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Bu kitap/katalog OKayYtsYzO projesi sersevesinde hazYrlanmYRtYr.

Ulk bSIYmY, projenin altyapYsYnY oluBturan kavram, olgu ve koBullarYn tartYBYIdYUY, projenin kavramsal sereevesinin geliRmesinde kaynak
iRlevi gdren metinlere ayrYImYRtYr. Ukinci b3lYm kavramsal sereevesini asarken, projenin omurgasYnY oluRturan serginin mekansal tasarYmYyla
olan iliRkisini anlatmaktad¥Yr. te¥YncY b&lYm, sergideki iRlere ayrYImYRtYr. D&rdYncY b3lYm ise proje kapsamYnda gereekleRtirilen konuRma,
sunum, workshop, ve seminerler Yzerine kYsa bilgiler ieermektedir.

This book/catalogue has been composed within the framework of the project OUnrecordedO.

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.

BaRBak Penova
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JALAL TOUFIC

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

All the mirages he saw in the desert were of ruins.
8lde g&rdYUY tYm seraplar harabelerdi.

I along with my two siblings and my mother deserted the family
Usraillilerin 1982 yYlYnda LYbnanOV iRgal etmesiyle iki kardeRaparément during the 1982 Israeli invasion of Lebanon. Did this
annem aile apartmanYmYzY terkettik. Bu terkediR apartmany ant¥ke the apartment a ruin? Yes, and not because it was severely
bir harabe mi yapmYRtY? Evet , Ystelik apartman iRgalin son damaged and burned during the last days of the offensive: even
gYnlerinde ciddi bir Rekilde hasar g3rdYUY veya yandYUYndan detiéit: it was restored, it remained a ruin. The usual explanation of
restorasyonundan sonra bile bir harabe olarak kaldYUOY iein. Us why what was damaged during the continuing civil war was most
savaltan sonra zarar g&ren eRyalarYn ya da yapYlarYn soUunuoften not fixed or replaced is that people were reluctant to spend
yenilenmemesinin en olaUan asYklamasY, insanlarYn bu yenilenmégege sum on what could any moment be damaged again or totally
harcayacaklarY paranYn her an boRa gidebileceUi, bu eRyalarYaestroyed. But should we not invert the way we consider what was
yeniden zarar g&rme ya da her an tamamen yok olabilme dYRYncesaieng place? It was because these houses had become ruins by
sahip olmalarYydY. Fakat burada olanlarY g3z $nYnde bulundurubkémy deserted that the war got extended until they began to turn
dYRYnce Reklimizi biraz da olsun ters seviremez miyiz? Adeta saeaglicitly into ruins, to manifest their being already ruins. (E)
baRlamadan 3nce harabeye d3nYRtYklerini g&sterircesine, bu binaldill we one day learn how to live in a place without dwelling in
terk edildikleri isin harabe haline gelmi3 ve bu yYzden de ie savaR, so that the act of deserting it would not turn it into a ruin?
uzarken onlar aRikar bir Rekilde harabe olmuRlardY, (E) Acaba
terkedilen yerin harabeye dsnYRmemesi isin gYn¥Yn birinde bir (E)
yerde ikamet etmeden oraya baUlY bir yaRam sYrdYrmeyi $Urenecek
miyiz?. Ruins: places haunted by the living who inhabit them. (E)

(E) 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
Harabeler: isinde yaRBayanlarYn zaman zaman hayalet gibi musatledicked mirror at that location.
olduklarY yerler. (E)
One has to see the disintegration of statues and ornamentation
Harabenin kutsallYOY vampir tarafYndan bozulamaz, «YnkY vamipitinow that it is precisely because it contains its memory in itself
ruhu oradayken, o gereekten orada deUildir, bu da 0 mekandakithat organized matter cannot recreate the present. And that on
satlamVYR aynada bir tYrlY gdrYnememesinden bellidir. the contrary it is voices which disappear, which are over (voices-
over in this sense also) almost instantly and hence have no memory
DYzenlenmiRR plan Reyler ORimdiki zamanVY® hisbir Rekilde yenigénheir genesis and dissolution) that can recreate the present.
yaratamayacaUY isin hafYzasYnY kendinde taBYr; bunu anlamgkjein
heykellerin ve sYslemelerin parealanmalarYnY gdrmek gerekir. Tam
tersine, yok olan Rey seslerdir (bu sesler aynY zamanda OkayYHow provincial 1992 Beirut would be were it not for its war and
YzeriO seslerdir) ve anYnda kaybolduklarY isin (yaratY|YRlarYnaiviewar ruins. Through becoming ruins, some buildings that were
yokoluRlarYna dair) bellekleri yoktur. landmarks of pre-war Beirut are now its labyrinthine zone. What
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SavaRY ve i* saval harabeleri isin olmasa 19920deki Beyrut, nés¥ite-specific about Lebanon? It is the labyrinthine space-time
olurdu? Harabe haline gelerek, bir zamanlar savaR $ncesi Beyrut@its ruins, what undoes the date- and site-specific.
belli baRlY yapYlarY Rimdi labirent bslgesi oldular. LYbnanOda mekana
$zgY olan nedir? Tarihi ve bslgeyi $zel kYlan Reyi ortadan kaldYrahe demolished house left its marks on the walls of the adjoining
harabelerinin labirent halindeki zaman-mekanYdVYr. building.? In these houseprints, one witnesses the inside turned
into an outside. One can imagine a Cronenberg character living
YYkYImYR ev bitiRiUindeki binanYn Yzerinde izlerini bYraktY.l Buaevapartment facing such a wall who one day, on coming home
izleriyle, her hangi biri evin isinin dYRYna d3nYRtYUYnYn tanYkIYitb¥imWork, sees that the building with such a wall has been
yapar. Bir Cronenberg karakteri bSyle bir duvara bakan bir apartmandamolished: that same day symptoms of the drive to turn the
yaRasaydY ve bir gYn iRten eve d$nerken duvarY bsyle olan birinside outside begin to manifest themselves in him.
binanYn yYkYldYUVYnY gsrseydi: o g¥n isinde eeriyi dYRarYya
dsnYRtYrmenin semptomlarY kendini g§stermeye baRlayacaktYlt is in war-damaged areas that the disjunction between the street
and the buildings lining it become the clearest, and this even
YYKYImYR binalarla «evrili sokak, bombalarla delinen sukurlar, yanmN®&; the street framed by the destroyed buildings is filled with
ters sevrilmil arabalarla dolu olsa bile sokaklar ve binalarYn bomb-punctured potholes and burned, overturned cars, for while
arasYndaki ayrYmYn en belirgin Rekli, savaRtan zarar g&rmYR yeHeiidéngs can become ruins thus labyrinths, streets cannot.
ortaya Ykar. *YnkY binalar harabeye yani labirente d3nYRtYklerinde,
sokaklar ne harabe ne de labirent olamaz. 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
Aniden savaRtan mahvolmuR bir bina cephesinde bir rilyefe rastlanally an as if: such objects are truly, albeit possibly transiently,
ve bu sanki bir arkeolojik buluntunun keRfedilmesi gibidir. AslYndarchaeological. The war-damaged city center is, at least transiently,
sanki deUil de gereekten b3yle nesneler, her ne kadar gevici de part of the archaeological sites of LebanonNas much a part of it
olsalar arkeolojikler. Tarihsel Baalbak, devasa yapYlarY ile (3zellikteBaalbak, which is through its colossal structures (mainly temples)
de tapYnaklarY) Roma Umparatorlu0u mimarisinin en g$z alYcYne of the most impressive examples of Imperial Roman architecture,
$rneklerinden biridir, ve isinde RaOs al-AynOYn Mameluk camiisinil which contains the Mameluk mosque of RaOs al-OAyn and the
ve OrtaeaUa ait bir RBehrin kalYntYlarYnY barYndYrYr; BaalbakOYemokinSof a medieval city. In 1992, D’ma al-Husayn”, then a fifth-
kadar, bu savalRzede Rehir merkezi de gerici de olsa, L\"(bnan())'lear architecture student at the American University of Beirut,
arkeolojik alanlarYnYn bir pareasYdYr. 19920de, BeyrutOun Anvesikiars part of an excursion by her class, to the destroyed city
tniversitesiOnde o zaman beRinci sYnYf bir mimarlik $Urencisi ckamter, before the sandbag barricades were cleared and the area
D"ma al-Husayn”, sYnYfYyla katYldYUY gezide harap olmuR Retfiicially opened. The duty to look at the buildings from an
merkezini, kumdan siperler temizlenmenden ve resmi olarak  architectural perspective and to position them within a mental
asYlmadan g3rmYRtY. Binalara mimari bir a=Ydan bakmak ve ontaa)d while the different regions were being mentioned (OThis was
deUiRik yerlerin adY gestiUinde zihinsel bir haritada yerleRtirirmékq at-Taw’la. This was B%.b 1dr’sEQ) entered into conflict with
(OBu Szq at-Taw”la. Bu B%ob Idr’sEgibiO), onu bu yerlerin adlarYth¥remotional reverberation of these names, and the second-
duygusal yankYlanmasYyla bir eliRkiye sYreklemiRRti ve ailesindgmeration memories, imbibed from her parents, they elicited. The
gelen ikinci-kuRak hatYralarY yeniden anYmsamYRtY. Gezide baRamany stimuli with which she had to deal during the excursion
*Ykmak zorunda kaldYUY bireok uyarYcY dYR etken, bYtYn bu #sfimidre whole episode in abeyance, making it very difficult to
dilimini askYda bYrakarak orada olanlarY deUerlendirmeyi <ok take stock of what occurred. Later, in her home, she tried to recall

1- Deidi von Schaewen, Duvarlar (OWallsO; New York: Pantheon KitaplarY, 1977). 1- Deidi von Schaewen, Walls (New York: Pantheon Books, 1977).




