedenler, onlarla birlikte hareket

eden kendi bedenlerimiz, ve hepimizin dahil oldugu sosyal beden.

(Kaynak: Laura U Marks. “The Logic of Smell”. Touch: Sensuous Theory and Multisensory
Media”. University of Minnesota Press: Minneapolis, 2002. 5.113-126)

for others; the discarded non-essential essentials which naturally take
up too much space.

K: KIOSK

A small vending window into the world: an instance of micro-economy
within the urban fabric threatened with disappearance.

L: LEAKAGE

A condition caused by the rupturing of delineated bodies: spatial,
human or other. Often perceived as a threat, because too difficult to
contain, and because of its blurring properties. Also to be interpreted
as a slow and subtle strategy to undermine a status quo.

M: MOBILITY

A movement becoming increasingly more restricted, surveilled, and a
privilege when involving physical bodies.

N: NON-PLACE

If place can be defined as relational, historical and concerned with
identity, then a space which can not be defined as relational, or
historical, or concerned with identity will be a non-place.

(Source: Marc Augé, Non-Places: Introduction to an Anthropology of Supermodernity.
Verso: London, 1995)

0: OLFACTORY

(T) here are many ways that we can re-establish a sense of the materiality
and the fragility of communication. Smell is one of them. Smell forces
a contact amongst bodies: chemical bodies, our own bodies that act
in sympathy with them, and the social body in which we all partake.

(Source: Laura U Marks. “The Logic of Smell”. Touch: Sensuous Theory and Multisensory
Media”. University of Minnesota Press: Minneapolis, 2002. p.113-126)
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P: PUBLIC (KAMU)

Gitgide daha fazla dzellestirilen ve regiile edilen alan. 20. ve 21.
yiizy1lin biiyiik Houdini numarasi. Acik, 6zgiir ve kolay ulasilabilen
*kamu’, giinliik hayattan siliniyor.

Q: QUANTIFIABLES (OLCULEBILIR OLANLAR)

Grafikler, diyagramlar ve tablolarla 6l¢iilebilen,i¢cinde bulundugumuz
hesap takintili durum. Olaylar ve olgular rakamlara cevrilebilir olup
olclilebildigi siirece, onlar anlayabilecegimize (okuyup, kontrol
edip, depolayabilecegimize) dair bir yanilsama olusturmak.

R: RESIDUE (TORTU)
Olaydan sonra artakalan.
S: SOFT (ILIMLI)

Katinin (hard) karsit1 gibi goriinmekle birlikte, aslinda siiremin
diger ucunda yer alir. “Kat1”dan algilama fiziksel 6zellikleriyle ve
derecesiyle farklidir, ama en az onun kadar gergektir.

T: TACTICAL (MEDIA) [TAKTIK (MEDYASI)]

Taktik Medyasi, artan dagitim yollan ve elekronik tiiketim mallan
-kablolu yayindan internete kadar- sayesinde gerceklesen devrimle
ortaya ¢ikan, ucuz ‘kendin yap” (DIY) modeline dayali medyada
varolan gruplar ve sahislarin, toplumun genelini olusturan kiiltiiri
istismar etmesidir. Taktik Medyas1 sadece olaylar rapor etmekle
yetinmez. Asla tarafsiz olmadigindan, daima katilimda bulunur.
Bu da onlar ana akim medyadan ayirdeden en belirgin 6zelliktir.

(Kaynak: Geert Lovink & David Garcia. “The ABC of Tactical Media”, 1997.
http://www.nettime.org/Lists-Archives/nettime-1-9705/msg00096.html)

U: URBAN (KENTSEL)

Atesli konu- Atesli konu - Atesli konu

P: PUBLIC

The realm that is increasingly becoming more privatised and regulated.
The big Houdini act of the 20th and 21st Century. The “public” in the
sense of the open, the free and the accessible is disappearing in
everyday life.

Q: QUANTIFIABLES

The number crunching obsession of our present condition, measured
in graphs, diagrams and spreadsheets. Feeding the illusion that as long
as events and phenomena can be numerically translated and quantified,
we can understand (read, control, and contain) them.

R: RESIDUE
That what remains after the event.
S: SOFT

Supposedly opposed to hard, but actually situated on the other end
of the continuum. Differs from “hard” in degree of perception and
materiality, however is no less real.

T: TACTICAL (MEDIA)

Tactical Media are what happens when the cheap 'do it yourself' media,
made possible by the revolution in consumer electronics and expanded
forms of distribution (from public access cable to the internet), are
exploited by groups and individuals who feel aggrieved by or excluded
from the wider culture. Tactical media do not just report events. Since
they are never impartial, they always participate, and it is this -more
than anything- that separates them from mainstream media.

(Source: Geert Lovink & David Garcia. “The ABC of Tactical Media”, 1997.
http://www.nettime.org/Lists-Archives/nettime-1-9705/msg00096.html)

U: URBAN

Hot topic - hot topic - hot topic
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V: VOCABULARY (S0Z DAGARCIGI)

Genelde tiiketilmis durumdadir ve yenilenmeye ihtiyaci vardir.

W: WHERE (NEREDE)

Bir yerin tesbiti icin sorulan temel soru.

X: XENONTOLOGY

Oteki’nin varlik durumunun algilanmasi ya da izdisiimii.

Y: YES (EVET)

Onemsiz olumlu yanit.

Z: ZONING (BOLGELERE AYIRMAK)

Toplumsal siniflan olusturmak amaciyla, kullanima, ekonomik
gelismeye, mezhep, simf ve etnik gruplara, giivenlige, vb. Gzelliklere
gore alanlart ayiran, kuralct ve ayinimcer kentsel planlama sistemi.

“Catisma bolgeleri”ndeki Yesil Bolge/Kirmiz1 Bolge ayirimi drnek
olarak verilebilir.

V: VOCABULARY

Has, in general, become depleted and is in dire need of a revamp.

W: WHERE

Primary question indicating a query concerning spatial location.

X: XENONTOLOGY

The perception - if not projection - of the ontological state of the
Other.

Y: YES

The inconsequential affirmative.

Z: ZONING

Urban planning system of regulation, segregation, in order to stratify

areas according to usage, economic development, class, ethnicity,
security, sect, etc. Cfr. Green Zone/Red Zone areas in “conflict zones”.

BASAK SENOVA

VERI AKISINDAKI TIKANIKLIK*

Bilgi iiretimi y1gilarak artiyor. Bilginin siniflandirilmasi her gegen
giin daha da karmagik hale geliyor. Ancak bilgiyi dagitacak kanallar
artik yeterli degil. “Bilgi”nin kendisi gitgide daha yogun ve sikigik
bir bir hal alarak, daha kisa, daha hizli iletiliyor. Cesitli medya
kanallan sayesinde degisime ugrayan alg1 kodlarimiz, bilgi akiginin
hi1zina ayak uydurmaya calisiyor. Ayni anda bir ¢ok hareket eden
goriintli ve mesaj algilamaya abistinldik. Siirekli bilgi akisini takip
etmeye calistyoruz, ama yeni multimedya mobil ve kablosuz aglardaki
muazzam biiylime dahi bu hiza yetisemiyor.

Bu farkli medya kanallan arasinda televizyon, kiiresellesen diinyanin
tiiketimine esdeder hiza sahip olan kiilt bir aygit. Telegorsel akis,
72 dpi'lik drajeler halinde toksik merak akitarak, bilingsiz bir
bagimlilik yaratmak iizere programlanmis. Ileri-geri sicrayan dijital
goriintiiler ve metin kodlaryla, genis zaman kipi icinde makineye
dayali olarak asin veri yiikli aglar iizerinde yok oluyor. Kapitalizmi
desifre eden giriiltiilii bir makine pargasi; kendi kodunu ¢ézen
“zaman” referansi tarafindan naklettigi herseyin icerigini filtreleyip
eriten, fiitursuz bir mekanizma.

Diger bilgi teknolojileriyle birlesmesine ragmen, prototip arayiizleri
yiiziinden h1z1 ve yogunlugu hala ekrana dayanmakta. Gelen veriler
artiyor, ancak alet “olmas1 gereken” arayiizlerle katmanlanarak
ayn1, eski makine/isletim mantigiyla isliyor.

Ayn1 anda cok sayida, farkli bilgi aktarmak lizere tasarlanmamis
olan televizyon, giincel dijital ortama ayak uydurmaya c¢alisiyor.
Ancak bir medya olarak tokezlemeye basliyor: ne sonsuz dijital
veri tasiyabiliyor, ne de artik geleneksel anlamda anlasilabiliyor;
garip bir seye doniisiiyor.

Geleneksel medya, yeni bilgi toplama ve paylasma yontemlerine
ayak uyduramiyor. Yine de “yeni” medya ile rekabet etmek zorunda
oldugunun farkinda: dyle bir yeni medya ki, eski medyanin bilgi
toplama, tutma, dagitma ve paylasma stratejilerine meydan okuyor.
Kontrolii elinde tutan mekanizmalar ve giicler, ister istemez
televizyon Ustiinde ekranlara siqgmayan bir yiik olusturuyor. Telegorsel
akis artik bu yiikii kaldiramiyor, bunu da agikca belli ediyor. Zamam

CONGESTION IN DATA FLOW*

There is a constant accumulation of information production. The
indexing protocols of information become more sophisticated each
and every day. Nevertheless, the channels to distribute information
are no longer sufficient. “The information” itself is becoming more
condensed and compressed, shorter and faster. Our perception
codes have been changing through various media,; we are trying
to adapt to the pace of information flow. We have been trained
to perceive several moving images and multiple messages at a
time. We are actually in a constant process of pursuing the
information flow, but even the enormous growth of new multimedia
mobile and wireless networks cannot keep up with the pace.

Among these various media, television is a piece of cult apparatus
with a momentum on par with the consumption mechanism of our
globalized world. The televisual flow is formatted for unconscious
addiction, providing toxins of curiosity in 72 dpi tablets. With
forward and backward leaps of digital images and text codes, the
overloaded data network offers virtual timelessness indexed to
real time and the machine. It is a noisy piece of machinery which
deciphers capitalism; a frantic mechanism which filters and melts
the context and content of everything that it conveys through the
‘time’ reference which decodes itself.

Despite the merge with other information technologies, its speed
and intensity still continues to be pinned to the screen through
prototypical interfaces. The data flow is mounting, but the apparatus
itself is transmitting data through the same machinery/operation
logic by “supposedly” layering interfaces.

Not deliberately designed for conveying plentiful and diverse
information at a time, television strives to adapt to the contemporary
digital milieu. Hence, televisual media wearily fails and mutates
into something that is neither capable of carrying infinite digital
data, nor graspable in the conventional manner.

Conventional media resists new methods of gathering and sharing
information. Yet it is well aware of the fact that it has to compete
with the “new” media: a new media which challenges the collecting,
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Erhan Muratoglu, I/0 Information Overbloated, © 2006
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mimkiin olan en kiigiik parcalara bolerek yiikli verileri sigdirmak
mimkiin olmuyor. Zira artik insan algisinin boyutlarini coktan
asmis durumda.

*Metin, “Congestion in data flow: I/0 Information Overbloated”, Static Issue 02: Trafficking,
Basak Senova, editor: Irini Marinaki ve Konstantinos Stefanis, London Consortium, 2006”dan
alinmistir.

http://static.londonconsortium.com/issue02

possessing, distributing and sharing strategies of old media.
Controlling mechanisms and powers unintentionally pressurize
television to bear a load that just can’t fit through the screen.
Televisual flow can no longer bear the load, and this shows.
Dividing the timeline into the smallest possible time-frames does
not help in cramming the massive data; it has already travelled
far beyond the limits of human perception.

*The text is extracted from “Congestion in data flow: I/0 Information Overbloated”, Static
Issue 02: Trafficking, Basak Senova, ed. by Irini Marinaki and Konstantinos Stefanis, London
Consortium, 2006.

http://static.londonconsortium.com/issue02
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KAYITSIZ

“... yabanc> ve uzak olduru halde empati kutusu arac>bmyla
amnda ulafblabilir olan bir yer”.
Philip K. Dick, Androidler Elektrikli Koyun mu Sayarlar?, 1967

Mekan kavraminin algi yoluyla yeniden kurulumu duyularimiz,
bellek, tarih, bilin¢ hatta teknoloji gibi bircok veriyle kesintiye
ugramaksizin devam eden bir siirectir. Kaydedilmesi imkansiz, anlik
fragmanlardan olusur. Gegici, degistirilmis, tasarlanmis, yiiklenmis
fragmanlar.