JALAL TOUFIC

zorlaRtYrmYRtY. Daha sonra evde orada gsrdYklerini hatYrlamayhat she saw. Instead of the destroyed, deserted city center, it
«alYRtYUY zaman, harap olmuR ve terkedilmiR? bir Rehir merkezi yeenehe city center of the memories of her parents, the colorful,
aklYnda canlanan ailesinin hatYralarYndan kalan capcanlY ve kalghai¥ilated city center that sprang to her mind. It was with difficulty
bir Rehir merkezi olmuRtu. Harap olmufR Rehir merkezini anYmsathakshe could recall the destroyed city center and superimpose
ve bunu saval} Sncesi Rehir merkezi ile e3leRtirmek onun iein zdt on the pre-war city center. This corroborates that there is a very
olmufBtu. Bu, harabelerin Bimdiki hallerinin ok eski bir gesmi3i old past that the present of ruins itself secretes, for indeed in
islerinden sYzdYrdYklarYnY, «ok eski bir gesmiR ile dolup taRtYklan¥n¥ase it is natural that it would be more difficult to remember
doUrular, *YnkY aslYnda bsyle bir durumda harap olmuR, neredeysedestroyed city center, which is maybe as old as Baalbak, in
Baalbak kadar ama her halYkarda 19400lardan daha eski olan boy case older than the 1940s, than to remember the city center
Rehir merkezini hatYrlamada zorlanmak, ailesinin hatYralarYndambibed through the memories of the parents, hence which belongs
kalan 19601Y, 50li, 40lY yYllarYn Rehrini hatYrlamak daha doUaldidhe 1960s, 1950s, 1940s. It was only by the third or fourth
Oraya ancak Ye¥YncY ya da d3rdYncY kez gidiRinde Rehir merkezifsit to that area that she really felt that the destroyed city center
yYKYImYRIYOYnYn bir gereek olduQunu hissedebilmiti B bu gemekléne realityNwhat facilitated this realization was her noticing
onun isin gereek kYlan RBey ise bazY yYkYImYR binalarYn isindethe presence of refugees in some of the destroyed buildings.
mYltecileri farketmiR olmasYydY.

Those who are reconstructing BeirutOs Central District under the
Beyrut behir MerkezOini OGeleceUin Tarihsel behriO sloganV altYinga and motto OAncient City of the FutureO are oblivious that
yeni baRRtan yapYp inRa etmeye «alYRan kiRiler bu harabelerin taribins secrete and exist in a past that is artificial, one that does
etkisiyle veya tarihsel olaylardan dolayVY harabe haline gelmediklerinbt belong to history, was not gradually produced by it. Any
ve harabelerin ielerinden yapay bir gesmiRi sYzdYrYp bsyle bir discourse on authenticity implies a suspicion toward, and prepares
geemiRte var olduklarYnY farkedemiyor. ...zg¥YnIYk hakkYnda gereekleRground for an attack on recent ruins, accepting only ancient
her s8ylem yeni harabelerin gereekten $zg¥n olup olmadYklarY Oruins,O archeological Oruins,O many of which while not restored
hakkYnda bir kuRku uyandYrYr ve bu harabelere karRY bir sald¥r¥ pYobably no longer ruins, no longer labyrinthine in their
zeminini hazVrlar. ...zgYnlYOYn Yzerine kurulan tYm s8ylemler kigBkporality and space.
barYndYrYr. ...zg¥n harabeler olarak, muhtemelen onarYImadYklarY
halde artYk harabe ya da labirent halindeki zaman-mekanlarY bilee can preserve a war-damaged or crumbling building, but no
olamayan, tarihsel OharabeleriO ve arkeolojik OharabeleriO katmrle has any control over whether it will remain a ruin. | am
ederek, yakYn zamanda oluRan harabelere karRY saldYrYya zemicinated by how and why war-damaged or crumbling buildings
hazYrlarlar. turn from ruins, with their idiosyncratic, often labyrinthine

temporality, to more or less precisely datable structures in
SavaRta zarar gdrmYR ya da yYkYImakta olan bir bina muhafazahronological time. The work of the American architectural firm
edilebilir fakat o binanYn bir harabe olarak kalYp kalmamasY kimseHifiE, for example Best Forest Building (Richmond, Virginia, 1980),
kontrolY altYnda olamaz. Beni cezbeden, bu savaRtan zarar g3rm¥iBre a forest seems to invade the building; and Indeterminate
ya da yYkYImYR binalarYn, nasYl olup da, kendilerine $zgY tuhafVadac, where a stack of bricks cascades through an indent in the
ve labirent halindeki zamansallYklarY bulunan harabeler olmaktinrade, never achieves this idiosyncratic temporality, thus fails
*YkYp, kronolojik zaman isine kesin olarak olarak tarihlenebilen to produce ruins (and specters). While some of the war-damaged
yapYlara dsnYRmeleridir....rneUin bir Amerikan mimari firma oldnildings had become subsumed again in chronological time, many
SITEOnin yarattYUY OBest Forest BinasYO (Richmond, Virginiay&888Jill ruins, and thus their destruction was as irreverent as
isinden gesen orman tarafYndan iRgal edilirmiRcesine bir g&r¥ntWould be that of the archaeological ruins of Baalbak: because ruins
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alYr ve bir yYzeyindeki «Skertmenin isinden dalga dalga bir dskYmxist in an anachronistic, labyrinthine temporality, they are

ile gesen tuUlalardan oluRur, bu bina hisbir zaman labirent gibi instantly ancient. The physical destruction of severely damaged
bir zaman -mekanY yakalayamadYUY iein bir harabe de (hortlakidaldings to construct others in their place is sacrilegious not
olamaz. Her ne kadar savafta zarar gdren bazY binalar yeniderbecause they are eliminated as ruins: a ruin cannot be intentionally
kronolojik bir zaman dilimine g3re sYnYflandYrYImYRlarsa da, birsgéhated since even when it is reconstructed or demolished and
yine de harabeydi, ve onlarYn tahrip edilmesi BaalbakOYn arkeofgjikaced by a new building, it is actually still a ruin, that is
harabelerinin tahrip edilmesi kadar saygYsYzca olurdu: harabelgpntains a labyrinthine space and time, this becoming manifest
kronolojik olmayan ve labirent halindeki bir zaman kavra'm? ile vaf least in flashes. Such physical destruction is sacrilegious because
olduklaryndan, hemen tarihselleRirler. Kutsal olana saygYsYzIYk, zafigk prutal unawareness it betrays of the different space and
gSrmYR binalarYn birer harabe gibi fiziksel olarak yYKYIYp, onlaffia ruins contain. It exhibits the same brutality that was shown
yerine bal3ka binalarYn yapYimasY deUildir: harabe isteyerek yQk ing the war. The demolition of many of the ruined buildings
edilebilecek birRey olamaz <YnkY onu fiziksel olarak yok etseler of the city center by implosions or otherwise was war by other
de, yerine bal3ka binalar yapsalar da, harabe hala orada olablllrmeans the war on the traces of the war is part of the traces of

*YnkY o hep labirent halindeki zaman ve mekana ait olup, zamagl o war, hence signals that the war is continuing. We can detect

zaman kendini gSsterecektir. Bdylesi fiziksel bir yYkYm kutsal Ola\/v%ether a certain war-damaged building is a ruin by whether it
karBY yapYlan bir sayg¥sYzIYktYr, +YnkY bu, harabelerin |-|ndes haunted (or reported to be hauntedNis there a difference?), or

barYndYrdYUOY farklY zaman ve mekan¥n bilinesizliUinin acYmasg
; idir. B at teril v A vdyr. b Hces fantastic or horror fiction. Whether Lebanon would be
gsstergesidir. Bu savafita gssterilen acYmasYz i .ayn " h esplﬁable to the undead depends on whether some of the numerous
merkezinde harap olmuR «oUu binanYn patlamalar ve baRRka Beklllerle
-damaged buildings are still ruins, with an anachronistic
yYkYImasY ise baRka tYrlY bir savaR «eRididir; bir savaR¥n IZletrzlam oralit
gereekleRen balka bir savaR, o savaRB¥n izlerinin bir pareasYdYr ve p .

bu da savaRYn devam ettiUinin bir gSstergesidir. SavaRta zarar d ¢ hat h din Beirut® q tated cit ;
g&ren bir binanYn harabe olup olmadYUVYnY belirlemek iein perll]u ging from what happened in BeirutOs war-devastated city center,

|
olup olmadYUY (ya da perili olduUu s8ylenmiRtir -arada bir fark©Ve" ruins, thus labyrinths, can be bought and sold! Were the

mYdYr?) veya fantastik veya korku edebiyatYnY yaratYp yaratmaaww that is presently in power, the capitalist one, to maintain
bakmak gerekir. LYbnan®Yn hortlaklara misafirperver olup oImayaEscllﬁ?gemony far into the future, then | project that even black

savaRta zarar g&ren bireok binanYn anakronistik bir zaman ile h%l%s which while not psychologicalNexcept in bad horror films
harabe olup olmadY0Yna ba0IYdYr. and novelsNare spiritual, as is indicated by their temporality that

is not limited to the chronological but is often labyrinthine, and

BeyrutOun savaltan mahvolmuR Behir merkezinde neler olduQi/nich do not belong to the universe but border it, will be bought
dYRYnYIYrse, harabeler yani labirentler bile alYnYp satYlabilirt ®ifd sold by the universeOs denizens.

an baRta olan sistem, Bu kapitalist olan, egemenliUini gelecekte

uzun bir zaman sYrdYrYrse, o zaman kara deliklerin bile, psikolofi@metimes | have the apprehension that the reconstructions in
bakYmdan olmasa da D k&tY korku filmleri ve romanlarY BeirutOs Central District are not real, that one day | may actually
dYRYnda - manevi oldu0u dYRYncesindeyim. Kronolojik sYnYrla#¥epifeem the way the protagonist of Kenji MizoguchiOs Ugetsu
labirent halindeki zaman ve mekanlarYn g&sterdiUi gibi evrenin d¥iRnogatari (1953) perceives the exquisite mansion as a ruin on
sYnYrlarYnda olsalar da, bu sistem evrenin mYdavimleri tarafYtigang out that the lover he meets there is actually a revenant;

alYnYp satYlacaktYr. or the way, toward the end of KubrickOs The Shining (1980), TorranceOs
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Bazen BeyrutOun Merkez BSlgesindeki yeniden inRBa edilen yapYiaf¥mwitnesses the hotel her husband was brought in to maintain
gereek olmadYUY y3nYnde kaygYlarYm baR g3sterir, sanki bir gina ruin;2 or the way in HerzogOs Nosferatu, the Vampire (1978)
Kneji MizoguchiOnin Ugetsu MonogatariOsindeki (1953) kahranmba¥hots of HarkerOs trip and then visit to NosferatuOs castle are
o nefis konaUYnY gsrmeye gittiUi sevgilisinin, gereekte orada biintercut with shots showing the castle as already a ruin. For as
hortlak olduUunu $UrendiUi zaman harabe olarak algYladYUY dilig as there still are war-damaged buildings in the Central District,
veya, Kubrick®in The Shining (1980), filminin sona doUru, Torrance@irof the areas most severely damaged by the fighting during
eRinin, kocasYnYn isinde yaRadYUY oteli bir harabe olarak muhé#fazavil-war, such buildings will still evoke a counter to the
ettiUine Rahit olduUu gibi;2 veya HerzogOun Nosferatu, the Vanmgpicemous weight of the myriad concrete buildings that are being
(1978) filminde HarkerQin gezisinin ve NosferatuOnun kalesine alanstructed in the rest of Beirut with no regard for urban planning.
ziyaretinin g&r¥YntYlerinin arasYna kaleyi daha $ncesinde bir ~ But some measure will have to be devised to counter and alleviate
harabeymiR gibi g3steren g&r¥ntYleri de serpiftirildiOi gibi. Sivithe effect of satiation by positivity that will happen when the
savaBta en bYyYk zararY gsren yerlerden biri olan merkez b3lgedmle of the damaged city is reconstructed or built anew. One
zarar gsren binalar olmaya devam ettiUi sYrece, bu binalar, Beyrut®unh measure is to project at night, Krzysztof Wodiczko-wise, life-
geri kalan bslgelerinde Rehir planlamasYnY dikkate almadan inR#e images of destroyed buildings over at least some of the
edilen bireok beton binanYn aUYr yYkVYne bir karRYIYk olmaya demeamstructed ones. Another measure is to start screening on the
edecektir. Fakat, mahvolmufR olan bu Rehrin tYmYnYn yeniden day when the last building has been reconstructed the
yapYlmasYndan ya da baRtan kurulmasY fikrinin olumluluOundariorementioned three films twenty four hours a day somewhere in
gelecek olan doyuma karRBY koymak ve onu hafifletmek isin yolBeirut, for example at the war-damaged Grand TheatreNuntil the
bulunmasY gerekir. Bu yollardan biri Krzysztof Wodiczko tarzYndeages have so deteriorated that one sees only grains on the TV
en azYndan bazY yeniden inRa edilmiRR binalarYn Yzerine gecedereens in the cinema vestibule or endless scratches on the film
savaRtan mahvolmuR binalarYn gereek $lsYlerindeki gdr¥ntYleriscreen. | predict that when war-damaged buildings have vanished
yansYtmaktYr. DiUer bir «<§zYm ise en son binan¥Yn yeniden inR&om BeirutOs scape, some people will begin complaining to
edildiUi g¥n, daha 8nce bahsedilen Y« filmin BeyrutOun herhangisychiatrists that they are apprehending even reconstructed

bir yerinde, mesela savaRtan zarar gren BYyYk Tiyatro binasYrdaldings as ruins. While the imagination of disaster for a city
gdr¥YntYlerinden sinema giriRinin televizyon ekranYnda sadece tozch as Los Angeles, which has not already been reduced to ruins,
ya da sYnYrsYz sizikler kalana kadar g¥Ynde 24 saat gSsterimlerimiinat of its destruction, exemplarily in an earthquake,? for Beirut
baRlatYlmasYdYr. Tahminimce savaRtan zarar gsren binalar Beyiut®timdamentally that of its revelation when reconstructed as
g&r¥YntYlerinden kaybolduUu zaman bazY insanlar psikologlara still a ruined city.

yeniden yapYlan binalarY bile birer harabe olarak algYladYklarYndan

RBikayet edecekler. Los Angeles gibi bir Behir isin kurgulanan felaketyhile as physical structures doomed to reconstruction or demolition
P 3rneUin deprem3 ile Rehrin mahvolmasY B ki henYz orayY harabvesiew deterioration, ruins quickly give us the impulse, if not the
ddnYRtYrmemiRtir; Beyrut isin dYRYnYIdYUYnde, temel olarak yenidege to preserve documents of them in photographs, video, or
inRa ediliyor olmasYna karRYn hala harabe olmasYn¥Yn ortaya «YkniasY dey nonetheless basically instance an architecture implicated

2- Humor in KubrickOs film of having the same person who was brought to the hotel as a
2- KubrikQin filmindeki mizahta bozukluklarYn ve yYpranmalarYn tamiratY iein otele getirieataker to fix any malfunctions and deterioration from lack of upkeep precipitate the
bekei, mekanY, bir anda harabeye dSnYRtYrmYRtY. sudden turning of the whole place into a ruin.

3- BakYnYz Mike Davis, OKorkunun Ekolojisi: Los Angeles ve Felaketin KurgusuO (OE8egy Mike DavisO Ecology of Fear: Los Angeles and the Imagination of Disaster (New York:

of Fear: Los Angeles and the Imagination of DisasterO; New York, Metropolitan YayYnl&a¥tropolitan Books, 1998) for a thorough investigation of the various scenarios of an
1998), Los AngelesOYn kurgulanmYR yYkYmYyla ilgili olarak farklY senaryolarla detaylY incetegneter destruction of Los Angeles.

JALAL TOUFIC

Harabeler her ne kadar da yeniden yapYlmaya, yYkYma veya yantaffiction. For while | can reach certain facets of reality, explore
yavaR bozulmaya mahkum olsalar da, fotoUraf, video, veya filmthem without passing through fiction, or psychosis with its
Beklinde belgelemek isin insanda isgYdYsel bir dYrtY uyandYrYaittendant hallucinations, this revealing these subjects as

Ancak bunlar aslYnda kurgunun ve mimarinin birbirlerine documentary ones even if they are shot in fiction films; | cannot
karYRmasYnYn/bulaRmasYnYn iRaretleridir. GereeUin bazY boyHgasrg(mth ruins. There has to be a relay between documentary

ulaBabilsem de, kurgulardan gesmeden bunlarY keffetsem de, V§|¥3 fiction whenever dealing with ruinsNor else a documentary
halYsinasyonlarY barYndYran psikoza ulaBsam da, bunlarY belg el s has to continue with interviews with or a section on

niteliUinde kurgu filmi olarak sunsam da; harabelerle bunu yapamam

Harabeler ile u0raBYIdYOY zaman belgesel ve kurgu arasYndaQ'nSthOt'CS Fiction has to reveal to us the anomalous, labyrinthine
zaman bir etkileRim olmasY gerekir D aksi takdirde harabeler hakk Y€ time of ruins; and, in case no ruins subsist for the ghost to
olan bir belgeselin psikoz hastalarY ile olan réportajlar ya da onlgPPear, to supplement reality as a site of return of the revenant.
hakkYnda olan bolYmler ile devam etmesi gerekir. Kurgunun biZ8 post-war countries, fiction is too serious a matter to be left to
harabelerin kural dYRY, labirent halindeki zaman-mekan kavrantYmgginativeO people. The ghost is often fictional, not in the sense
gsstermesi gerekir; ve hortlaUYn belirebilmesi isin geriye bir haratiéat he is merely O1. a. An imaginative creation or a pretense that
kalmadYUY halde dahi geri ddnenin ger-eUi tamamlayabilmesi gerekies not represent actuality but has been invented. 2. A lieO
SavaR sonrasY olan Ylkelerde kurgu OyaratYcYO kiRiliklere  (American Heritage Dictionary); but in the sense that one of the
bYrakYlamayacak kadar ciddi bir meseledir. Hayalet «oUu zamagain oci for his appearance is fiction, whether novels, short
OkurgusalOdYr, ama sadece bir O1.a. Hayal g¥cYn¥n bir eseri 3,44 films or videos. It is too dangerous after a civil war or a

ger-eUi simgelemeyen ama yaratYImY® olan bir iddiaO. 2. Bir Oyalgr which produce so much unfinished business, for there to be
(American Heritage S$zIY0UY) anlamYnda olduUundan deUil;

ortaya *YktYUY esas yerlerden birinin, romanlar, kYsa SykYler, fil
veya videolar gibi kurgusal eserler olduUundandYr. Bireok
sonuelanmayan i3 yaratan bir i saval} ya da bir saval sonrasYrﬁi‘a,
Oiki g¥n sonra kYrYIYp dskYImeyen bir evrenO (Philip K. Dick) yar@¥ghants in Lebanon is one of the signs of a collective post-
hem gersekte (perili evler) hem kurguda hayaletlerin olmamasY sgk@umatic amnesia.# We are yet to witness the proliferation of a
tehlikelidir © LYbnanOdaki hortlaklar hakkYnda olan romanlarYheor literature of ghosts and the undead (fiction may thus bring
filmlerin Ru anki yokluOu toplu travma-sonrasY olan bir hafYza about a catharsis for the revenant and an exorcism for the living);
kaybYnYn simgesidir.# Halen daha hayaletler ve SlmemiR olanlair to hear many more stories about ghosts in Beirut once its

nci ghosts both in reality (haunted houses) and in fiction that
builds Oa universe that doesnOt fall apart two days laterO (Philip
ick)Nthe current virtual absence of novels and films about