Mekanla ilgili kabul goren herhangi bir algilamanin
tarihsellestirilmesi ve siyasallastirilmasi kaginilmazdir. Mekan
bireysel olarak algilamamiza ragmen, bu algiy1 kodlanmis toplu
“gerceklik” olarak es zamanda tekrar isleriz. Yine de bircok gerceklik
vardir, dolayisiyla “kodlanmis olmasi”, “bir tek” tarih ve/veya
bellek yaratmak icin yeterli degildir. Ayn1 mantikla, herhangi bir
sey kaydetmenin miimkiin olabilecegini diisiinmek yaniltici olur.
Kaydetmek 6znel bir eylemdir; her bir kayit islenmemis verinin
tiimiiyle geligmis bir sonuca doniistiiriilmesini gerektirir ve bu
sonucun her zaman icin sinirlar belirlenmistir. Tekrar harekete
gecebilen tek algi, mekanin yarattigr degil, bizim kodlanmis
gercekliklerimizle ve olaylarla oriili “yapilandirilmis” bellegimizle
olusandir. Herhangi bir tanimli “mekan” devamli degisim icindedir
—h1z1 ne olursa olsun. Ne var ki, bu tanim bizim gercekliklerimizi,
diinyay1 nasil algilayacagimizi, hayatimizi bu gerceklikler iizerinden
nasil yasayacagimiz1 belirler.

Bu baglamda, “Kayitsiz” sergisi, bizi kusatan gerceklikleri
algilayisimizda 6nemli bir etken olan mekan kavramini ele aliyor.
izleyiciyi, icinde bulundugu fiziksel mekandan koparip, islerin
kurdugu mekanlarin gercekligine yonlendirmek amaciyla tasarlanip
dondstiiriilen galeri mekani, izleyicinin gorsel ve isitsel algisiyla
veri aligverisini en aza indirgiyor. Mekanin karartilmasiyla (i) galeri
mekaninin fiziksel verilerini silmek?, (ii) birbirine es karanlik

1- Basit miidahalelerle -,galeri mekanmini duvarlarla bélerek, bazi kisimlarini kapatarak,
duvarlan siyaha, tavam koyu griye boyayarak, zemini siyah haliyla kaplayarak, giriste
izleyicinin yolunu kesip, galeriye girme ydnlerini belirleyen duvar Grerek.

UNRECORDED

“...but that of some place alien, distant, and yet, by means of
the empathy box, instantly available”.
Philip K. Dick, Do Androids Dream of Electric Sheep?, 1967

The perceptual re-construction of the notion of “space” is a
continuous process, generated by diverse inputs such as our senses,
memory, history, consciousness, as well as technology. It is a
process, consisting of momentary fragments that are impossible
to record. They are temporary, augmented, designed, and loaded.

It is inevitable for any affirmative perception of space to be
historicized and politicized. Indeed, we do perceive any aspect of
a space “individually”, but simultaneously re-process this perception
as coded collective “reality”. Yet, there are multiple realities,
therefore being “coded” is not enough to produce “a single” history
and/or memory. In the same line of thought, to subscribe to any
kind of “recording” would also be an illusionary act. Recording is
a subjective act as each recording requires a transformation of
raw data into a fully enhanced result and this result is always
framed. The only perception that can be re-enacted derives from
our coded realities and from our own “constructed” memory of
events, not necessarily constituent of “spaces”. Any defined “space”
is in a flux of change -whatever its pace. Yet, the very definition
determines our realities, how we perceive the world, and live our
life through these realities.

In this respect, the exhibition “Unrecorded” looks at the notion
of space as a decisive factor in our perception of the realities that
surround us. The exhibition space is deliberately designed to
minimize the interaction between the data input of physical space
and the audio-visual senses of the viewer, pulling the viewer into
the realm of each work. The deployment of darkness serves to (i)
erase the traces of the actual space?; (ii) to create a sense of

1- Through simple interventions -building walls, closing certain parts down, painting the
walls black and the ceilings dark grey, using black carpeting, and changing the direction
of the entrance.
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koridorlarla yon duygusunu kaybettirmek?, (iii) havada asili olma
hissi yaratarak, mekandan isleri koparmak amaclandi. Bu dogrultuda,
her bir is digerine yonlendirerek, her izleyicinin farkli bir rota
¢izmesini sagliyor. Bicim, boyut ve dlcek olarak farkli odalar/mekanlar
labirent benzeri catallanan koridorlara agiliyor. Ayricalikli bir
acidan mekanin tamamini gorme sans1 olmadig icin, izleyici
mekanin bir parcasi haline geliyor ve bir sonraki duraginin neye
benzedigini hicbir zaman tahmin edemiyor. Ortacaga ya da Barok
déneme ait bahcelere referansla, Kristian Veel “labirentin kontrol
edilen diizensizligin bir parcast oldugunu” belirtir (2006: 6). Ancak
bu tasanmda, izleyicide karmasaya diismeden -birden fazla ¢ikis
yolu vererek- diizen ve kontrol hissi —hatta g6zetleniyor olma
hissi- yaratmak amaclanmistir. Dahasi, her bir is bir “network”iin
digerlerinden bagimsiz diigiim noktasi olarak ayn
odalarda/gecislerde/mekanlarda konumlanmistir. Bu networkte
sergideki isler her bir izleyicinin “okuma”sina bagl olarak mekan-
zaman uzaminda yeniden yerlesiyor, birbirleriyle yeni linkler kurarak,
alternatif izlekler sunuyorlar.

2- Yine de, serginin yonlendirme sistemi yalin ve olabildigince acik olarak tasarlanmistir.

disorientation by creating identical dark corridors?; (iii) to isolate
works from the space through creating a floating effect. Thus,
each and every work leads to another, through a unique navigation
established by each viewer. A multi-path maze-like corridors open
up to rooms/spaces differing in shape, size and scale. Therefore,
the viewer can never estimate what the next stop will look like,
since there is no possibility for the viewer to see the totality of
the space from a privileged perspective; s/he is always in it,
therefore becomes a part of it. In referring to medieval and
baroque gardens, Kristian Veel points out that 'the labyrinth was
regarded as a controlled piece of disorder' (2006: 6). Yet, in this
design, the aim is to raise the feeling of control -even surveillance-
and order over the viewer, but without creating the sense of
confusion -enabled by the existence of multiple exit routes.
Moreover, each work is located in a separate room/passage/space
as independent nodes of a network. In this network, works in the
exhibition are re-positioned, re-linked in space-time relative to
the “reading” done by each viewer, building alternative paths.

2- Still, the exhibition's navigation system was designed to be simple and open.
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Los koridorlarin duvarlarinda, yeri yakin olarak yerlestirilen kirmzi
spotlar izlendiklendiklerinde islere ulastinyor. izleyiciye 6n bilgi
ya da harita verilmiyor. Boylece, izleyicinin dikkati, onu tekil bir
deneyimle kendi sectigi rotadaki isleri, kuracadi diizeni ve her isin
oldugu ayn mekanlarda ne kadar zaman gecirecegini belirliyor.
Kirmiz1 LED’lerden olusan isimlikler, mekanin kayitsiz belledine es,
sabitlenemiyor, siirekli akiyor.

Serginin mekansal tasarimiyla kosut olarak, isler “mekan” kavraminin
tutarsiz olusumunu vurguluyor. Sergilenen isler, kendi arayis yollar,
gozlemleri ve yaklasgimlanyla, algr kodlarini ¢oziip yeniden
kurguluyor. Bu isler, mekanin fiziksel yapisini, “medyatize” edilmis
mekanin icerigini, gercekliklerin ve mekan algilarinin catismasini,
durumlar ve mekanlari, enformasyonun akisini, anlatiyla kurulan
mekanlarn sorguluyor.

Daniel Garcia Andujarin isi “Hack Manzara”, mekan ikiye ayirarak
isliyor: disansi ve igerisi. Disaris1, icerisine pencereler -fiziksel
pencere ve iiciincii pencere olarak ekranlar- yoluyla hiikmediyor3.

3- Paul Virilio “liglincii pencere” terimini diinyay1 tastyan anne rahmini simiile eden televizyon
metaforu olarak kullanir.

The corridors are dimly lit with red spotlights on the walls near
the floor, which, when followed, lead to the works. No map or any
other prior information is made available to the viewer, so the
viewer's attention provides her/him with a unique experience
through the navigational route s/he chooses, the order of the
works visited, and the time s/he chooses to spend in each node.
Thus, the nametags are made out of red LED, and the text/info,
just like the unrecorded memory of a space, does not freeze, but
rolls recurrently.

Parallel to the spatial design of the exhibition, the works underline
the vacillated constitution of “space” as a notion. These works

unfold and restructure all possible perceptual codes regarding the
notion of the “space” through their own inspections, observations,
and approaches. They present questions regarding the physicality
of the space; the content of mediatized spaces; the clashes between
realities and perception of spaces; spaces and situations, where

a previously ascribed meaning is discharged; and narrative spaces.
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Icerideki izleyici/kullamici/konuk “hack” edilmis manzaranin “simdiki
zaman” goriintiilerini yaratabilir. Bu manzaralarin simdiki zamanda
olma hali, ayn1 televizyon gibi canli yayin olma &zelliginden
kaynaklanir. Ne var ki, katiim durumu gdze alindiginda boyle bir
aygit i¢in simdiki zamanda olma halinin yaniltic1 bir varsayim
oldugu gordilir.

Arag gerecler ve teknik miidahaleler kaydetme, aktarma, ve yayin
alma siireclerine dahil edildigi icin televizyonun yayininin ya da
herhangi bir kameranin simdiki zamanda olma halinin herhangi bir
goriintiiniin dolaysiz aktarilan asli i¢in kanit olusturmasi miimkiin
degildir. Telegdrsel goriintii zaman ve mekanla ilgili karelerin
“sonrasinda” ya da “Oncesinde” iretilmez; zaten bunlar aygitin
calisma odlciitleridir4. Dolayisiyla, goriintiiniin ve sesin elektronik
tiretimi televizyon ekraninda ve canli kamerada potansiyel olarak

4- Richard Dienst televizyonun ¢alisma &lgiitlerini iki kavram lizerinden agiklar: “duragan
zaman” ve “otomatik zaman”. Duragan zaman “mekanik hareketlerle bir goriintiiniin

hareketinin bélinmesidir”, otomatik zaman ise “baska bir mekanik hareketle, bir hareketin
eklemlenmesidir.” (1994: 159-160). Otomatik zaman devamliligi imlerken, duragan zaman
goriintii kiimelerini biraraya getirerek, diizenleyerek, birlestirerek goriintiyii dilimlere ayinr.

Daniel Garcia Andujar's work, “Hack Landscape”, operates by
dividing the space into two: the outside and inside. The outside
dominates the inside through windows -an actual window and
screens that form a third window3. The viewer/user/guest in the
inside is able to generate “present time” projections of “hacked”
landscapes - images hacked from live cameras. The present-ness
of these landscapes seem to be inhabited in their faculty of being
a live broadcast, just like television. However, taking the instance
of participation as a point of convergence for the “live-ness” of
such an apparatus would be a deceptive deliberation. Since
instruments and technical manipulations are inserted in the
processes of recording, transmission, and reception, it is impossible
to consider the “live-ness” of television or any other camera to
be something direct and actual. The televisual image is not produced
“after” or “inside” its temporal and spatial frames; rather, these

3- Paul Virilio uses the term “third window” as a metaphor for television that simulates
the mother womb carrying the entire world.
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simdi ve buradadir. Deborah Esch simdiki zaman1, “yanlislikla
“canli” dedigimiz sinyalin, retorik, zamana bagl ve ideolojik
kosullar iizerine tepki vermekteki basarisizlig1” yoneten uygun
zaman kipi olarak agiklar. (1993: 76). Andujarin isi kaginilmaz
olarak “telegdrsel gerceklik ve alginin canli olma haliyle kurulmasina”
dayanan savin icerdigi yanlistikla ilgili sorgulamalari iceriyor.

Bu is ayn1 zamanda bizi gozetleyen giivenlik kameralarin1 da hack
ediyor. 0 zaman hack etmek ne demek? Kim kimi gozetliyor? Hack
etmenin fiziksel ve etik sinirlar nasil tanimlanabilir? Google
sonuclan her ne kadar bhinlerce kamera secenedi sunsa da hack
etme Ozgiirliigii kameralarin konumlari ve hareketleriyle sinirlidir.
Bu isle izleyici, daima “simdiki zaman”da diinyadaki herhangi bir
yeri ve istedigi zaman dilimini secebilir.

are working dimensions of apparatus*. Thereby, the present-ness
of electronic productions of image and sound are potentially always
present on the television screen, and likewise on live camera.
Deborah Esch elucidates “the present” as the appropriate time
which could direct “the failure to reflect on the rhetorical, temporal,
and ideological conditions of the signals we mistakenly call 'live"”
(1993: 76). Andujar's work inevitably raises questions about this
mistake that consists in the argument of “televised reality and
the perception constructed by this live-ness”.