4- LYbnan edebiyati Yzerine geniR bir bilgisi olan LYbnanlY edebiyat eleRtirmeni Yumngs. The Lebanese literary critic Yumn%. al-Oéd tells me, based on her extensive knowledge
al-0&dOin bana ssylediUine gire LYbnandaki roman ve kYsa SykYlerde hortlaklar bulunmamaktadénese literature, that there are virtually no specters in Lebanese novels and short
...yle g&rYIYyor ki aynY genellemeci g&zlem daha kY+Yk saptaki LYbnan film ve video alanlar¥imas. It seems that the same sweeping judgement can be applied in the smaller domain
da uyarlanabilir. Bunun kayda deUer istisnalarYndan biri Ghassan Salhabin Phantom Beirutbanese film and video. A notable exception is Ghass%on SalhabOs film Phantom Beirut,
(Hayalet Beyrut) adlY 1998 yapYmY filmidir. Bu filmde LYbnanOda savaR ve is savaR baRla@¥&tan this film, some years into the war and the civil war in Lebanon, a man, Khalil,
birkae yY| sonra Khalil adYnda bir adam ortadan kaybolur. KYzkardeRi ve arkadaRlarY disappears. His sister and his friends believe he was killed. One day one of them comes
8ldYryldYOYnY dYRYnYrler. Ancak bu kiRilerden biri bir g¥Yn havaalanYnda yurtdYRYndaross an identical-looking man while at the airport to receive a friend flying in from
gelecek arkadaRYnY beklerken ona tYpatYp benzeyen bir adamla karRYlaRYr. O ve KhaliBindiitkde and several of KhalilOs former friends shadow the man in question. When the
eski arkadaRY bu adamY takip etmeye baRlarlar. Bu adam bir g¥n kayYp adamYn kY zkéatieRiminls up coming to the apartment of the missing manOs sister, both she and his
apartmanYna geldiUi zaman ne kYz ne de arkadaRlarY KhalilOin gersek mi yoksa onun liggatitiare uncertain whether it is actually Khalil or his ghost, one of them apprehensively
mi oldu0unu bilememektedirler, bir tanesi gersekten fiziksel olarak orada olup olmadYUNn¥hing him to make sure that he is actually, physically, there with them. They grow to
anlamak i«in *ekinerek ona dokunur. Daha sonra onun Khalil olduUuna kanaat getirirler feel that he is Khalil, and come to the conclusion that his disappearance was a scheme

ve onun kaybolup kendileri tarafYndan §ldY sanYImasYnYn militan derneklerinden para@bvipke them think that he died and abscond with the money collected by their militant
ortadan kaybolmak i«in bir dYzen olduUunu dYRYnYrler. Fakat filmin sonunda, $nerilenassociation. And yet at the end of the film, in a symptomatic structural mistake, strangers
yapYsal bir hata sonucu, yabancYlar baRka bir kiRiyi kasYrmak isterken onu kasYrYrlarhied to kidnap another person kidnap him instead. The mistake of these kidnapers is

ne kadar sonunda onu §ldYrmeselerde, kasYranlarYn bu hatasY §IYmcYIdYr, Ancakii ontaysal even if they do not end up killing him, since he is revealed by their misapprehension
Ykar ki bu yanlYR kasYrmadan etkilenmis, diUerleri tarafindan takip edilmiR ve bundan dalay¥fected, haunted by the other, and therefore someone come back from the dead, a
§lYmden d$nmYR biri olmuBtur, geriye dsnen bir hortlak, bir hayalet, gibi. KYzkardeRininezenant, a phantom. He could fool his sister and his former friends but not objective

eski arkadaRlarYnY kandYrabilirdi ama tarafsYz bir RansY hayYr. chance.
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hakkYnda bir korku literatYrYnYn <oUalmasYna (kurgu, bu Bekildentral District is inhabited, and not as now still largely unoccupied BUzU ,EVRELEYEN BUR DtNYA YARATMAK CREATING A SURROUNDING WORLD
hortlak iin bir OkatarsisO(boRalma/arYnma) ve yaRayanlar isin testly because of the recession. Were neither of these eventualities
bir OexorcismO (Reytan Ykarma) saUlayabilir) veya Beyrut®unto happen, then this would be a further instance of a post-traumatic Pasaijlar, ilk kez ondokuzuncu yYzyYIYn ilk seyreUinde, Walter Arcades first appeared in Paris in the first third of the nineteenth
merkezinde yaRanmaya baRlandYUYndan beri oradaki hayaletlamnesia, this time that of those who died prematurely and unjustly BenjaminQin belirttiUi gibi, tekstildeki gelidmenin halk arasYndacentury and became increasingly commonplace, as Walter Benjamin
hakkYnda hikayelere Rahit olamad¥Yk, Ystelik bu durum «oUu zamaahe war. zamana dek varolmayan mYRteri/alYcY (kullanYcY) ve Rehir iliRkisinis out, with the growth of the textile trade, which marked
iktisadi durgunluktan da kaynaklanmYyordu.. Bu iki olasYIYkda baRlattYUY, ParisOte ortaya YktY. BenjaminOin,! OPasajlar, gmabeginning of a hitherto unknown relationship between the
olmasaydY, zamanYndan 3nce ve insafsYzca savafRta Slenler isExcerpt from Jalal Toufic, (Vampires): An Uneasy Essay on the Undead aydYnlatma iein ilk mekanlarY oluRturdularO diye yazdYUY cam, detmihitant as a customer/buyer (user) and the city. Glass, iron,
travma-sonrasY hafYza kaybYnVYn bir baRka SrneUi olurdu. in Film, revised and expanded edition (Sausalito, CA: The Post- yukarYdan gelen YRYk ve yapay YRYklandYrmalar, «ok sayYdadlekead light and artificial lighting -"The arcades were the setting
Apollo Press, 2003), pp. 67-74. binayY kapsYyordu. Bu yeni mimari kavram, o ddnemde meydafar the first gas lightingO wrote Benjamin- covered entire blocks
Jalal TouficOden bir alYntY, (Vampirler): Filmdeki Hortlaklar tstYne gelen deUiRimler ve pareasY olduUu sanayi devrimiyle uyum isindeydibuildings. This new architectural concept was in keeping with
Tedirgin Edici bir Metin Ancak, bir yandan, daha bYyYk bir Behir isinde her an, her yerdéhe period of change and the industrial revolution it formed part
(O(Vampires): An Uneasy Essay on the Undead in FilmO, tekrar var olan baRka bir Behri, bilinen bir dYnyanYn isinde OyeniO birof. However, it also represented the ubiquity of a city inside a
g3zden geeirilmiR ve geliRtirilmiR baskY (Sausalito, Kaliforniya: dYnya yaratma giriBimini temsil ederken, diUer yandan da geredkrger city, a clear attempt to create a "new" world inside a known
Post-Apollo YayYnlarY, 2003), sayfa 67-74. dYRY ve ulaRYlamaz olan, fiziksel ve somut dYnyanYn artYk YreteomediWhile evoking the ideals of progress and well-being, albeit
ya da ulaRamadVYUY, sanal bir fikre dayanan ilerleme ve refah founded on a virtual idea, unreal or unattainable, that the physical
ideallerini «aUrYRtYrYyordu. and tangible world no longer seemed capable of generating or
achieving.

Panoramik gsr¥ntYler, resimde olduOu gibi, doUayY birebir yansYtVr;

ancak resmin de Stesine geeer ve YRYk ge«iBleriyle gYndYz ve gdeoeyiuch the same way as painting, panoramic views faithfully
taklit edip, genellikle illYzyonla baUdaRtYrYlan efektler yaratan reflect nature, but, in extending further than painting, they convert
YRYklandYrma yardYmYyla, doUayY canlY bir deneyime dSnYRit¥n¥o.a lifelike experience thanks to the lighting, generating
Sahne sanatlarYndan gelen unsurlarY kullanan panoramik g&rYntiéersitions of light that imitate day and night, using effects

aynY zamanda "fotoUraf, sessiz ve sesli filme"2 giriRi temsil ederormally associated with illusionism. In employing features that
SVYrekli deUiRim isindeki bir dYnyayY kaydetmek isin gerekli olamelong to the scenic arts, panoramic views, at the same time,

bu tarzlar Bki bunlar sYrekli bir deUiRim isinde olup birbiriyle derepresent the prelude to "photography, silent film and sound
iliRkilidirlerb teknolojik geliRmenin sihirli lambayY kullanma teorisinilm".2 These modes of recording a world in constant flux (modes
bilimsel uygulamaya Bproblemli de olsab geesirmesi sayesinde, engaged in an almost constant transition and interrelated with
gitgide daha uygulanabilir hale geldi. Bu d3nYRYmler sonucundaach other), gradually became more feasible when technological
Daguerre, en iyi panoramik g&r¥YntVYlerini 18390daki bir yangYnddvances made it possible to convert into scientific practice the
kaybettikten sonra, NicZphore NiZpceOin y&ntemlerinin ($zellikléheory that enabled albeit the problematic use of the magic lantern.
de mecra ve pozlamasY konusunda)geliftiriimiR hali olan As a result of one of these transitions, Daguerre, after losing his
OdaguerreotypeQini ortaya *YkardY. Bu da ona, bir $ncY ve hYneskit developed panoramic views in a fire in 1839, unveiled his
bir illYzyonist olarak abartYIY bir Yn getirdi. BaRka bir deyiRle, eleguerreotype, an improved appropriation of the methods of
panoramik g&r¥ntYler sahne sanatlarY sereevesinde resmin uzaf¥isYphore NiZpce (above all in relation to the medium and the
olarak algYlanYrsa, fotoUraf da o gizemin anlYk tek bir karesinifixing of the image), something that gave him a disproportionate
oynanan sahnede sabitleRtirir. IRYklandYrma, geniR panoramikamount of fame as a pioneer and a consummate illusionist. In

1- Benjamin, Walter: Das Passagen-Werk (Luis Fernfndez Casta—edaOnYn Uspanyolca ,elirBimdemin, Walter: Das Passagen-Werk [Quoted from the Spanish Translation by Luis
AlYntY, Isidro Herrera y Fernando Guerrero: El libro de los pasajes, Madrid. Akal, 2005F881)tndez Casta—eda, Isidro Herrera y Fernando Guerrero: El libro de los pasajes, Madrid.
2- Ibid.:40. Akal, 2005. p. 38.]

2- Ibid. p. 40.
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ortamlara inanYIYrlYk ve gerseklik getiriyorsa, o zaman YRYk da,dileer words, if the panoramic views can be viewed as the extension
fotoUrafYn sekilmesini mYmkYn kYlan hem de g&r¥ntYnYn YRY®fpainting within the ambit of the scenic arts, the appearance

duyarlY cam tabakada ortaya sYkmasYnY saUlayarak fotoUrafik eylémfptography 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

essential material that enables the photographic act to take

ﬁe allowing both the photograph to be taken and the resulting
to emerge on a sensitised glass plate.

meydana gelmesini olasY kYlan ana maddedir.

Bu dYRYnce doUrultusunda, pasajlardaki dYkkan camek%onlarYrW
camVn ReffaflyOYndan g3r¥Ynen fakat yYzeyinin kaIYnIYUYndan da
ulaBYlamayan, YrYnlerin yansYtYldYOY ekranlar olarak yorumlayablllrlz

Sadece almak ve satmak eylemleriyle tatml’n edlleblle’n bir arzuygy following the relevant thread, we can interpret the shop windows
harekete ge-irirler. Sergilenen objeler arasYnda yalnYzca almaky; the arcades as screens onto which products are projected, visible
istediUimiz Beyleri gdrmekle kalmaz, o giysileri giydiUimiz, yiyeceklegiehind the transparency of the glass and inaccessible due to the
yediUimiz, aletleri kullandYUYmYz, ya da mobilyalarda yaBadY@ﬁim\'ﬂaickness of its surface. They drive a desire that is only

bir maddi ortama kendimizi sYrYkleriz. Bu yansYma, en az iki ySndetisfied by the action of buying and selling. In the objects

iRler. Kendimizi bu hayali dYnyanVYn isinde gdrdYUYmYzde, Rimdiigplayed in them we not only see the goods that we wish to
zamanda geleceUi planlarYz, bir hareket dizisi yaratYrYz, giriReceJiihase, we also project ourselves into a mental space where we
bu yolculuOun yapYlabilir olduQunu g&rmek isteriz. DiJer yanda® € Wearing the clothes, eating the food, using the utensils or

da, kendimizle ilgili aldatYcY bir yansYma yaratYrYz; hayal etti0liipg with the furniture putin front of us. This projection operates,

geleceUin var olmadYUY, kendimizi o durumda bulsak bile szgﬁ&éhe very least, in two directions. In seeing ourselves within

this imaginary world, we plan the future from the present, we

baRa «YkamayacaUYmYz, rYya gibi bir g&r¥ntY yaratYrYz. Ger-ek Bu
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
Bundan dolayYdYr ki, nitelikli SncYIY olan fotoUrafYn ve dYnyay¥andling it with complete freedom should we find ourselves in it.
kaydetmek Yzere ortaya «YkmYR diUer geliRmelerin, derin tariheesiyle truth is, we cannot control something that is shown to be
yazYIdYUY, g¥nYmYzde sanatsal/sosyal yaRamYn anlamYnY hietaangible and which is also, to all intents and purposes, impossible

her yerde $zetleyen sinemayY, arzu kavramYnYn sevresinde dsfepredict.

ki, bSylesine soyut olan ve hisbir koBulda sonucunu bllemeyeceulml
bir Reyi kontrol etmemiz mYmkYn deUildir.

modellerin baBlangYe noktasY olarak g&rmemiz mYmkYn: (bir
ekrandaki sanal bir yansYma olmasYndan dolayY) kesinli0i olmal/infor this reason that the now ubiquitous compendium of

bir anlayYR; tatmin edilemeyen bir cazibe (akY!| almaz bir karaktel‘*"}ﬁt'snC/SOC'aI connotations that is cinema, whose high-quality
grologue is written by the intense history of photography and

other advances sensitive to the recording of the world, can be

arzu, kollektif dYRYnceden, aktarYlamaz kiRisel deneyimlere ve tek
een as the starting point of models revolving around the concept

baR¥na seyretme isteUine dek uzanan Bekillerin a-Yk-a gerIdYLf%eswe its impossible definitive conception (in that it is nothing
son derece ilgine bir yol «izmiRtir. Bununla birlikte, bu ayrYymYn '”6ther than a virtual projection on a screen); and its insatiable
safhalarY sinemanYn §zYnde zaten vardY. Lumisre kardeRler 18%%9&@ (even in the knowledge of its non-conceivable character,
*Ykan OsinematografOlarYyla insanlarY film seyretmek Yzere birgray@lil wantEto see more and more derivatives of it). This figurative
getirirken, Thomas Edison (1891-1894) kinetoskopuyla, -ister ilkdesire has traced a fascinating path that runs from modes of

varlYUYna raUmen daha da +eRitlemelerini g§rmek isteriz.) Bu me
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baRlarda g3sterildiUi kafelerde, ister sonra ortaya *Ykan $zel seyillective contemplation to others where the need for individual
odalarYnda g3sterilsin- toplu ve sosyal izleme sanatYnYn bir gelesé€¥ings and non-transferable personal experiences has been
olmadYUYna dair beslediQi isten inanela, hareket eden g3rYntydearked out with increasing clarity. Nevertheless, an initial phase
kaynaklanan kiRiselleRtirilmif zevkin temellerini attY. Edison, pif this differentiation was already present in the origins of the

takip eden yYzyYIYn kanYtlamaya «alYBtYUY gibi, gersekten de tWtic experience. Whereas the Lumi-re brothers, with their
cinematograph (1895), enabled people to come together to watch

cinema, linking it forever to the world of spectacle, Thomas Edison's

) 3 o (51891 1894) kinetoscope laid the basis for the individualised
Tarih kutuplaBmYR bSlYnmelerden ne kadar hol3lansa da, bura
enjoyment of the moving image, in the unreserved belief that

verilmiR olan bu iki seeeneUi yanlYR ve doUru, baRarYIY ve baﬁmg@Y\ﬁas no future in the social and collective act of viewing -
gibi eok asYk tanYmlar getiren kavramlarla analiz etmek belki desither in cafes, in the early days, or in specially created rooms
hatalY olur. BugYnkY dijital teknolojinin sYpersonik mYdahelesijater on-. Was Edison, as the entire century that followed sought
fotoUraf ve sineman¥Yn ortaya YkmasYyla baRlayan teknolojik dewidnemonstrate, really so wrong?
benzer, baRka bir teknolojik devrimin eRiUine bizi getiriyor. FotoUraf
ve sinema, sonuslarYnYn anYnda ortaya YkabilirliUi, g&ryntY It would perhaps be inaccurate to analyse both these options,
deUiRimlerinin oluRabilme hYzY, olaylarY geri déndYrebilmeninSihthesised herein, in line with such clearly delineated concepts
hatta yavaBlatman¥Yn teknik (ve de ideolojik) imkansYzIYYyla @S right or wrong, success or failure, as much as history enjoys
ay¥rdedilir. Sonue olarak, bu sYrekli, ola0an, durdurulamayan hWh polarised divisions. With the supersonic intervention of digital
tek bir kiRinin uygulayacaOY, birbiriyle yer deUiRtirebilen bir arayg;chnology we now find ourselves atthe onset of another
technological revolution comparable to the one instigated by the

luyl InY bi bakYR asYsYnd liz edilebili kad
yoluyla, yaln¥zca bireyin ba arysyndan analiz edrebiir: ar ap%earance of photography and cinema, which were mainly

aydYlantYlan ekran karRYsYnda tek baRYnalYkla, bireysellikle, Y&erentiated (or nuanced rather) by the immediacy of the results,
yalnYzIYk isinde.

yanYIYyor muydu?

the speed of the perpetual changes, the technical (yet ideological)
impossibility of an about-turn or even a simulated slowing-down
Internetin yarattYOY kollektif aUlar, pek de azYmsanamayacak Birevents. As a consequence, this constant, regular, unstoppable
paradoks ortaya sYkartYyor: yaygYn «3zYmler getirmek amacYydaeed can only be analysed from the perspective of the individual,
tasarlandYklarYndan, ancak oturumu asma komutlarYnY, parolalaryugh an interchangeable interface that is employed solely by
ve giriB yollarYnY bilenler taraf¥Yndan yanYtlanabilirler. SanallYR, single person: unipersonality, individualism, solitude in the face
belki de kendini tekrar doUrulamak amacYyla ya da kendi of the retro-lit screen.

tutarsYzIYUVYndan dolayV yok olma korkusuyla, etrafYnY belirli unsurlarla,

parolalarla, seri numaralarYyla ve uyumlu gYncelleRtirmelerle Collective networks created by the Internet generate a not-

-evreleyerek, bYyVk bir endiRe isinde daha Snce meveut Olam,(n|n5|gnn‘|(:ant paradox: designed to provide wide-ranging solutions,
they can only be responded to by individuals who know their

salYRYr. H de her RahsY t il ed
ara r. Hepsi de her RahsY temsil e ?oglns passwords, and access routes. Virtuality, perhaps as a
soUuk ve statik olalanlYktaki ekran¥n (bir pencere, ama ayn¥ reaffirmation of itself or because of the fear of being swallowed

zamanda da ayna) arkasYna saklanmYR®, geniB +apta OIaSYlYklﬁiﬂjK{/ its own inconsistency, is obliged to surround itself with
Ancak, mutlak $zgYrlYk kavramlarYnYn altYnda, etkinlik aIanYnD-Ype(:,fIC elements, passwords, serial numbers and compatible

yerine yenisini koymay

geniRletmeyi tasarlayan her hareketin karBYsYnda bir takYm engeligrates desperately anxious to replace what was there previously.

kYsYtlamalar, denetlemeler ve kontroller yatmaktadYr. Bu tYr heill in all a vast range of options concealed behind the apparently
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hareket, engelleyici bir denetim mekanizmasY oluBturmak amacYgtdg and static normality of a screen (a window, but also a mirror)
kendi kendini iptal eden ya da bastYran bir tepki yaratYr. that is representative of each individual. However, underlying the
Makinelerinin yarYsaydam plastik kasalarYnYn ve kristalize plaZ®2cepts of absolute freedom are obstacles, restrictions, surveillance
ekranlarYnYn ardYnda, bu Reffaf topluluk, $zgYrlYklerin en eskipsl control of practically every movement designed to expand the

klostrofobik baskYsYnYn karanlYUYnYn bir parsasYnY da barYH§¥H9f activity. Any aCt'f)n of this type generates, as a CO'aCt'Ye
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 MURATOULU