The work, at the same time, hacks surveillance cameras that monitor
us. What is hacking, then? Who monitors who? Who hacks who?
And what are the physical and ethical limits/borders of hacking?
This freedom of hacking is also limited by the locations and

4- Richard Dienst explains the working dimensions of television through two concepts:
“still time” and “automatic time”. Still time is the “breaking of one movement of images
by a kind of mechanical movement”, whereas automatic time is “the extension of a
movement by another kind of mechanical movement”. (1994: 159-160). While automatic
time refers to continuity by gathering, arranging and combining sets of images, still time
slices off images.
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Ancak veri akiswyla ilintili bu “simdiki zaman”, seyirlik i¢in giderek
bilyliyen taleple dogru orantilidir. “Simdiki zaman”, veri akigini
olas1 kilan araglarin dinamigi sayesinde, enformasyon ve yanlis
enformasyonun esitlendigi agin enformasyon yiiklemesiyle de ayni
zamanda ilgilidir. Bu dogrultuda, Zhou Hongxiang'in videosu
“Kirmiz1 Bayrak Dalgalanir” (Honggi Piao) bir arama motoru gibi,
sira takip etmeksizin birbiri ardina sorular yoneltir. Ikonlar,
semboller ve cogu metaforik sahneler seklinde verilen yanitlar,
arama motorundan ¢ikan slogan, deyimler ve ilkelerden olusan
sonuglar gibidir. Her sahne, olusan bakis a¢isini sézel anlatim
cercevesinde gosteren bir zaman-mekan gercekligi olusturur. Boylece
bu video, yonetimin zorunlu gordiigii gergeklikten sapan ve bunu
kiran baska gercekleri olusturabilecek birgok alternatif yol onerir.
Ulke yonetimine yoneltilen bunun gibi tehditler, Cin hiikiimetinin
Google arama motorunu yasaklamasina yol agmistir.

Kate Armstrong’un isi “Yol”da, gercekte var olmayan “bir mekan”
ve anonim bir sahisla ilgili anmilar yaratarak, burada “okuyucu”
roliinde olan izleyicinin kendi zihninde fiziksel mekan1 tamamlamasim
amaclar. Isin diizenlenis sekli, seyircinin paternler yoluyla mekan1
olusturan tiim niteliksel bilesenleri kavramasina yol acar. Bu a¢idan
bakinca is tamamen paternleri bulmak, algilamak ve deneyimlemekle
ilgilidir. Bir kodun &ge kiimelerinin diizenlenmis bir sistemden
olusmas1 gibi, (bulunan, deneyimlenen, okunan, ve olusturulan)
bu paternler de her bir ziyaretle, anlatinin 6znesi anonim kisi ve
izleyicinin mekansal algilamasina dayanarak matematiksel bir
sistematige yeniden oturtulur. Armstrong’un isi de, diger isler gibi,
dogrusal bir cizgi ya da konu diizeni getirmekten kaginir. Ise
herhangi bir noktadan girip ¢tkmak miimkiindiir. Bu yap1, kaginilmaz
olarak, ayrint1 seviyesinin tiimiiyle “okuyucu”nun igine girdigi
miktarda belirlendigi, aglarla oriilmis, birbirine bagli mekanlardan
olusur.

Banu Cennetoglu'nun 151kl kutusu “Aksakisleyenler #6”, tarihle
yiikli olan Anitkabir'den bir kesit gosterir. 45 derecelik bir agiyla
mekana yerlestirilen 1s1kl1 kutuya izleyici yukandan bakar, bu ag1
izleyenin algisin1 yonlendirmeye baslar. Sonra, ayrintilar yavas
yavas izleyiciyi rahatsiz etmeye devam eder: fotograftaki insanlardan
daha iri ve uzun olan ¢imler; bu resmi mekan i¢in uygun olmayan,

capacity of the cameras, despite the Google results which offer
thousands of camera options to choose from. In this case, the
viewer can potentially choose amongst various time slices and
locations from all over the globe in the very “present” time.

Yet, this present time is correlated with the data stream which
depends on the rising demand of the spectacle. It also corresponds
with the overloaded information where information and
disinformation are equalized by the dynamics of an apparatus
which enables data streaming. In the same line of thought, Zhou
Hongxiang's video work "The Red Flag Flies" (Hongqi Piao) acts
like a search engine, asking numerous successive questions regardless
of order. The answers in the form of iconic, symbolic, and mostly
metaphorical scenes, are like search results that display slogans,
idioms and mottos. Each scene constructs a space-time reality
that visualizes the constructed perspective within the realm of
oral narratives. Thus, the work offers many alternative paths that
might lead to many other alternative realities that would bend
and break the rigid frames of the reality dictated by authority.
Such threats to the domination of the country has brought on the
Chinese government's ongoing ban of the Google search engine.

Likewise, Kate Armstrong's work, “Path”, constructs a fabricated
memory “of a space” as well as of an anonymous person, and
expects the viewer, who is “a reader” in this work's context, to
complete the physicality of the space in their minds. The
organization of the work enforces the audience to grasp all the
qualitative components that constitute space through patterns.
In this respect, this work is all about detecting, perceiving, and
experiencing patterns. Just like a code being an organized system
of a set of elements, these (detected, experienced, read, constructed)
patterns are mathematically systemized on each visit, and are
based on the spatial perception of “the anonymous” person in the
work and viewer. Armstrong's work refrains from dictating a linear
order and/or plot organization, as do the other works in the
exhibition. It is absolutely possible to enter and exit the work
from any point of preference. This structure inevitably constructs
an interwoven web of interconnected spaces, where the quality of
intricacy is fully dependent on the immersion of “the reader”.
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gelisigiizel giyimli insanlar, kolunda pazar cantasiyla gelen bir
ziyaretci; bayrak direginin tasmis boyasi. Fotograflanan, bir makettir,
mekanin kendisi degildir; her seye ragmen bu yalnizca bir fotograftir.

Kati London, Thomas Duc, Laila El-Haddad, Dan Phiffer ve Mushon
Zer-Aviv tarafindan gergeklestirilen bir proje olan “You are not
here” (Burada Degilsiniz), sozli hikayelerle haritalar tistiindeki
noktalan birlestirir. Gergek bir mekanla baglant1 kurarak haritadaki
herhangi bir noktayr gérmeye calismak zaten yeterince zor bir istir.
Ancak burada izleyicinin daha once hi¢ gormedigi bir yeri
canlandirmaya calismasi daha da fazla ¢caba gerektirir. Bu i, mesafe
ve sinirlar yok etmenin “imkansizliginin” altim1 ¢izer. Farklilik ve
mesafe yalnizca fiziksel degil, aym1 zamanda zihinseldir. Haritalar
esliginde, turizm stratejisiyle islenen ayrintili anlatim ve tarihsel
veriler, aradaki mesafeyi iyice acarak kiiltiirler, cografyalar ve
toplumlar arasindaki kayitsizligin da boyutlarina dikkat ceker.

Ali Taptik'in fotograflan biraraya getirilince bir seri veya biitiinlik
olusturmaz. Dolayisiyla bu fotograflar anlatima dayali
“fotografciigin” belgesel yapisina aykindir. Aynntilardaki zenginlige
ragmen zaman-mekan koordinatlarn konusunda herhangi bir ipucu
vermezler. Yerlestirilmis bellek sahnelerinin anilar olusturmas:
gibi, fotograflardaki ayrintilar da izleyicinin kendi anlatimim
yapilandiracak anilarn harekete gecirir. Bu kareler izleyiciyi igine
cekmez; birbiriyle ve izleyiciyle olan mesafeyi korurlar. Tekinsiz.
Tanimlanmamis. Kayitsiz.

Negar Tahsili'nin videosu ise tim zamanlarin en cok kaydedilen
olayina kendi yorumunu kurnazca yansitir. 9/11 olay1, medya
tarihinin en cok kopyalanip dagitilan goriintiisii haline gelmistir.
Bdylece bu olay medya goriintiileri sayesinde diinyadaki kollektif
hafizaya kazinmistir. Buna ragmen, bu olay farkli cografyalarda
farkl algilanmistir. Tahsili'nin kisa videosu, kurmaca bir diinya
haritas1 iizerinde diinya goriisii benzesen bélgeleri imleyen sinirlan
gosterir. Televizyon haberlerinden alinan ses kayitlar, iyi bilinen
ve neredeyse jenerik hale gelen felaketlerin goriintiisiinii ¢agnstirr:
hava bombardimanlan, patlamalar, caresizlik icinde aglayan ve
bagiran insanlar. Ancak Tahsili'nin videosunda bu goriintiiler yer
almaz. Kamera, el ¢izimi bir harita listiinde kiimeler halinde hareket

Banu Cennetoglu's light box, “Dsyfunctionals #6”, displays a
segment from a historically charged place - Anitkabir, the
monumental mausoleum of Mustafa Kemal Atatiirk, located in the
capital city of Turkey. The light box greets the viewer from a 45
degree angle and starts it's perceptual play with the viewer as the
viewer looks at the box from above. Then, one by one, the details
begin to agitate the viewer: the length of the grass in comparison
with the people in the photograph; the casual outfits of the
visitors; the market bag carried by one of the visitors in this formal
site; the careless paint on the flagpole. It is a maquette of the
site, not the site itself; yet, it is just a photograph.

“You are not here”, a project by Kati London, Thomas Duc, Laila
El-Haddad, Dan Phiffer, and Mushon Zer-Aviv, connects spots on
maps through oral stories. Visualizing a spot on a map through
the attempt of forming an association with an actual place is in
itself a challenging act, but this time the visualization process
requires further effort since the spot corresponding to the location
has never been seen and visited before by the viewer. The work
underlines the “impossibility” of diminishing distances and borders.
The difference and distance are not only physical, but also mental.
The detailed narration and historical data (which follows a tourism
strategy), accompanied by maps, increases the gap and the
awareness regarding the scale of indifference amongst cultures,
geographies and societies.

Ali Taptik's photographs do not indicate a series and/or form a
unity when arrayed. Hence, these photographs are controversial
to the documentary nature of “photography”, which is based on
narration. Although they are rich with detail, they do not give
any clue about their time-space coordinates. In the same way that
implanted memory vignettes ground memory sets, the details in
the photographs activate the viewer's memory to construct her/his
own narration. These frames are not immersive; they keep their
distance with each other and with the viewer. Uncanny. Undefined.
Unrecorded.

On the other hand, Negar Tahsili's video work wittily reflects her
conception of probably the most recorded event of all times. The
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eden demir tozlarini takip eder. Goriinmez bir gii¢ tarafindan
bilylilenmiscesine hareket eden demir tozlar, bilingsizce hareket
ederler. Kitalar gecerek, diger demir tozlaryla baska intikam
saldirilarina yol acacak carpigmalara girisirler. Sonunda, aslinda
“bir 6zden” gelen bu tanecikler, kaginilmaz sonlan olan yok
oluslanyla yiizlesirler.

Daha genis bir boyuttan bakildiginda, sergi mekaninin fiziksel
sinirlar, bilgi akisin sinirlayip kisitlamaz. Tam tersine, pek cok
anlam tasiyan say1s1z mekana agilan sonsuz kap1 ve kestirme sunar.
Sinmirl mekanlarda toplanan tiim bilgiler, biraraya gelerek yeni bir
varlik olustururken, izleyicinin zihninde yavas yavas anlasilabilir
hale gelir. Algilamanin iist boyutlarinda ele alindiginda “Kayitsiz”
sergisi, birbiriyle bircok seviye ve katmanda birlesebilme potansiyeli
tagiyan anlatimlarin olusturdugu biitiinsel bir anlatimin miitevaz
bir versiyonudur.

event of 9/11 has generated one of the most copied and distributed
images in media history. Thus, the event has haunted the collective
memory of the world through media imagery. Yet, the event has
never been regarded for its similarity to other events in different
geographies. Tahsili's short video displays a fictive world map with
slightly different borders which indicate like-minded territories.
The video's soundtrack and the sound effects, taken from news
footage, recalls the moving images of well-known and almost
generic types of devastation; air raids, blasts, people desperately
crying and shouting. Nevertheless, Tahsili's video does not display
any of those images. The camera follows a cluster of iron fillings
on a hand drawn world map. The magnetized iron fillings seem to
be mesmerized by an unseen power, and follow a trail of unconscious
flow. They cross over the continents to clash with other clusters
of iron fillings, leading to other raids of revenge. In the end, the
whole set of particles, which are in fact “of one essence”, face
their inevitable end of total annihilation.