TERATOMA TERATOMA

Su dolu plastik bir torba gibi ama ok daha kalYn dokulu. Kaygati looks like a plastic bag full of water, yet feels much thicker. Its
yYzeyi <ok pYtYrlY. AUYr olmasYna a0Yr, ama sanki her an patiyoy surface is lumpy. It's definitely heavy, but it feels as if it would
isindekiler akacak, avcumun isinde kYkYrdakYmsY bir deri parsasXdenly burst, gushing the liquid out, leaving only a cartilage-like
kalacakmYR gibi. YumruOumu sYkmaya «alYRYyorum, sekinerekijgazéain my hand. | slowly try squeezing my fist, careful not to put
bastYrmadan. ParmaklarymYn arasYnda sanki birReyler dolaB¥gomuch pressure. It feels like something is squirming between my
MasanYn Yzerine koyuyorum. Usteksizce yuvarlanYp «8kVYyor, Sfileges. | put it on the table. It reluctantly rolls out, and then streches
pelte gibi duruyor. Elimi kaUVYda silip bir kalem alYyorum. Kalenaint like jelly. | wipe my hand on a tissue, pick up a pencil and jab it.
ucuyla d¥YrtYklYyorum. Usinde her ne varsa o kadar da akYcY delihtever is inside doesn't seem to be that runny. | draw the table
sanki. Masa lambasYnY yaklaRtYrYp iyice bakYyorum. Bunun biarisp closer and inspect it carefully. It's definitely an internal organ,
organ olduUu kesin ama, bildiUim hiebir Beye de benzemiyor. but doesn't look like anything | know. Overall, it's pinkish; with yellowish,
Pembemsi gibi, yer yer koyu sarY, kahverengi, mor renkli bslgelérbwnish and purplish patches here and there. Can it be half transparent?
var. IRYk biraz isine sYzYyor mu ne? tzeri kalYn, oldukea sert There are some thick veins running through the surface. Strangely, the
damarlarla kaplY. Ne var ki bu damarlarda sanki hie kan akmamd¥#ns donOt have any signs of life, as if no blood has run through them
gibi, donuk. Elimi iyice kaUYda silip bistYriyi almak isin uzanYyorum, all. Fixing my eyes on it, | wipe my hands again and reach for the
g5zYm onda. OAcaba keserken tepki verecek mi? Yoksa uyuyor seabel. OWill that thing move when | cut it? Or is it only sleeping?
tzerime sYerayacak birReyler mi var isinde?0O DuraksYyorum. EWiii something squirt out from the inside?O | hesitate. | put my hand
Yzerine koyup bir tepki gelmesini bekliyorum. SoUuk ve cansYzon it and wait for a reaction. It is cold and dead. Alright, then... As
Peki, diyorum, Syleyse. Elimi yavaRea kaldYrYrken o da sanki | lift my hand, it breathes with relief. | stab the scalpel right through
rahatlamYReasYna nefes alYyor. BistYriyi ortasYndan diklemesiie middle, cutting across like a birthday cake. As | expect, a gooey
batYrYyorum, sanki bir doUum g¥YnY pastasY kesercesine boyluiquid comes out, a purplish-red color running across the table. | widen
boyunca yarYyorum. BeklediUim gibi isinden koyu renkli bir sYvihe fissure, trying to see further inside. As the liquid spills out, a sticky
kYrmYzY-mor, yavaRea masan¥n Yzerine akYyor. A«tYUYm yan¥é&tYuiyicef hair is revealed. Should | stop, or...?
geniRletip isini g&rmeye +alYRYyorum. SYVvY boRaldYkea bir topak sae,
yapYR yapYR ortaya *YkYyor. DurmalY mYyYm, yoksa...? | open my eyes to the flash of purple, blue and red lights. They quickly
pass by and disappear. | open my eyes wide; all | see is a white blank!
Mavimsi mor, kYrmYzY YRYklar Riddetle parlayYnca g3zlerimi asYamterbursting light fades, my eyes adapt and | realize it is night...
YanYmdan geeip kayboluyorlar. G5zlerimi kocaman asYyorum. Sadelese my eyes and press on them with my fingers; pain hits my
beyaz bir boBluk! Patlayan YRYk s&nYyor, g&zlerim uyum saUlay¥imteead. Obviously | am still on the road. The minibus | was on is
gsrebiliyorum: Gece... G8zlerimi kapatYp parmaklarYmY bastYrYyerwmiossing the bridge. | know it, but | still look ahead, and of course,
aUrY ve acY alnYmda dolaRYyor. AnlYyorum ki, h%ol%o yoldayYm.tBindiBlins like armageddon. | check my watch. It's been an hour since
dolmuf Rimdi kdprYden gesiyor. Biliyorum ama gene de bakYyorue minibus took off from Taksim. It seems like I'll be on the road for
tabii ki yolun ilerisi mahRer yeri gibi. Saatime bakYyorum, TaksimOeeather hour. The driver is still furious; he's talking loudly with someone.
yola «YkalY bir saat olmufR. Bu gidiRle bir saat daha yoldayYm. PofStourse...He's cursing and talking on his cell phone to other minibus
h%ol%. sinirli, yYksek sesle birileriyle konuRuyor. A, tabii ki... Ayd¥vers on the same route, telling them about the congested traffic
hatta ~alYRan diUer RofSrlere kSprYdeki trafiUi kYfrederek anlatYybiead on the bridge. He quits talking, agressively takes the headphone
onlar da yolun ilerisini s8ylYyorlar belli ki. Susuyor, kulaklYOYn¥ff and throws it towards the dashboard where his cell phone lies.
sertee *YkarYp cep telefonunun durduUu $n camYn $nYne doUr@What the hell is this traffic every single day!O None of the passengers
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fYrlatYyor. ONedir bu be, hergYn «ekilir mi?O diye baUYrYyor. reply, yet he continues to rage and curse at the traffic and the
Yolculardan his kimse karRYIYk vermiyor ama, o gene trafile, authorities. He lights a cigarette. Now, cigarette smoke mixes with my
ynetenlere sayYp dskYyor hiddetle! Sigara yakYyor. SigaranYrempty stomach and makes me nauseous. | desperately try to open the
dumanYyla a«lYOYm birbirine karYRYyor, midem bulanYyor Rimdivi@aom¥next to me to no avail. Filled with frustration, | resume looking
asmaya eabalYyorum bof yere. Ueim iyice sYKYIYyor, tekrar dSniy the window. Through the dark, | see crowded silhouettes waiting
dYRarVYyY seyrediyorum. KaranlYkta, otoyol kenarYnda bekleyehy the side of the freeway. Occasionally headlights illuminate their
kalabalYk siluetler gdrYyorum. YYzlerinde araslarYn farlarY. Onlfaces. | wonder whether | should feel happy not to be amongst themE
gibi beklemediUime sevinmeli miyim?... KYrmYzYmsY koyu bir Y®¥ g¥ss through an area lit with red light. It must be a junction,
isinden gesiyoruz, burasY kavRaklardan biri olmalY yoksa bu kadghnerwise there wouldn't be so much light. Now we're back in the dark,
ok yol aydYnlatmasY bir arada olamaz. Gene karanlYk ve farlamith the headlights... What on earth are those places behind us? They
bu arkadaki yerler neresi acaba? G3Ue doUru yYkselen dev dalgatasémble huge dark waves illuminated only by faint tiny yellow lights.
Yzeri sarY beyaz noktalarla aydYnlanmYR. Kim bilir hangi gecekdabidumust be one of those slum quartersO, | tell myself. "But wait a
mahallesi... Gecekondu mahallesi mi? Belki genel sesim Sncesi minute! They were slum quarters before the previous general elections.
Syle idi. Pimdi pekala imarlY! Zaten neresi deUil ki? Ustanbul neredieey have all been legalized now, just like everywhere else.O Who is
baRlYyor nerede bitiyor? Kim sdyleyebilir ki?... able to tell where Istanbul starts and ends anyway?..

Durmuyorum. Sae topaUVYnY kaleme dolayYp, kesenin dYRYna | don't stop. | roll the lump of hair around the pencil and pull it out
*YkarYyorum. SYvY da onunla beraber masanYn Yzerine akYyoof the sack. With it, out comes the liquid, spilling over the table. The
BozulmuR et kokusu burnuma doluyor, g3zlerim yaBarYyor. Elimdarid smell of rotted meat fills my nose, makes my eyes water. | wipe
dYRYyla gszlerimi silip tekrar bakYyorum isine... YanYIYyor muymgneyes with the back of my hand and look inside again. Am | mistaken,
yoksa isinden bir g3z de bana mY bakYyor! bu yanYnda, orada burada there also an eye staring back at me from the inside! And those
duranlar da diRler galiba! Elimdekileri masaya bYrakYp hYzla ayhaligs scattered around must be teeth! | drop what's in my hand and
kalkYyorum. bimdi midem bulanYyor. Nedir bu? Bir tYr canlY m}®np up... Now | feel sick. What was this thing? Some kind of organism?
Ben neyi kurcalYyorum? KaeYrdYOYm g3zlerimi tekrar o Beye What am | tampering with? | turn my eyes towards the thing, still
eeviriyorum. YaklalBmaya cesaretim yok. Kime sorsam acaba, kimtimidated. Whom should | ask, who would know?...
bilebilir ki?...