In a heightened perspective, the ultimate boundary of the physical
exhibition space does not limit and restrict the flow of information.
On the contrary, it opens up endless gateways and shortcuts to
a multitude of spaces of many conceptions. The total amount of
information stored in finite spaces merges into a new entity, which
eventually builds up a sensible knowledge in the viewer's mind.
Within a higher level of perception, the exhibition “Unrecorded”
presents a modest version of a narrative, consisting of
interconnected narratives which carry the full potential of merging
with one another on multiple levels and layers.

Virilio, Paul. “The Third Window: An Interview with Paul Virilio”. Global Television. Int.
Jonathan Crary, Trans. Yvonne Shafir Eds. Cyntia Shneider and Brian Wallis. Cambridge;
Massachusetts; London: The MIT Press, 1991: 185-197.

Dienst, Richard. Still Life in Real Time: Theory After Television.: Post-Contemporary Interventions.
Eds. Stanley Fish and Fredric Jameson. Durham and London: Duke University Press, 1994.

Esch, Deborah. “No Time Like The Present”. Culture Lab 1. Ed. Brian Boigon. New York:
Princeton Architectural Press, 1993: 61-78.

Note: In Turkish, the word “kayitsiz” means
“indifferent” as well as “unrecorded”.
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BANU CENNETOGLU

AKSAK ISLEYENLER #6, 2003-2008

Anitkabir'in Cankaya yoniindeki 28 basamakli téren meydanina giris
merdivenlerinin ortasinda, yiiksek bir direk iizerinde Tiirk Bayrags
dalgalanir. Amerika'da 6zel olarak yaptirilan 33.53 metre
yiiksekligindeki bu diredin 4 metresi kaide altinda kalmaktadir.
Amerika'da yasayan Tiirk asilli Amerikan vatandasi Nazmi Cemal
tarafindan, kendi bayrak diregi fabrikasinda imal edilerek 1946
yilinda Anitkabir'e hediye edilmistir. Bayrak direginin kaidesinde
yer alan kabartmada, mesale Tiirk medeniyetini, kili¢ taarruz giiciindi,
migfer savunma giiciinii, mese dali zaferi, zeytin dali ise baris
simgelemektedir. Kabartma Kenan Yontug'un eseridir.

DSYFUNCTIONALS #6, 2003-2008

Situated at the center, atop the 28 steps facing Cankaya that lead
up to the ceremonial grounds of Anitkabir, the Turkish flag flies
on a high flagpole. 4 meters of the 33.53 meter-long flagpole,
custom made in the United States, remains under a pedestal. The
flagpole was manufactured by Nazmi Cemal, an American citizen
of Turkish origin, in his own flagpole factory, and presented to
Anitkabir in 1946. On the pedestal is a relief where Turkish
civilization is symbolized by a torch, offensive military strenght
by a sword, defensive military strenght by a helmet, victory by an
oak branch, and peace by an olive branch. The relief is the work
of Kenan Yontug.
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DANIEL GARCiA ANDUJAR

HACK MANZARA, 2006-2008

Daniel G. Anddjar ve Technologies To The People (TTTP - Halk igin
Teknolojiler), ceviri gibi, temsil ettikleri toplumdaki sanal iletisim
ve bilgi aglarinin gelistirilmesi ve kullanilmas1 konularina 6zel ilgi
duymaktadir.

Halk icin teknolojiler, halkin belli bir kesiminin 6zel ihtiyaclarim
karsilamak amaciyla, sanal araclarla, bedava erisim saglar.
Foucault'nun kendi kitaplar i¢in 6nerdigi "arac-gereg kutusu"
benzeri kullanim prensibinin tam anlamiyla uyarlandig1 - bilimsel
olmaktan cok sosyal olan, diisiiniip tasinmak yerine daha ¢ok
katilimc1 olmayr segen bir teknolojinin, felsefenin yerini ald1g1-
e-projeler gelistirirler.

Bu e-projeler 0zgiir sanal alanlar olduklarindan, kullanicilar arasinda
gergek diyalektik ¢atismalar olusmasina yol agarlar: Toplumun bir
“mimesis”ini kurarak anlasmazliklara ¢6ziim getiren bir mikro-
topluluk.

Erisilebilirlik, bireysellik, giivenlik vb. gibi unsurlar, bu toplumu
olusturan diinyay1 genis secenekler arasindan ve 6zgiirce secerek
kurabilme olanagin1 sunar.

Bu kurulum, elbette ki, varolan kiiltiirel modellerin gercek
gereksinimlere gore uyarlanarak, her kullanicinin kendi ihtiyacina,
zevkine ya da tercihine gore sosyal ortamini organize etmesine
dayalidir.

Bu anlamda Hack Landscape, kisisellestirilmis araglarin
gelistirilmesinde bir asamay1 daha temsil eder ve sembolik bir
bakis acisindan, sosyal ortamin kendisinden tiireyen bir sosyal
modeli en iyi temsil eden enstalasyonlardan birini olusturur.

Karsit goriisler arasindaki geliski en bastan kendini gosterir.
Projeksiyon sisteminin goriiniir olmasiyla, odanin i¢ mekaninin

sagladig yanilsama arasinda olusan karsit etkiye; projeksiyonla
yansitilan gorsel-isitsel materyalin kurgu ve gerceklik arasinda

HACK LANDSCAPE, 2006-2008

Daniel G. Anddjar and Technologies To The People (TTTP) have
taken particular interest in the development and use of virtual
communication and information networks, such as translation, at
the level of society in which they originate and which they
represent.

Their e-projects set out to respond to specific genuine needs of
a certain sector of the population, through instruments based on
virtuality, free access, and an almost literal transcription of the
Foucaultian "tool box", where philosophy is replaced by a type of
technology that is more social than scientific, more participatory
than contemplative.

As they are virtual spaces of freedom, they become places that
generate real dialectic conflicts between users: a micro-society
that settles its differences as a mimesis of society.

Elements such as accessibility, individuality, security, etc. lead
to the possibility of constructing the surrounding world around
the space, with the added advantage of a wide range of options
and free selection.

Obviously, this construction is based on existing cultural models
tailored to the real demands of each user, including the organisation
of their milieu in accordance with their needs, tastes or preferences.

In this respect, Hack Landscape signifies one more stage in the
development of personalized tools and perhaps constitutes one of
the installations that best demonstrates, from a symbolic point
of view, this social model supported around the construction of
the milieu itself.

The conflict between antagonists is clear from the very beginning.
In addition to the aforementioned opposing effect between the

visible structure of the projection mechanism and the illusion
maintained from the room interior, we can also add the opposing

DANIEL GARCIA ANDUJAR

gidip gelmesi durumu, i¢/dis, ic mekan/dis

mekan, 151k/gdlge, vb. arasindaki siirekli oyun, bir diger yandan,
gercek olan ve olmayan arasinda oteden beri siiregelen ikilem de
eklenebilir.

Buna, bize gergek olarak sunulan ile bizim yanlis oldugunu
kesfettigimiz seyler de dahildir.

Kiiltiirel ve kisisel yapilara sahip olan bu iki kavram, genelde yarar
veya kusurlar barindinr: iyilik genelde gergek olmakla bagdastinlir,
yanlis ve gercek olmayansa kotiiliik ve itaatsizlikle (bir baska hatal
ve ilging yakistirmayla) bagdastinlir.

effects of the alternation between fiction and the reality of the
projected audiovisual material, the continuous play between
inside/outside, interior/exterior, light/shadow, etc., and the
eternal dichotomy between truth and untruth.

Or between what is offered to us as true and that which we discover
to be false.

These two formal concepts, possessing a cultural and subjective
construction, are usually associated with virtues or defects:
goodness tends to be linked to truth, whereas falsity and untruths
are linked to evil or disobedience (another erroneous and
interestingly named concept).




DANIEL GARCIA ANDUJAR

Bu baglamda, siireg icerisinde tekrar tekrar ve sonsuza degin
tiretilip, yayilan teknoloji, dnceden belirlenen kargasalan yaratan
soylemleri kirmak iizere, i¢sel ideolojilerinin gercek eylemlerini
orten dis bir imge Gnerir.

Sonug olarak Hack Landscape, tek bir hiyerarsisi olmayan yatay
diizlemde, hem iceride olusturulan gergedi, hem de teknik ve
kavramsal gelisimine olanak veren fiziksel mekanizmay1 ortaya
cikarr.

Bu kisa analizi toparlarken, ortamin nasil yaratildig1 lizerine dikkat
cekme ve topluluk halinde hareket etmekten bireyselliGe gecerken
toplumun davranissal ve iliski kurma aliskanliklarini nasil
degistirdigine bakmanin 6nemli oldugunu vurgulamak gerekir.

Hack Landscape kesinlikle giiniimiiz toplumunun felakete siiriiklendigi
gorusint tagimaz.

Daha ziyade, uzaktan ve neredeyse objektif bir bicimde bakarak;

calisma alanimizla evsel cevremizi kisisellestirmemizi saglayan,
calisma ve kisisel yasantimiz arasinda eskiden beri siiregelen ayrilig
kaldiran, calistigimiz ve dinlendigimiz mekanlarn birbiri icinde
eriten yeni araglar tanitmay1 amaclar.

Ev/calisma yeri etrafindaki alani yaratirken, bu siire¢ dis mekam
temsil etme siirecinde bir adim daha ilerleyerek, onu sorgular.

Goriis alanimiz, bicimleri olduklarindan daha uzun gdsteren
“panoramik goriiniis”e mi indirgenmistir?

Yoksa, kiiltiirel bir olusumu, bir sentezi bu bicimde gérmek, resmin,
cercevenin, pencerenin ya da uctaki ekranin birebir gevirisi midir?

Siiphesiz, burada, heryerde oldugundan daha da fazla, sonun
baslangici, sorunun yaniti, tanimin bashigini olusturmaktadir.

In this context, technology is used, and in the process is propagated
ad infinitum, as an ideal tool for breaking up discourses designed
to cause predetermined confusion, to offer an external image that
conceals the real actions of its internal ideology.

As a result, Hack Landscape reveals, in a single horizontal and
dehierarchised plane, both the construction of the reality of the
interior and the physical machinery that makes its technical and
conceptual development possible.

By way of rounding off this very brief analysis, it is essential to
emphosize to the concept of creating the environment itself, to
the way in which society has changed its behavioural and
relationship-related habits in moving from collective uses to
individualised modes.

Hack Landscape is in no way a catastrophic vision of society today.

Rather, it attempts to demonstrate, somewhat remotely, almost
objectively, new tools for personalising the professional and
domestic environment, all the time fusing the historical separation
between our working lives and personal lives, or between the space
where we work and where we rest.

The creation of the space that surrounds this house/study takes
another step forward in the process of representing the exterior
and questions it.

Is our field of vision reduced to a panoramic view, to an oblong
format?

Or is this way of seeing a cultural construction, a synthesis, the
literal translation of the picture, frame, window or the screen in
the end?

Without question, more so in this than in any other case, the end
is the beginning, the question is the answer, the definition forms

part of the heading.

ALVARO DE LOS ANGELES







ZHOU HONGXIANG

KIRMIZI BAYRAK DALGALANIR, 2003

“Kirmiz1 Bayrak Dalgalanir” video calismasi mevcut olan gorsel ve
kavramsal algilamay1 sorulayarak, imgelerin giiciinii ifade edecek
yeni bir anlatim bulmaya caligir.

"Kirmiz1 Bayrak Dalgalanir”, simgesel ve mecazi imgeleriyle, bir
donemin fanatik - ayn1 zamanda gecici olmaya mahkum- konumunu
ortaya koymaya calisir. Mao’cu siirler, sloganlar ve ikonlar, goz
kamastirici bir ikonoklazm ile zaman ve mekan arasinda gegis
yapan, birbiriyle bagdasmayan canli tablolar olarak diizenlenmistir.
Video caligmasi, ne hikaye ne de belgesel niteligindedir. Dikkat
ceken bir hikaye ya da anlatim sistemi yoktur: sadece belli bir
kiiltiirel olguya odaklidir. Goriintiilerin yer ald1g1 alandan dahi
bagimsizdir.

Yiizy1lbik sinema tarihine ragmen, filmler hald ayn1 anlatim yontemleri
ve gorsellikle yonetilmektedir. “Kirmiz1 Bayrak Dalgalanir” ise
hikayesi olmayan bir gorsel sanat; diyalog olarak sloganlar kullanan
bir gorsel sanat; insanlarin simge olarak kullanildig1 kavramsal bir
gorsel sanat; ne basrolii ne de ufak rolleri olmayan, profesyonel

THE RED FLAG FLIES (HONGQI PIAO), 2003

The video essay, "The Red Flag Flies" (Honggqi Piao), questions
current aesthetic experiences and cognitive perception, and tries
to explore a new discourse on the power of images.

The "The Red Flag Flies", with its symbolized and metaphoric
images, tries to present a fanatical, yet fleeting status of an era.
Maoist poems, slogans and icons are reworked as incongruous
tableaux that move across time and place with dazzling iconoclasm.
The video essay is neither a narrative nor a documentary. There
is no perplexing story and narration system: it focuses on a certain
cultural phenomenon. It is even detached from its spatial references.

Despite cinema’s hundred year old history, we still direct movies
through the same narrative methods and aesthetic structures. "The
Red Flag Flies" is visual art without a story; visual art that uses
slogans as dialogues; a conceptual visual art with human beings
as symbols; a movie without leading or minor roles; a movie
without professional actors. "The Red Flag Flies" provides an
alternate reading method. The video essay treats 'image' as a

ZHOU HONGXIANG

oyunculan bulunmayan bir filmdir. “Kirmiz1 Bayrak Dalgalanir”
alternatif bir okuma ydntemi ortaya koyar. Bu video ¢aligmasi,
‘imge’yi kendi basina bir kiiltiirel strateji olarak isler. Simgesel ve
mecazi imgeleri, ulusal siirleri ve ikonlar1 onemli béliimlere
donistirtr. Filmin akigini, bu bolimlerin olusturdugu seslerin
siirekli ritmi belirler.

distinct cultural strategy. It transforms symbolized and metaphoric
images, national poems, slogans, and icons into critical episodes.
The flow of the film is directed by the continuous rhythm of sound
composed by these episodes.
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KATE ARMSTRONG

YOL. 12 CILTLIK BIR KITAP CALISMASI, 2008

Yol, 2005 ve 2007 yillar arasinda Montreal’de yasamis anonim bir
sahsin fiziksel hareketleriyle lretilen metinlere dayali 12 ciltlik
bir kitap calismasidir.

2 yil boyunca, ne zaman bu sahis halka a¢ik yerlerde kablosuz
internete baglansa, erisimi, bir dizi kurgusal karakterin yasamini
yansitan gorsel, kisisel, kavramsal ve alansal paternlerin varligini
gozler dniine seren metinler tarafindan isaretlendi.

Bu davranissal ve teknolojik irtibat noktalan zaman iginde birikerek,
sehirdeki bir yasantinin izledigi paterni hem yansitan hem de 6rten
karmasik bir dil olusturdu.

PATH. A GENERATIVE BOOKWORK IN 12 VOLUMES, 2008

Path is a 12 volume bookwork with text generated by the physical
movement of an anonymous individual living in the city of Montreal
between 2005 and 2007.

Each time this individual accessed the internet using public wi-
fi over the course of a 2 year period they were tagged with a
textual passage exploring themes of visual, personal, conceptual,
and spatial patterns as reflected in the lives of a set of fictional
characters.

Accumulating over time, these behavioral and technological points
of contact come to form an intricate fabric of language that both
reveals and conceals the pattern of a life lived in the city.
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ALI TAPTIK

Hepsi yerlestirilmis!
Onlar bir baskasinin anilar. Senin degil.

Ridley Scott’'un yonettigi “Blade Runner” (1982) filminden
alinmistir.

- Ben senin karin degilim.

- Bak sen flu ifle.

- Alt1 hafta dncesine kadar seni hi¢ gérmedim. Evliligimiz
hafizana yerlestirildi.

- Aptal m> sansyorsun beni? Duriinimizu hatrbyorum.

- Gizli servis yerlestirdi.

- Afbk oluflumuz.

- Yerlestirildi.

- Arkadafllarsm»z, iflim, birlikte gecirdiaimiz yllar. Tum bunlar
yerlefltirildi mi yani?

- Isin gercek. Gizli servis ayarladi.

Paul Verhoeven'in ydnettig “Total Recall” (1990) filminden
alinmistir.

“FRAGMANLAR”, 2005-2008
Fragmanlar. Kareler. Yerlestirilmis hafiza sahneleri.

Ali Taptik, zamana dayali referanslardan bagimsiz, neresi oldugu
belli olmayan kareler yakaliyor. Bilinmeyen durumlardan,
koordinatlardan alinmis yerlerden fragmanlar. Hem herseye
benziyorlar, hem de hig bir seye. Ayn1 boyutta siralaniyorlar, ancak
aralarindaki mesafe esit degil. Aralarinda mesafe siyahla kesintiye
ugruyor. Karanlik kesiyor. Yolculugun siiresini izleyenin belirledigi
yolculuklarin duraklar gibiler. Bu karelerdeki her bir ayrint1, her
bir izleyeni farkli bir yerden yakaliyor, bu yolculuklarini 6zgiin
kiliyor. Kare izleyicinin hafizasi oluveriyor. Yerlestirilerek.

BASAK SENOVA

-Implants!
Those aren't your memories. They're somebody else's.

Extracted from the film “Blade Runner”, 1982. Directed by
Ridley Scott.

- I'm not your wife.

- The hell you're not.

- I never saw you before six weeks ago. Our marriage is
just a memory implant.

- You think I'm stupid? | remember our wedding.

- It was an Agency implant.

- Falling in love.

- Implanted.

- Our friends, my job, years together. All of this was implanted?

- The job's real. The Agency set it up.

Extracted from the film “Total Recall”, 1990. Directed by
Paul Verhoeven

“FRAGMENTS”, 2005-2008.

Fragments. Frames. Implanted memory vignettes.

Ali Taptik captures frames, alluding to vague places, detached
from time-based references. They are fragments extracted from
unmapped situations and coordinates. They resemble anything,
and at the same time nothing. They are located on the same line,
are of the same length but with unequal distances between them.
Cut with black. Cut by the dark. They are like stops of a journey
in which the viewer determines the journey’s duration. Each and
every detail in these frames acts differently on the viewer and
makes each journey unique; turns the frames into the viewer’s own
memory. Implanted.
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NEGAR TAHSILI

“HEPSININ 0zZU AYNI...”, 2004

Isin bashigi, Iranl sair Sadi-i Sirazi'nin New York'taki Birlesmis
Milletler binasinin girisinde yer alan {inli siirinden alinmistir.

“Hepsinin 6zl ayn,

Zira yarabld>> cevher tektir;
Bir uzva gelecek elem
Goturdr timdinden huzuru”

“Hepsinin 6zii ayni...”, televziyonun filtreledigi farkli gerceklikleri
taklit ederek, algilarimizin nasil degisime ugratildigim, tarafsiz
bilginin nasil da biiylik bir yanilsama oldugunu gostermektedir.
Anime hikaye, gerceklik, insan, yer ve olaylar arasindaki belirgin
bosluklan ortaya koyarak, dogru kabul edilen herhangi bir dayatmaya
kars1 gosterilen belli belirsiz kars1 koymay1 ironik bir tonla yansitiyor.

BASAK SENOVA

“OF ONE ESSENCE", 2004

The title of the work is taken from the renowned poem of the
Persian poet Saadi, which has been used to grace the entrance to
the Hall of Nations of the United Nations building in New York.

"Of one Essence is the human race,
Thusly has Creation put the Base;
One Limb impacted is sufficient,
For all Others to feel the Mace."

The work operates by simulating diverse realities filtered by
televised media, clearly showing our altered perception and the
grand illusion of what is known as the objective reality of
information. The animated story demonstrates a subtle opposition
towards any kind of axiomatic imposition by revealing considerable
gaps within the perception of reality, people, places, and events.
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KATI LONDON & THOMAS DUC &

LAILA EL-HADDAD & DAN PHIFFER &

MUSHON ZER-AVIV

BURADA DEGILSINIZ, 2006-2008

Yer degistirme turizm acentesi “Burada Degisiniz”, sizleri New York
sokaklarinda dolasarak Bagdat turuna ¢ikmaya davet ediyor.
Bagdat'daki popiiler turist noktalarin1 bulmak igin tek yapacaginiz,
¢ift tarafli “Burada Dedisiniz” turist haritasini giinese tutarak
Bagdat'taki bu yerlerin New York’'ta hangi sokaklara denk geldigine
bakmaktir. Her mekana 6zgii bolgenin duvarlarinda, sokak lambas:
direklerinde ve kaldirimlarinda “Burada Degisiniz” isaretlerini
goreceksiniz. Bu isaretler, Bagdat'ta onemli bir turistik mekana
gelmis oldugunuzu gosterir ve arayabileceginiz “Burada Degisiniz”
turist yardim hattinin telefon numarasini verir. Cep telefonunuzla
yardim hattin1 aradiktan sonra, Amerikali profesyonel Orta Dogu
tur rehberlerimiz esiliginde tura ¢ikmak i¢in mekana 6zgii erisim
kodunu girin. Bagdat Miizesi'ni, Firdevs Meydani'ni, Mechul Asker
Anit1'n1 ve baska bir ¢ok popiiler turistik mekan1 ziyaret edin.

“Burada Degisiniz”, ayrnca blogcu ve gazeteci Laila El-Haddad
esiliginde Tel Aviv sokaklar iizerinden Gazze Sehri'ni gezebilmeniz
icin tur paketleri sunar. Laila size sehri gezdirecek ve tarihi
hamamlarin, Souk al-Zawya'nin (al-Zawya pazan) ve Bilyiik Omari
Cami’'nin gizemlerine gotiirecektir. Cift tarafli Gazze / Tel Aviv
haritamiz rehberliginde Bilinmeyen Asker Parki’ni, EL Isleri Koyiinii
ve Kathem’in dondurma diikkanin1 ziyaret edin.

“Burada Degisiniz”in amaci, iki sehir arasindaki benzerlikleri ve
celigkileri ortaya ¢ikarmaktir. Bagdat / New York ve Gazze / Tel
Aviv drneklerinde her c¢iftin birbiriyle duygusal baglarn bulunmakla
beraber, sosyal konumlar birbirinden kopuktur. ABD ve Israil'deki
kiiltiirel egilim, her iki Gilkenin halkinin isgalci olduklar yoniindeki
konumlarini reddetmesi ve isgal edilene kars1 sorumluluklarini
gozard1 etmesiyle sonuclandi. “Burada Degisiniz” bu kopuklukla
yiizlesmeyi ve birebir, insani boyutta bir tecriibeye araci olarak,
kisilerin ilgisinin tekrar olusmasini saglamay1 amacliyor.

YOU ARE NOT HERE, 2006-2008.

You Are Not Here, the dislocative tourism agency, invites you on
a tour of Baghdad walking through the streets of New York. Simply
hold the double-sided YANH tourist map up to the sun to find
Baghdad tourist hot spots as they correspond to the streets of
New York. At each site-specific location you'll find the You Are
Not Here signs on walls, light poles, and pavement around you.
These signs indicate that you have arrived at an important tourist
destination in Baghdad and include the phone number for the
YANH tourist hotline. After calling the hotline using your mobile
phone, enter the site-specific access code for a guided tour of
that Baghdad destination by one of our professional American tour
guides of the Middle East. Visit The Baghdad Museum, Firdos
Square, The Hands of Victory Monument and many other hot tourist
locations.

YANH also offers tour packages to experience Gaza City through
the streets of Tel Aviv, led by Palestinian blogger and journalist
Laila El-Haddad. Laila will show you around her city and uncover
the mysteries of the ancient baths, Souk al-Zawya and The Great
Omari Mosque. Walk through the Park of the Unknown Soldier, the
Arts & Crafts Village and Kathem'’s ice cream parlor, guided by our
two-sided tourist map of Gaza / Tel Aviv.

You Are Not Here attempts to expose the contrasts and similarities
between two cities. In both Baghdad / New York and Gaza City /
Tel Aviv, each pair are politically involved while emotionally and
socially detached from one another. The cultural tendencies within
the US and Israel have resulted in the public denying their roles
as the occupiers and a disengagement from responsibility to the
occupied. You Are Not Here hopes to challenge this detachment
and re-engage individuals by providing a mediated, one-to-one,
human-scale experience.
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LAILA EL-HADDAD & DAN PHIFFER
& MUSHON ZER-AVIV

SUNUM VE KONUSMA

YOU ARE NOT HERE (BURADA DEGILSINiZ)

6 Mart 2008 Persembe, Saat: 18.30

El-Haddad, Phiffer, ve Zer-Aviv You Are Not Here projesini sunarken,

askeri isgal ve buna direnisin ekseninde mekanin arabulucu yorumunu
tartistr.