I've read, seen and heard about the things said of and written on
Ustanbul®un hakkYnda yazYIanIarY belki binlerce kere binlerce Ifski¥ul from thousands of different people, news sources, articles,
aUYzdan dinledim, bir o kadar da haberde, makalede, kitapta and books, let alone movies. I've discussed it in classes. Nevertheless,
okudum. Filmlerde izledim. Derslerde tartYBtYm. Gene de h%ol%ol s&8¥hnnot figure out how it manages to survive. Layers, heaps, bits
olup da varolduUunu, hayatta kaldYUYnY anlayamYyorum... Katmankpieces... Cut and torn apart carelessly, then sloppily put together.
parealar, yYUYnlar... Kesilip parealanmYR, sonra $zensizce bir afayiage monstrosity with its internal organs hanging out, its eyes and
getirilmiR. Ue organlarY dYRarYda, g3zleri ve aUzY gdvdesinin isindeith inside its body; a sightless thing, gnawing at itself from the
gSremeyen, kendi kendisini kemiren, beslendikee yayVYIYp etraf¥ingide, feeding and expanding and sticking to its surroundings. Remember
yapYRan dev bir ucube! Hani baz¥Y dehRet filmlerinin bir tYrlY sahose horror movies that just wouldn't end? Just when you let your
gelmez. Siz OHabh, §IdY iRte!O diye rahat bir soluk aldYUYnYz awdath go, thinking OPhew! Finally, that thing is dead!O, the disgusting
iUrene yaratYk yerden kalkar, parea parea olmuRl bedenine aldYrmadasature rises from the ground and walks jerkily towards you, ignoring
sarsYlarak Yzerinize gelir ya, Ustanbul da Syle bir tYrlY vazgesmiyits shredded body. Istanbul is like this monster that keeps resurrecting.
Parealar bir araya gelmiyor, birbirine uymuyor. SYrekli bir yerleriThe pieces donOt fit, they just donOt come together. Parts keep bursting
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patlak veriyor. KaynaklarY eriyor, yeni kaynaklara saldYrYyor. TYkéwanhere and there. When it runs out of resources, it assaults new
iRlemeyen damarlarY zorlayYp aearken etrafYndaki dokularY ones. It tears its surrounding tissues while trying to burst open the
parealanYyor. Damar Yzerine damarlarla Oby-passO yapYyor. Yeligegd, leisured veins. An endless series of by-pass surgeries are
bYyYyen bu anormal organizma, sYrekli deforme olup d$nYRtYksearied out. This gluttonous, abnormal organism grows so enormous
eski Reklinin izlerini de siliyor. that it erases the traces of its previous form.

Teratoma deniyormuR bu Reyin adYna. HYcre geliBiminin anomalisiv | know that it is called teratoma. As a result of an anomaly during
sonucunda, birarada olmamasY gereken dokular ve organlar buthe early stages of cell development, tissues and organs that don't
kistin isinde oluBuyormuR. Usinde barYndYUY vYcut ne kadar belong together are formed inside a cyst. It grows as large as the body
taBYyabilirse o kadar bYyYyYp yayYlabiliyormuR. Peki, bu Rey harboring it can carry. Could this thing live outside the body it inhibits?
s8mYrdYUY bedenin dYRBYnda varolabilir mi? Tabii ki hayYr... Absolutely not...

Ustanbul bir Rehir mi? Pehir gdrYnYmYnde bir ucube, belki de isintielstanbul a city? It is a monstrosity that barely resembles a city,
taRYdYUY teratoma tarafyndan «oktan yenilip, yutulmuB bile. perhaps long eaten up by the teratoma it once carried inside.
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GAZZE TTNEL TUCARETU: UPGAL ALTINDAKU B...LGENUN YORUMGAMALARNNEL TRADE: INTERPRETATIONS OF OCCUPIED SPAC

Usrail Sina YarYmadasYOndan 1982 yYIYnda geri +ekildiUinde VRadahisrael withdrew from the Sinai Peninsula in 1982, the city
Rehri, Usrail®in §rdYOY duvar yYzYnden birdenbire kendini MYsY Rit§ah was suddenly split between Egypt and Gaza by an Israeli
Gazze arasYnda b3IYnmYR buldu. Aileler, evleri birbirinden 100wall. Families found themselves divided by a high-security

metre uzakta olmasYna raUmen, yYksek gYvenlikli uluslararasY s¥mdfriational border, though their houses often lay less than 100m
ayrYImYRlardY. Bir sYre sonra, bir zamanlar Rafah Yzerinden yagpéen Before long, influential families who once controlled trade
ticareti elinde bulunduran s3zY geeen aileler, sYnYrYn altYndanthrough Rafah moved their business underground through dozens
ge+en dYzinelerce kazYImYR tYnel sayesinde iRlerini yeraltYna taR¥yaradret tunnels burrowed below the border, connecting family
her iki taraftaki aile evlerini birletirdiler. houses on either side.

20050te Usraildin GazzeOdeki askerini geri «ekmesinden sonra tYngliéritsraelOs military withdrawal from Gaza in 2005, the number
sayVYsY daha da arttY. Usrail ordusu, sYnYr boyunca tampon b&l§eunnels mushroomed. The Israeli military used the tunnels as
oluBturmak amacVyla, tYnelleri evleri yYkma bahanesi olarak kullaag¥etext for stepping up demolitions of houses to make way for
Usrail®in baRlYca endiResi, silahlY FilistinOli gruplara kaeak silahbuffer zone along the border. IsraelOs main concern is the
sallanmasYydY. Fakat kasakeYlar a*YsYndan bakYIYrsa, tYnel ticargtjling of weapons to armed Palestinian groups. But for the
siyaset ve silah kacakeYIYUYndan +ok daha fazla Rey ifade ediysmugglers themselves there is far more to the tunnel trade than
Sigaradan uyuRturucuya nakit paradan insana kadar Rafan®Ynpolitics and arms smuggling. Everything moves through RafahOs
tYnellerinden herRey gesiyor. TYnel ticareti, GazzeOde bir yYldaunnels: from cigarettes and drugs to cash and people. It is a vast

E
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kazanYlan ortalama maaRYn beR katY getirisiyle, «ok bYyYk bir gigRimrprise, and pays five times an average annual Gaza salary in
oluRturuyor. Bu babadan oUula geeen bir aile iRi ve her zaman one month. It is a family business, passed on from father to son
-ekonomik olduUu kadar gYvenlik sebeplerinden dolayY da- aileand always B for reasons of security as well as economics B kept
isinde tutuluyor. in the family.

K&aRLI TUCARET LUCRATIVE TRADE

TYnel ticareti yalnYzca karaborsa bir i3 deUil, milyonlarca dolarlYke tunnel trade is not merely a black market, it is a multi-million
asker” disiplinle en Yst dYzeyde gizlilikle iRletilen, FilistinOin endollar, top-secret industry run with military-style efficiency, and
k%orlY iRlerinden biri. Usrail®in DYR URleri web sitesi bile, OBu iRletmnecilikthe most lucrative businesses in Palestine. Even IsraelOs
bir ok aile isin temel geliri saUlYyor ve b&lgedeki ana gelir kaynaU¥¥reign Affairs website acknowledges, OThis industry comprises a
oluRturuyorO diyor. Bir zamanlar fYrsateYIYk olan bu iR, diUer iRkémary source of income for entire families, and is the main source
gibi piyasa oynamalarYndan etkilenen, hissedarlarY ve k%or payd&iNcome in the area.O What was once opportunism quickly became
olan, oturmuR bir iRletmeye hYzla d3nYRtY. Uhtiyae gereUi, bir amneestablished industry with market fluctuations, shareholders and
dolusu 3nde gelen RafahQlY aRiret, sYnYrlararasY gYeIY baOlad¥nifends like any other business. Out of necessity, a handful of
kullanarak, siyasetin getirdiUi yasaklardan dolayY saUlayamadYit¥myhent Rafah clans used their strong cross-border familial ties
yasadYRY yollardan elde etti. to achieve illicitly what politics otherwise makes impossible.

BaUYmsYz tYnelciler de var, ancak bir tYnel kazYp tamamlamakydependent tunnelers exist, but creating and completing a tunnel
yeraltYnda kalabilmek isin tecrYbe, dayanYklYIYk ve saUlam kafaquires not only experience, stamina, and the mental strength to
dYRYnda, bir de mali sermaye gerekiyor. DolayYsYyla, tYneller gensllisleinderground for extended periods, but also financial capital.
bYyYk aRiretler veya $rtY1Y «YkarlarY olan baRka gruplar (hattaAs a result, tunnels are usually financed by large clans or other
iRadamlarY ya da devlet yetkilileri) tarafYndan finanse ediliyor. groups with vested interests (even businessmen or government
Kazma iRleminin kendisi soUunlukla genelere alt s§zleRmeyle officials). The actual digging is often sub-contracted out to young
veriliyor. Gene tYnelciler bir g¥n kendi tYnellerine Osahip olmay¥iQgers. Younger tunnellers hope one day to be able to OownO their
Ymid ediyorlar. own tunnel.

TYnel iRi k%orlY olmakla birlikte, beraberinde bYyYk riskleri getiriybne tunnel trade is a lucrative one, but with great risks involved.
Evlerin varlYUY, b&lgede Usrail asker” varlYOY isin bir bahane Houses are routinely demolished and shelled if IsraelOs military
oluRturmakla birlikte, Usrail ordusu tYnel barYndYrdYklarYndansuspects they harbour tunnels-even though their existence is often
RYphelenirse, evler rutin olarak yYkYIYp bombalanYyor. AyrYcajsed as a pretext for Israeli military activity in the area. Then
bazYlarYnYn 1.5 metre geniRliUinde ve bir kilometre uzunluOunitiare is the danger that the tunnel, some of them 1.5 metres wide
olduUu tYnellerin, yapYm ya da kaeak mal taRYma sYrasYnda y¥k¥lomto a kilometer long, might collapse during construction or
tehlikesi var. Bir baBka tehlike de, sYnYrYn MYsYr tarafYnda yakalan¥gling. Or being caught and detained on the Egyptian side of
tutuklanmak. the border.

Ekim 20060da, tYnellere veya tYnel barYndYrdYUYndan RYphéte@iteaber of 2006, the Israeli military was even authorised to
evlere karRY hava saldYrYsY yapYlmasY iein Usrail ordusuna yetié air force against tunnels or houses suspected of hiding them,
verilmiR olmasYna raUmen, RafahOlY aileler tYnel inRa edip kasakl yet Rafah families go on building and smuggling. With GazaOs
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mal taRYmaya devam ediyorlar. GazzeOnin «3kmVYR durumdaki economy in ruins and the strip almost completely isolated from
ekonomisi ve Reridin dYnyanYn neredeyse tYmYnden soyutlanii¥rest of the world, there are few alternatives.
durumu karRYsYnda, pek fazla sesenekleri de zaten bulunmuyor.