PRESENTATION

YOU ARE NOT HERE

6 March 2008 Thursday, Time: 18.30

Laila El-Haddad, Dan Phiffer and Mushon Zer-Aviv presented the
You Are Not Here project and discuss the mediated interpretation

of space in the context of military occupation and the resistance
it induced.
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NAT MULLER

KONFERANS

ILIMLI GERCEKLIKLE ILIMLI ALANIN KARSILASMASI:
TAMAMLANMAMIS BiR SOZLUK YARATMA GIRISIMI

8 Mart 2008 Cumartesi, Saat: 15.00

Konferansta daginik temsil sistemleri, bilgi ve alansal kavramlar
arasindaki 1liml1 carpigmalart yorumlamak amaciyla kisisel bir
onerge olarak hazirlanmis olan sozliik ele alindi1. Bu sozliik,
tamamlanmamis, kisisel, alint1 ve tahminlerle doludur. Sunum igin
ozellikle tarihi ve giincel diinyanin ¢oktiigii, veri alam ve fiziksel
alanin birlestigi, ya da toplumsal ve kisisel sinirlarin belirsizlestigi
alanlanin gostergesi olan bes tane sozliik girisi secildi. Bu kavramlarin
her biri -“Gesture (Jest)”, “Kiosk (Kuliibe)”, “Leakage (S1zint1)”,
“Mobility (Hareketlilik)” ve “Zoning (Bolgelere Ayirmak)”- sanatsal
isler gosterilerek anlatildi. Orneklendirmek icin kullanlan isler
sunlardi: LIGNA’dan ‘I Amnotsterdam’, Georg Klein & Steffi
Weismann’dan ‘Takeaway’, Malak Helmy’den ‘How to make your
body double overnight at Koshk’, Gordan Savicic’den ‘Constrained
City’, Michelle Teran'dan ‘Life: a User’s Manual’ ve De Geuzen'den
‘Unravelling Histories'.

CONFERENCE

SOFT REALITY MEETS SOFT SPACE: AN ATTEMPT TOWARDS AN
INCOMPLETE GLOSSARY

8 March 2008 Saturday, Time: 15.00

The lecture deliberated on a subjective proposal for interpreting
the soft collisions between messy systems of representation,
information and spatial conceptions by means of a glossary. The
glossary is incomplete, subjective, riddled with quotes, and by
approximation. Five glossary entries were chosen for the
presentation, predominantly those which indicate spaces where
historical and present spheres collapse, where data space and
physical space converge, or where boundaries of public and private

become blurry. The notions were "Gesture", "Kiosk", "Leakage",
"Mobility" and "Zoning", and were each illustrated by art works.
The art worksrespectively were: ‘T Amnotsterdam’ by LIGNA,
‘Takeaway’ by Georg Klein & Steffi Weismann, Malak Helmy’s ‘How
to make your body double overnight at Koshk’, ‘Constrained City’
by Gordan Savicic, ‘Life: a User’'s Manual’ by Michelle Teran, and
De Geuzen's Unravelling Histories.
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DANIEL G. ANDUJAR

“BERABER YAPALIM” / DIT "DO IT TOGETHER" - ATOLYE SERISI

GERCEKLIGIN POSTKAPITAL ARSIVDEN ALGILANMASI
(TECHNOLOGIES TO THE PEOPLE [HALKA SUNULAN TEKNOLOJILER]
ADINA DANIEL G. ANDUJAR'DAN ATOLYE/TOPLANTI)

13-14 Mart 2008 Persembe, Cuma, Saat: 18.30
15 Mart 2008 Cumartesi, Saat: 15.00

Bu disiplinlerarasi atolye, kiiltiir yoneticileri, medya ¢alisanlar,
sanatgilar, bilim adamlan, akademisyenler ve aktivistler i¢in tasarim,
gorsel iletisim, sanat, medya ve kiiltiir gibi alanlan ele almaktadir.
Uc giin siiren bu at6lye calismasi, sanal kamusal alanda tahrip
edici ve katilimci networkler lizerine odaklanadi. Bu cercevede
“acik kaynak”, “bedava yazilim” ve “Hactivism” anahtar kavramlan
ele alindi.

Atdlyenin amaci, "toplum" yapis1 ve toplumdaki iletisim metodlarim
ve sonuclarni incelemektir. Ayrica, modern teknolojik iletisim
yontemlerini kullanarak artistik miidahelede bulunmayi ve bu yeni
"toplumsal" katihim modellerini test etmeyi amaclamaktadir.

DIT "DO IT TOGETHER" WORKSHOP SERIES

THE APPREHENSION OF REALITY FROM THE POSTCAPITAL ARCHIVE
(A 3 DAY PRACTICAL AND THEORETICAL WORKSHOP/MEETING BY
TECHNOLOGIES TO THE PEOPLE. DIRECTED BY DANIEL G. ANDUJAR)

13-14 March 2008 Thursday, Friday, Time: 18.30
15 March 2008 Saturday, Time: 15.00

This interdisciplinary workshop is open to cultural & media producers,
artists, scientists, theorists, activists, and anyone interested in
design, visual communication, art, media, and cultural sciences.
The objective of the workshop is to facilitate reflection upon the
structures of the "public" process, communication methods, and
the possibilities these present. It also aims to intervene artistically
using modern communication technology methods, and to test
new "public" participation models.

Our society, economy and culture are built on interests, values,
institutions and systems of representation that, in general terms,
limit creativity, confiscate and manipulate the artist's work, and
divert his energy towards a sterile confrontation and discouragement.

DANIEL G. ANDUJAR

Yasadigimiz toplum, icinde bulundugumuz ekonomi ve kiiltiirel
yap1, cogunlukla yaraticibigi kisitlayan, sanat¢inin islerine el koyup
manipiile ederek enerjisini kisir tartismalara yonlendiren ve yildiran
cikarlar, degerler ve kurumlardan olusur. Sanat yapabilmek igin,
etkin giicleri ortaya ¢ikarma cabalarinin yanisira, sanatin uzun
siirede ayakta kalabilmesine ve sanatseverler ve sanat kurumlarinin
Otesine ulagsmasina yardimci olacak sosyal iliski mekanizmalarn
kurmak gerekir. Yapisal degisimin ve toplumumuzda yer alan nemli
doniisimiin ayrilmaz bir parcasi olan internetin, diisiince ve iligki
kurma tarzimizdan, tiiketim, iiretim, ve ticarete kadar pek ¢ok
konuyu etkiledigi kesindir.

Sonug olarak, internet yaptigimiz herseyi etkiliyor. Internet elbette
ki bir toplumsal forumdur, ancak bu dijital alan yalnizca iletisim
saglamak amaciyla ortaya ¢ikmadi. Ayrica, sosyal iliskilere ve giice
dayali calismalar igin yeni bir sahne olusturdu. Daha dnemsiz
oyuncular da bu sahnede goriiniirliik elde edebiliyorlar. Kiiresel
ekonomide herhangi bir kurulus -icinde bulundugu yapiy1 temsil
etme giicii ne kadar kiigiik olursa olsun, yeni bilgi ve iletisim
teknolojilerinin olas1 kild1§1 ara¢ ve kaynaklar dogru kullanmak
suretiyle, kiiresel topluluk lizerinde giiclii bir etki olusturabilir.

The practice of art, while maintaining interest in revealing the
configurations of power, must also establish social relationship
mechanisms that help to ensure its long-term impact, and enable
it to carry its discourse beyond the restricted confines of art-
lovers and the institution itself. The internet is indissolubly linked
to the processes of structural change and the fundamental
transformation taking place in our society. Furthermore, it
undoubtedly modifies the way we think, relate to one another,
consume, produce, and trade.

In conclusion, the internet is transforming every activity that we
undertake. Despite being the public forum it undoubtedly is, the
internet's digital space has not simply emerged as a means of
enabling communication, but also as a new theatre for operations
defined by social and power relationships. And it is undoubtedly
a space where other actors can acquire visibility. In global economy,
any organisation -however small its fraction of representation
within the structure- can have a decisive influence in global
community through the efficient use of tools and resources offered
by new information and communications technologies.
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DANIEL G. ANDUJAR

1. BOLUM

Toplumsal Miidahele Yontemleri ve Stratejileri: Atélyede Daniel G.
Anddjar, sanatta temel miidahele yontemleri ve teorileri lizerinde
durarak, teori ve gercek uygulama arasindaki meydana gelebilecek
iliskiyi tartisacak.

2. BOLUM

Sanal “toplumsal” alandaki karsit ve katihimc1 aglar: acik kaynak,
bedava yazilim ve "Hactivism". Bu bélimde bedava iletisim “araglan”
tartisilacak: hedef gruplarina ulasma yontemleri ve bunun igin
gereken altyap1 ve teknolojiyi belirlemek.

3. BOLUM

Hitap Etme, Katilim, Bilgi Uretimi, Belgeleme, Arsivleme

* POSTKAPITAL arsiv projesi (1989-2001), Daniel G. Anddjar
tarafindan yaratilmig bir multimedya projesidir. Yayinlar, atolyeler,
videolar, kiitiiphane, internet baglantilan ve goriintii bankalarinda
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PART 1

Methods and Strategies of Public Intervention: In the workshop,
Daniel G. Anddjar reflects on basic, methodical and theoretical
ways of tackling an interventionist practice of art with workshop
students, and discusess optional interaction between theory and
actual implementation.

PART 2

Subversive and participative networks in the virtual "public" space:
open source, free software, and "Hactivism". The main emphasis
is on the implementation of free communication "tools": the means
of reaching target groups -either through participation or reception-,
and determining the required infrastructure and technology to
achieve this.

DANIEL G. ANDUJAR

bulunan belge ve kavramlarin ortaya ¢ikanlip kullanildigi, sanal
bir alanin olusturulmasidir.

PART 3

Addressing, Participation, Knowledge Production, Documentation,
Archiving

* The POSTCAPITAL archive project (1989-2001) is a multimedia
project conceived by Daniel G. Anddjar. It is the construction of
a visual space from which to put forward and confront documents
and concepts ramified into publications, workshops, videos,
libraries, internet connections, and image banks.
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JALAL TOUFIC

KONFERANS
BANA “KAL” DEDIN, BEN DE KALDIM.
31 Mart ve 1 Nisan 2008 Pazartesi, Sali, Saat: 18.30

Groundhog Day film gdsterimini takiben, Jalal Toufic irade ve
iradenin sonsuz tekerriirle olan iliskisi lizerine iki giine yayilan bir
konusma yapti.

“Irade’nin zorlugu, icinde yasadigi deneyimlerinin devamli olarak
tekrar halinde olmasi ve (bilgisayarlarin iirettigi kisilik maskeleri
takmak veya siirekli boliinen evrenin yarattigi kimlik maskelerini
takmak gibi) bu yiizden de ¢ikmaza girerek sayisizca defa kendi
kendini 6ldlirmesi olabilirken; bunun diger bir tarafi, kisinin
kazandigi iradenin, o andan itibaren her olan olayr hem kabul
etmesi gerektigi (hatta bu bir felaket olsa bile), hem de onu (¢iinki
gercek irade, varolma mekanizmasinin modunu secebilmek igindir
ve bu da otomatik olarak herhangi bir olayin varolabilmesini
imkansiz kilar, yeter ki o sonsuza dek tekrarlanmis olarak iradeyle
istenmis olsun) teyid etmesi gerektiginin getirdigi birseyin sonsuza
dek tekrar tekrar olusup geri gelmesiyle ilgili olarak: amor fati -
birinin kendi talihini sevmesi halidir”.

CONFERENCE

YOU SAID “STAY,” SO I STAYED

31 March and 1 April 2008 Monday, Tuesday, Time: 18.30

Attending to the film Groundhog Day, Jalal Toufic lectured on the
will and its relation to eternal recurrence.

“The ordeal of the will is not only that one has to go through
countless recurrence and, in the guise of one’s computer emulations
or of some of one’s versions in other branches of a bifurcating
universe, in desperation commit suicide myriad times; but also
that once the will is accomplished, one thenceforth is going to
have not only to accept everything that happens, even vast
catastrophes, but also, since a genuine will is an ontological
selector that automatically renders anything that cannot be willed
in the mode of eternal recurrence impossible, to affirm its eternal
recurrence: amor fati”.




BIYOGRAFILER / BIOGRAPHIES

ALI TAPTIK (TURKIYE / TURKEY)

Ali Taptik, Istanbul Teknik Universitesi Mimarlik Fakultesi Mimarlik Boliimii'nden mezunudur. Isve¢ Nordens Fotoskola’ da belgesel
fotograf konusunda editim alan Taptik,'in Istanbul manzaralarini giinliik fotograflaryla birlestirerek kisisel tarihini yeniden yaratmaya
calistigr serisi "Beni Hatirlamak" Tiirkiye, Avrupa ve Asya' da bir cok mekanda gosteriledi. Taptik'in ikinci serisi "Kaza ve Kader" iliskiler,
mekanlar, duygular ve tesadiiflerin baglantilarini konu alir. Istanbul, Ghent, Ljubljana ve Marsilya' da sergilenen "Kaza ve Kader"in
ardindan gerceklestirdigi son calismasi "Tamidik Yabancilar"daki fotograflar ise giintimiiz istanbul’'unun kentsel yapisi ve kentin
6znelerinin mekanlarla kurduklar iliski tizerinedir. Ali Taptik Istanbul'da yasamaktadr.

Ali Taptik is a graduate of Istanbul Technical University, Faculty of Architecture. He has completed a master class on documentary
photography in Nordens Fotoskola, Sweden. His first project, “remembering me”, which combines diary pictures with Istanbul's
urbanscapes to recreate a personal history, was shown in many cities around Europe, Asia, and Turkey. "His second series, "Kaza ve
Kader" (Accident and Fate), was about interconnected frames of the experience of accumulated urban realities."Kaza ve Kader" was
shown in Istanbul, Ghent, Ljubljana, Malmo6 and Marseille. His recent project, "Familiar Stranger", is based on Istanbul's urban structure,
and the personal relationships established with urban spaces. Ali Taptik lives and works in Istanbul.

ALVARO DE LOS ANGELES (ISPANYA / SPAIN)

Alvaro de los Angeles sanat elestirmeni, bagimsiz kiirator ve editordiir. Posdata adli kiiltiirel ek yayina ve EL Temps d’Art Dergisine
sk s1k elestiri yazilan yazar. Makaleleri ve sanat elestirileri Kalias, Cimal, Lapiz, Mute, Papers d’Art ve Photovision gibi dergilerde
yayinlanmistir. Ayrica, Muntadas, Lynne Cohen, Joan Fontcuberta, Daniel G. Andujar ve Bleda y Rosa gibi cagdas sanatgilarin kitaplarinda
yazilan yer almistir. 2006 yilinin yazinda Fundacion Botin, Santander'de Records against Time (Zamana Karfl> Tutanaklar) adli serginin
kiiratorliglinii yapmistir. Ocak 2008'de Sala Parpalld, Valensiya’da sergilenen Tools of Art: Re-readings (Sanat»n Araclar: Tekrar Okumalar)
projesini tamamlamistir. Alvaro, 2002'den 2007 yilina kadar Cagdas Sanat Dergisi, mono'nun editérlerinden biri olmustur. 2006 yilindan
beri Universitat Politécnica de Valéncia, DCADHA Boliimiinde misafir 6gretim dyeligi yapmanin yami sira, Master Universitario en
Fotografia, Art y Técnica, Universitat Politécnica de Valéncia'da 6gretim lyesidir.

Alvaro de los Angeles is an art critic, independent curator and editor. He has frequently collaborated in the cultural supplemental
publication Posdata, and El Temps d'Art Magazine as an art critic. His articles and critiques have been published in magazines such
as Kalias, Cimal, Lapiz, Mute, Papers d'Art and Photovision, and he has contributed texts to the books of contemporary artists such
as Muntadas, Lynne Cohen, Joan Fontcuberta, Daniel G. Andujar and Bleda y Rosa, among others. In the summer of 2006, Alvaro curated
the exhibition Records against Time at Fundacion Botin, Santander. He has currently completed a project called Tools of Art: Re-
readings, which was exhibited at Sala Parpall6 in Valencia in January 2008. He was also co-editor of the Magazine of Contemporary
Culture, mono from 2002 to 2007. He has been a visiting lecturer at the DCADHA Department, in the Universitat Politecnica de Valéncia,
since 2006, and also lectures at the Master Universitario en Fotografia, Art y Técnica, Universitat Politécnica de Valéncia.
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BANU CENNETOGLU (TURKIYE / TURKEY)

Fotograf, yerlestirme ve basili malzemeyi kullanan isler {iretiyor. Sosyopolitik agidan ortaya ¢ikan belirsizlik, bu belirsizligin gorsel
kayit edilebilirliligi ve fotografin belgeleme sorunu lizerine galisiyor. Psikoloji lisansindan sonra Paris’de fotograf egitimi ald1.1996-
2002 yillarinda New York’da yasadi. 2002 -2004 yillan arasinda Amsterdam Rijksakademie’de misafir sanat¢i olarak arastirmalarini
siirdiirdli. 2006 yilinda Istanbul’a dondii ve BAS adli, sanatg1 kitaplar ve basili malzeme odakli olusum/mekan1 baslatti. Son donem
sergileri arasinda 10. Istanbul Bienali, Atina Bienali, Brave New Worlds/Walker Art Center, Wherever You Go/San Fransisco Art Institute,
bulunmaktadir. Istanbul'da yasamaktadir.

She works with photography, installation and printed matter. Her work deals with the visual interpretation and possible 'documentation’
of uncertainty within the visible occurrences in politically, socially, and economically charged situations. After receiving a B.A in
Psychology, Cennetoglu studied photography in Paris. She lived and worked in New York City between 1996-2002. She was an artist
in residence at the Rijksakademie, Amsterdam between 2002-2003. In 2006 she initiated BAS, a project space focusing on artist books
and printed matter. Her recent exhibitions include the 10th Istanbul Biennial, the 1st Athens Biennial, Brave New Worlds/ Walker
Art Center, Wherever You Go/San Francisco Art Institute. She lives and works in Istanbul.

BASAK SENOVA (TURKIYE / TURKEY)

Basak Senova kiirator ve tasanimcidir. Edebiyat ve Grafik Tasarim egitimi gordii (Bilkent Universite’sinde Grafik Tasarim Masteri ve
Sanat, Tasarim ve Mimari Doktorasi). 2002'de Amsterdam’daki De Appel Vakfinin 7. Kiiratoryel Egitim Programini tamamladi. 1995
yilindan bu yana sanat, teknoloji ve medya iizerine yazmasinin yani sira ulusal ve uluslararasi sergiler ve projeler gelistirmektedir.
Uluslararast Istanbul Bienaliyle de ortak calismalarini da 1994 yilindan bu yana siirdiirmektedir.art-ist 6 ve Kontrol'iin editoriidiir.
NOMAD"in kurucu lyelerinden ve ctrl_alt_del projesini gelistirenlerden biridir. Dijital sanat ve teknoloji lizerine calisan uluslararasi
network Upgrade!’in istanbul ayadi olan Upgrade!istanbul’u diizenlemektedir. Halen Kadir Has Universitesi, Iletisim Fakiiltesi, iletisim
Tasarimi Bolimii'nde &gretim iiyesi (Yard. Dog. Dr.) olarak calismaktadir.

Basak Senova is a curator and designer based in Istanbul. She studied Literature and Graphic Design (MFA in Graphic Design and Ph.D.
in Art, Design and Architecture at Bilkent University) and attended the 7th Curatorial Training Programme of Stichting De Appel,
Amsterdam. She has been writing on art, technology and media since 1995, initiating and developing national and international
projects and curating exhibitions since 1996. She has also collaborated with the Istanbul Biennial since 1995. Senova is the editor
of art-ist 6, Kontrol Online Magazine and one of the founding members of NOMAD, as well as the organizer of ctrl_alt_del and
Upgrade!Istanbul. Currently, she works as a lecturer (Assist. Prof. Dr.) at the Faculty of Communication, Kadir Has University.

DAN PHIFFER (ABD / USA)
Dan Phiffer, sesli telefon ve internet gibi ucuz iletisim aglarinin kiiltiirel boyutlanyla ilgilenen, Kalifornia’li bir yeni medya “hacker”idir.

Dan Phiffer is a new media hacker from California, interested in exploring the cultural dimension of inexpensive communications
networks such as voice telephony and the Internet.

DANIEL G. ANDUJAR (ISPANYA / SPAIN)

Daniel G. Anddjar, i rational.org’un (internet lizerinden sanat icin uluslararasi referans noktas1) uzun siireli liyesi ve Technologies To
The Peoplein (Halk icin Teknolojiler) kurucusudur. Ayn1 zamanda art-net-dortmund, e-barcelona.org, e-valencia.org, e-seoul.org, e-

wac.org, e-sevilla.org, Materiales de artista, v.s. gibi internet iizerinde ¢ok sayida projenin yaraticisidir. Pek cok iilkede sanatgilar ve
topluluklar igin atolye calismalan yonetmistir.

A long-time member of i rational.org (international reference point for art on the web) and founder of Technologies To The People,
Anddjar is the creator of numerous projects on the Internet such as art-net-dortmund, e-barcelona.org, e-valencia.org, e-seoul.org,
e-wac.org, e-sevilla.org, Materiales de artista, etc. He has directed numerous workshops for artists and social collectives in different
countries.

ERHAN MURATOGLU (TURKIYE / TURKEY)

Erhan Muratoglu, interaktif tasarim ve dijital sanat iizerine calisiyor. ODTU Endiistriyel Tasarim Béliimii'nde lisans, Bilkent Universitesi
Grafik Tasarim Béliimii'nde Yiiksek Lisans editimini tamamlads. Tiirkiye, Avrupa, Ingiltere ve A.B.D.'de iirettigi dijital video isleriyle,
katildig1 sergi ve festivallerde odiiller aldi. 1992'den beri tasarim, teknoloji, sanat ve medya iizerine yazdig1 yazilar cesitli yayinlarda
yer ald1. Kadir Has Universitesi iletisim Tasarim1 Béliimii'nde 6gretim elemani olarak calisiyor. Dijital sanat ve kiiltiir alaninda projeler
tireten NOMAD"1n bir iiyesi olarak ctrl_alt_del isitsel sanat projesinin organizasyon komitesinde yer aliyor.

Erhan Muratoglu is an interactive designer and digital artist. He studied Industrial Design (Bachelor of ID, Middle East Technical
University) and Graphic Design (MFA in Graphic Design, Bilkent University). He has worked and exhibited in Turkey, Europe, the UK,
and the US with his computer generated projects, and received awards in festivals for his experimental videos. He has been writing
on design, technology, art and media for various publications since 1992. He is a lecturer in the Dept. of Communication Design, Kadir
Has University in Istanbul. He is one of the founding members of NOMAD, an association working on digital art and culture. He is in
the organizing committee of ctrl_alt_del sound-art project.

JALAL TOUFIC (LUBNAN / LEBANON)

Jalal Toufic bir disiiniir, yazar, ve sanat¢idir. Dikkati DamIm»fl (“Distracted”; 1991; 2. baski. 2003), (Vampirler): Filmdeki Hortlaklar
Ustiine Tedirgin Edici bir Metin (“[Vampires]: An Uneasy Essay on the Undead in Film”; 1993, 2. baski 2003), Afbr> duyarbbk (“Over-
Sensitivity”; 1996), Yakonda C>kacak (“Forthcoming”; 2000), Oliimsiiz Aflk, veya Aflk Olir (“Undying Love, or Love Dies”; 2002), Sana
Soylemek <cin Can Attmm <ki veya Ug fiey (“Two or Three Things I'm Dying to Tell You”; 2005), ve ‘Ashdrd’: Bu Kan Damarlanma Akt
(“Ashara’: This Blood Spilled in My Veins”; 2005) eserlerinin yazar olmasi yaninda videolar ve karisik-medya yapimlaryla; Artists
Space, New York; Witte de With, Roterdam; Fundacié Antoni Tapies, Barselona; Kunsthalle Fridericianum, Kassel; gibi bircok yerde
izlenmis ve 16. Uluslararas1 Belgesel Film Festivali Amsterdam’da “Odak Noktas1 Jalal Toufic” baslikli bir program altinda da sergilenmistir.
Kaliforniya (Berkeley) Universitesi'nde, Giiney Kaliforniya Universitesi'nde, Kaliforniya Sanat Enstitiisii'nde ve Rijksakademie’de gretim
iiyeligi yapmistir. Halen, Istanbul Kadir Has Universitesi'nde 6gretim iiyesi olarak calismaktadr.
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Jalal Toufic is a thinker, writer, and artist. He is the author of Distracted (1991; 2nd ed., 2003), (Vampires): An Uneasy Essay on the
Undead in Film (1993; 2nd ed., 2003), Over-Sensitivity (1996), Forthcoming (2000), Undying Love, or Love Dies (2002), Two or Three Things
I'm Dying to Tell You (2005), and 'Ashdira": This Blood Spilled in My Veins (2005). His videos and mixed-media works have been presented
in such venues as Artists Space, New York; Witte de With, Rotterdam; Fundaci6é Antoni Tapies, Barcelona; Kunsthalle Fridericianum,
Kassel; and the 16th International Documentary Filmfestival Amsterdam (IDFA) in a “Focus Jalal Toufic” program. He has taught at
the University of California at Berkeley, California Institute of the Arts, USC, and the Rijksakademie, and he is currently a Professor
at Kadir Has University in Istanbul

KATE ARMSTRONG (KANADA / CANADA)

Kate Armstrong, networkler, sosyal medya, kentsel alanlar, siir ve bilisim {izerine galisan bir yazar ve sanat¢idir. Yaptigi islerde, dijital
ve analog sistemler arasindaki gerilimleri inceler ve dijital yapilan fiziksel alanlara tasima yoluyla cagdas kiiltiirii sorgular. Ozellikle
siiri ve bilisim fonksiyonlarini biraraya getiren agik bicimli metinler ve deneysel yazilar diretir. Bu calismalar zaman iginde net art,
psiko-cografya, yerlestirme, ses, performans, miidahale, ve robotik gibi gesitli bigimlere doniismistiir.

Kate Armstrong is an artist and writer with interest in networks, participatory systems, and computational poetics. Recent exhibitions
include Interactive Futures, the IAO Gallery, Artist Space in Oklahoma City, Yerba Buena Centre for the Arts in San Francisco, Western
Front, and ISEA. Forthcoming in 2008 is a solo show at the Prairie Art Gallery. Armstrong teaches at Emily Carr Institute and holds a
position in the School of Interactive Arts and Technology at Simon Fraser University in British Columbia, Canada. She has written for
P.S 1/MoMA, TrAce, Year Zero One, The Capilano Review, The Kootenay School of Writing, and The Thing, among others. Her first book,
Crisis & Repetition: Essays on Art and Culture, was published in 2002.

KATI LONDON (ABD / USA)

Kati London, etkilesimli “crowdsourcing” (bir igin sirket disinda birgok kisiye yaptirilmasi) lizerine arastirma ve tasarim yapar ve
teknoloji gelistirir. Isleri arasinda “Botanicalls”, bitkiler ve insanlar arasinda network saglayan donanim; “You Are Not Here (Burada
Degilsiniz)”, Gazze Sehri ve Tel Aviv ya da Bagdat ve New York'ta yasayanlar arasinda iletigim yaratan oyun yapilari; ve “Urban Sonar
(Kentsel Sonar)”, kisisel alanlan teshit eden giyilebilir aygitlar yer alir. Ishirligi yaptigi projeler “Where 2.0”, “Come Out & Play </>"
ve "Conflux”da gosterildi ve Good Morning America, BBC, NPR ve The New York Times'da yer aldi. Su anda New York’da bulunan area/code
games’in sorumlu yapimcisi ve oyun tasarimcisi olarak calismaktadir.

Kati London researches, designs, and develops technology for interactive crowdsourcing. Her work includes “Botanicalls” - hardware
for networking plants and people; “You Are Not Here” - game structures that connect residents of Gaza City and Tel Aviv, or Baghdad
and New York; and “Urban Sonar” - wearable devices that detect personal space. Her collaborative projects have been featured in
“Where 2.0”, “Come Out & Play </>" and "Conflux”, and have appeared on Good Morning America, the BBC, NPR, and in The New York
Times. She currently works as a senior producer and game designer for area/code games in New York.

LAILA EL-HADDAD (FILISTIN / PALESTINE)

Laila El-Haddad, Gazze Seridi ve Birlesik Devletler arasinda yasayan Filistinili bir gazeteci, film yapimcis1 ve medya aktivistidir. Daha
cok El-Cezire'nin Ingilizce internet sitesi ve Guardian Unlimited icin makaleler yazar. Yazilar ayrica BBC Diinya Servisi, New Statesman,
International Herald Tribune, Washington Post ve Le Monde Diplomatique’de yayinlanmistir. Kendine ait bir blogu vardir: http://a-
mother-from-gaza.blogspot.com/. Son olarak Tourist With A Typewriter (Daktilolu Turist) yapim firmasi ile birlikte, El-Cezire International
icin “Tunnel Trade (Tiinel Ticareti)” ve “A Rafah Playground (Rafah bir Oyun Alan1)” adli Gazze ile ilgili iki belgesel yapti.

Laila El-Haddad is a Palestinian journalist, filmmaker, and media activist based between the Gaza Strip and the United States. She
writes mainly for the Al-Jazeera English website and the Guardian Unlimited. A frequent contributor to the BBC World Service, her
work has also been published in the New Statesman, the International Herald Tribune, the Washington Post and Le Monde Diplomatique.
She maintains her own blog: http://a-mother-from-gaza.blogspot.com/. Most recently Laila, together with the Tourist With A Typewriter
production company, has completed two Gaza-based documentaries for Al-Jazeera International: “Tunnel Trade” and “A Rafah Playground”.

MUSHON ZER-AVIV (ISRAIL / ISRAIL)

Mushon Zer-Aviv, Tel Aviv'li bir tasarimc1, editmen ve medya aktivistidir. Alanlarin ve sinirlarin nasil algilandigi ve siyaset, kiiltir,
kiiresellesme ve internet araciligiyla nasil sekillendigiyle ilgili calismalar yapar. Isleri, halka acik alanlarda medyay1 ve medyayi halka
acik alanlarda inceler. ShiftSpace.org, YouAreNotHere.org, Shual.com, Kriegspiel bilgisayar oyununun ve Upgrade International Network'{in
Tel Aviv kolunun kurucularindan biridir.

Mushon Zer-Aviv is a designer, an educator and a media activist from Tel-Aviv interested in challenging the perception of territory
and borders, and the way they are shaped through politics, culture, globalization and the World Wide Web. His work explores media
in public space, and public space in media. He is the co-founder of ShiftSpace.org, YouAreNotHere.org, Shual.com, the Kriegspiel
computer game and the Tel Aviv node of the Upgrade International Network.

NAT MULLER (HOLLANDA / NETHERLAND)

Nat Muller Rotterdam’da yasayan bagimsiz bir kiirator ve elestirmendir. V2_, Institute for Unstable Media (Rotterdam) ve De Balie'nin
(Amsterdam) kadrosunda kiirator olarak calismistir. Temel ilgi alanlan arasinda estetik, medya ve politikanin kesistigi noktalar ve Orta
Dogu’daki (yeni) medya yer alir. Cevrimici ve cevrimdis1 medyada makaleleri yayinlanmistir; Springerin ve Bidoun dergilerine diizenli
olarak yazilar yazan Muller, (yeni) medya konusunda hem kendi iilkesinde hem de uluslararasi sunumlar yapmistir. En son projeleri
The Trans_European Picnic (Novi Sad, 2004), DEAF_04 (Rotterdam, 2004); INFRA_ctures (Rotterdam, 2005), Xeno_Sonic (Amsterdam,
2005), DEAFO7 (Rotterdam, 2007), ve "Between a Rock and a Hard Place? (Amman, 2007) adli atolye calismast olmustur. Amsterdam,
Rotterdam, Berlin, New York, Istanbul, Kopenhag, Grimstad ve Beyrut'da cesitli projeler ve festivaller icin video gésterimlerinin
kiiratorliigiini yapmistir. Yakin zamanda Alessandro Ludovico ile birlikte Mag.net Reader2 editorliigiinii (2007) yaptiktan sonra,
Documenta XII'de yapilan bir tartisma serisine dayanan Mag.net Reader3 iizerinde calismaktadir. Upgrade! Amsterdam’ baslatanlardan
biri olan Nat Muller, Willem de Kooning Akademisi (Hollanda), ALBA (Beyrut) ve Liibnan Amerikan Universitesi'nde (Beyrut) ders
vermistir. Avrupa Kiltiir Vakfi'nin  (ECF) Euro-Med galigmalan konusunda danigmanlik yapmaktadir. Bu yil Berlin’deki Transmediale medya
festivalinde jiiri {iyeligi yapmis olan Nat Muller, 2008-2009'da Kahire'deki Townhouse Gallery'nin kiiratorliik rezidans programina katilacak.
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Is an independent curator and critic based in Rotterdam. She has held positions as staff curator at V2_, Institute for Unstable Media
(Rotterdam) and De Balie (Amsterdam). Her main interests include: the intersections of aesthetics, media and politics; (new) media
and art in the Middle East. She has published articles in off- and online media; is a regular contributor for Springerin and Bidoun,
has given presentations on the subject of (new) media art and curated video screenings for projects and festivals in a.o. Amsterdam,
Rotterdam, Berlin, New York, Istanbul, Copenhagen, Grimstad, and Beirut. Her latest projects include The Trans_European Picnic (Novi
Sad, 2004), DEAF_04 (Rotterdam, 2004); INFRA_ctures (Rotterdam, 2005), Xeno_Sonic (Amsterdam, 2005), DEAFO7 (Rotterdam, 2007),
the workshop "Between a Rock and a Hard Place?”(Amman, 2007). She recently co-edited the Mag.net Reader2 with Alessandro Ludovico
(2007), and is working on Mag.net Reader3 based on a series of debates organized at Documenta XII. She is co-initiator of the Upgrade!
Amsterdam, and has taught at the Willem de Kooning Academy (NL), ALBA (Beirut) and the Lebanese American University (Beirut).
She serves as an advisor on Euro-Med collaborations for the ECF. This year she was a jury member for the prestigious Berlin-based
media festival Transmediale and will be curator-in-residence at the Townhouse Gallery in Cairo (2008-2009).

NEGAR TAHSILI (IRAN / IRAN)

Tahran dogumlu sanat¢i nce resim egitimi almistir. "Gholamhossein Nami”nin atolyesinde yetismistir. 1998 yilinda ise Tahran Azad
Universitesi’'nin Endiistri Uriinleri Tasarim Boliimii'nden mezun olmustur. Halen ayni béliimde lisansiistii egitim gormektedir. Deneysel
sinema alaninda calismaktadir. Bu alandaki isleri Berlin, Bern, Chicago, Tahran, Istanbul, Vancouver, Paris gibi sehirlerde bir cok
uluslararas1 projede ve sergide yer almistir.

Born in Iran, Negar Tahsili started painting in the studio of "Gholamhossein Nami”. She graduated from the Department of Industrial
Design, Azad University in Tehran in 1998, and is presently a graduate student in the same department. Negar Tahsili's current works
on experimental cinema have been part of many international projects and exhibitions.

THOMAS DUC (FRANSA / FRANCE)

Thomas Duc, giincel medya {izerine isler yapan bir sanat¢idir. Yapitlar, Paris (Fransa), Sao Paulo (Brezilya) ve New York'ta (ABD)
sergilenmistir. Su anda ‘jeneratif simulacra: teknoloji {izerinden mitolojilerin gelistirilmesi” konusunda ¢alismaktadir.

Thomas Duc is an artist whose work revolves around current media. He has exhibited in Paris (France), Sao Paulo (Brazil) and New
York (USA). He currently explores generative simulacra: the creation of mythologies through technology.

ZHOU HONGXIANG (CIN / CHINA)

1969 yilinda (in‘in Liangsu eyaletinde Dongtai’da dogan ve Cin Huadong Normal Universitesi’nden 1994 yilinda mezun olan Zhou
Hongxiang, giiniimiizde Sanghay Normal Universitesi'nde 6gretim iiyesidir. Cin’in en 6nde gelen video ve yeni medya sanatcilarindan
biri olan Zhou Hongxiang'nun isleri, Asya, Avrupa ve A.B.D.’deki pek ¢ok galeri, miize ve festivalde gosterilmistir. Yakin ge¢miste Medya
Sanati'ndaki trend belirleyici isi i¢in EMAF o6diiliinii, ve Transmediale.04 Uluslaras1 Medya Sanati Festivali'nde “The Red Flag Flies”
videosu icin Goriintii Odulii'nii kazanmistir.

Zhou Hongxiang (born in 1969, Dongtai, Liangsu province, China) graduated from Huadong Normal University of China in 1994, and
currently teaches in Shanghai Normal University. Zhou Hongxiang is one of China's leading video and new media artists whose work
has been widely exhibited in galleries, museums and festivals in Asia, Europe and the United States. He was recently awarded the
EMAF-Award for a trend-setting work in Media Art, and received the Image Award at Transmediale.04 international media art festival
for his work “The Red Flag Flies”.
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