RE-INTERPRETING OCCUPIED SPACE
UPGAL ALTINDAKU B...LGENUN YENUDEN YORUMLANMASI

The tunnels also serve as a way for Palestinians to bypass and
TYneller, Filistinliler isin aynY zamanda iRgal, kuRBatma ve Usraitfimlenge the traditional boundaries of occupation, siege, and the
OKontrol MatrisiOnin getirdiUi kYsYtlamalarY yok sayYp karRY kogeia'Matrix of Control".E They have even been able to transport
y3ntemi oluRturuyor. Hatta birbirinden ayrY dYRYp, Usrail tarafYn@aestinian spouses separated from one another and unable to
uygun kimlik ve izni elde edemediklerinden dolayY GazzeOye giremetlesrwise enter Gaza because they lack the proper Israeli-issued
eRleri dahi gesirmeyi baRarYyorlar. Bu izinler, eskiden beri hareketl&hi cards and permits.E Such permits have traditionally been the
ve ik%metleri kontrol eden ve URgal AltYndaki Filistin Topraklar¥®Haused to control movement and residency and restrict access
giriR «YKYRlarY kYsYtlayan bir arae olarak kullanYImYRtYr. to and from the Occupied Palestinian Territories.

Fakat Usrail iRgali daha asYk ve $IYmcVI taktikler de kullanmYRBYit.the Israeli occupation has also utilized far more overt and
deadly tactics.
Frieze Dergisi tarafYndan MayYs 20060da yayYnlanan OSavaR SanatYO
yazYsYnda Usrailli mimar Eyal Weizman, BatY beriaOda iRgal altYfda Art of War" (published by Frieze Magazine, May 2006)
bulunan Nablus kentindeki direniRe karRY yeni kent savaRY strdsefieli architect Eyal Weizman describes how Israeli military think
ve taktikleri geliRtirmek amacYyla, Usrail asker” danYRmanlarYmfrks have been using urbanism, psychology, cybernetics, post-
RehirciliUi, psikolojiyi, sibernetiUi, ssmYrgecilik sonrasY ve yapYsala¥ikial and post-Structuralist theory to develop new strategies
sonrasY teorileri nasYl kullandYklarYnY anlatYyor. Weizman, TuUgendeerattics of urban warfare against the resistance in the occupied
Aviv KokhaviOden R&yle alYntY yapYyor: west bank city of Nablus. Weizman is quoting Brigadier-General
Aviv Kokhavi:
OBiz, ara yollarY yYrYnmesi yasak yerler, kapYlarY geeilmez, pencereleri
de dYRarY bakYlmaz olarak yorumladYk, «YnkY ara yollarda bizi sWdblarterpreted the alley as a place forbidden to walk through and
ve kapYlarYn arkasYnda bubi tuzaklarY bekler. Bunun nedeni, dYRthan¥tor as a place forbidden to pass through, and the window as
mekana geleneksel, klasik bir asYdan bakmasYdYr ve ben bu yoeupace forbidden to look through, because a weapon awaits us in
gsre davranYp tuzaklarYna dYRmek istemiyorum. [E] Bu yYzdethe alley, and a booby trap awaits us behind the doors. This is
duvarlarYn isinden gesme y3ntemini sestikE Kemirerek kendisinebecause the enemy interprets space in a traditional, classical
yol aYp ilerleyen bir kurt gibi, belli noktalarda baR gSsterip sonrananner, and | do not want to obey this interpretation and fall
yok oluyoruz. [E] Ben askelerime, OArkadaRlar! [E] EUer Rimdiy&to his traps. [E] This is why that we opted for the methodology
kadar yollar ve kaldYrYmlardan yYrYmeye alYRYktYysanYz, bunu eiuiovihg through walls. . . . Like a worm that eats its way forward,
Bundan sonra duvarlardan geseceUiz!O dedim.O emerging at points and then disappearing. [E] | said to my troops,
OFriends! [E] If until now you were used to move along roads and
sidewalks, forget it! From now on we all walk through walls!"

LAILA EL-HADDAD & MUSHON ZER-AVIV

Kokhavi Usrail ordusunun Filistin kent dokusunu delip gesme
stratejisini kibirle anlatadursun, RafahOdaki tYnel tYccarlarY daWhile Kokhavi arrogantly presents the Israeli Army's strategy of
mekanYn alYRYIdYk yorumlarYndan soktan uzaklaBmYR gsr¥n¥garlag through urban fabric of Palestinian life, it seems like the
BatY dYnyasYnYn kentleRmeyle ilgili temel tartYRmasY, Rehri téekrare! traders in Rafah, have themselves long departed from this
inceleyerek bastYrYImYR ve gdr¥nmeyen sYnYrlarY ortaya Ykatmakfignal interpretation of space. While the critical discussion
ancak bu durum iBgal altYndaki kentte baskY aracY haline gelir. Betrbanism in the West re-examines the city and attempts to
yeri kazarak, iyi k3tY her tYrlY malYn nakil kontrolYnY elinde tutmakxpose the repressive invisible boundaries, in the occupied city
isteyen iRgal yolsuzluUuna karRY, Rehrin baUYRVYKIYUY yoktur.it. bgleomes an agent of repression. The city is not immune to the
gsr¥YnYyor ki, ySnetenler hem g3r¥nen, hem de gdr¥nmeyen kontrobrruption of the occupation which is digging through walls and
mekanizmalarYnY kullandYklarYnda, kentsel teori kurallarY, iRgdirough the ground to posses and control any transfer of goods
altYnda kYrYIYr. and 'bads'. It seems the rules of urban theory breaks under
occupation, when the ruler exerts both the visible and the invisible
MEYDAN OKUNAN KENTSELLUK control mechanisms.
URgal altYndaki Behir, «atYBmanVn her iki taraf¥YnYn da kentseliBl\LLENGED URBANISM
meydan okumasYna neden oluyor. Ancak geleneksel olmayan bu
kentsel mekan yorumlamasY, Gazze beridi i*in yeni bir Rey deUithe occupied city drives both sides of the conflict to challenge
K3kleri, «aUdaR kYItYrel teoriden veya Usrail iRgalinden ok $ncesingbanism, but this non-traditional interpretation of urban space
dayanYr. Bu bSlgede tYnel kazmak, eski kasYR tYnellerinin kaleigeot new to the Gaza strip. It runs back into history much further
kiliselerden denize kadar (bazen bir kilometreden daha fazla) than contemporary cultural theory or the Israeli occupation. Tunnel
uzandYUOY, tarihi bir stratejik aras olmufRtur. Kazma uzmanlYUY, Glgging has been a historic strategic tool in the region where
peridiOnin dYRYndaki bir Usrail YssYne saldYrmada da kullanYIdh@806escape tunnels leading from forts and Churches led
yazYnda bir ok silahlY Filistinli yerden fYrlayarak Usrail askerlerisemetimes for more than a kilometer) all the way to the sea. The
saldYrYp 3ldYrdY, ve birini -Gilad Shalit- esir alarak tYnelden geitipnnel proficiency has been used in the attack on an Israeli base
GazzeOye soktu. Bu karmaRYk saldYrY UsrailOi dehRete dYRYro¥utAig? lag Gaza Strip. In summer of 2006, several Palestinian
bir hafta sonra -bu sefer kuzey sYnYrYnda- Usrail®in b3lge egemgnlildien popped out of the ground, attacked and killed several
tekrar kYrYldYUYnda, LYbnanOda savaR «YkmasYnda da $nemlisratli soldiers, and captured one of them, Gilad Shalit, through
oynady. 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
Bizim mekan yorumumuzu bYyYk SleYde oluRturan Rey, insanYrhe war in Lebanon the week after, when Israeli territorial
temel yereekimi deneyimidir B yeryYzYnde 3zgYr yYrYyebilmek.sovereignty was breached again, this time on the Northern border.
Oysa gYnYmYzde, mekanYn bu OalYRYIdYk tarzOdaki yorumu, iRgal
altYndaki insanlarYn sahip olmadYUOY bir IYks. TopraUYn resmedur interpretation of space is to a large extent dominated by the
ayaklarYn altYnda parealanmVYR halde olduUu GazzeOde, mekahMdamental human experience of gravity - walking freely on the
referans noktasY olarak almak mYmkYn deUildir. 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 20080de Gazze beridiOndeki Usrail kuRatmasY sonucundi, Jabuary 2008 the Israeli siege on the Gaza strip have resulted

kadYn olan binlerce Filistinli, Rafah duvarYnY yYkYp, Rehrin Filistihousands of Palestinians, mainly women, tearing down the

ve MYsYr taraflarYndaki bu yerYstY engelini ortadan kaldYrdY. Bafah wall and removing the overground barrier between the

yazYnYn yayYnlandYUY sYrada duvarYn bir kYsmY h%ol%o yYkPllestieaalthd Egyptian sides of the city. At the time of publication,

tekeli, geeici olarak da olsa, serbest ve yer YstYndeki sivil halk parts of the wall are still down and the underground monopoly

tarafYndan kYrYImYR durumda. has been temporarily broken by civilian society, unbound,
overground.

*Bu makale, Laila El-Haddad ve Saeed Taji Farouky tarafYndan hazYrlanan ve EylYl 20870dekale, Laila El-Haddad ve Saeed Taji Farouky tarafYndan hazYrlanan ve EylYl 20070de
Al JazeeraOda yayYnlanmYR olan The Tunnel Trade (TYnel Ticareti) adlY belgesele dayahtiYorderé@fa. yayYnlanmYR olan The Tunnel Trade (TYnel Ticareti) adlY belgesele dayandYrYImYRtYy.
Uzlemek iein: http://tinyurl.com/3y3cl3 Uzlemek iein: http://tinyurl.com/3y3cl3

Kris Petersen, Collapsed Tunnel in Rafah, © 2007
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ILIMLI GER,EKLUK, ILIMLI MEKANLA BULUPUR: TAMAMLANKMANTIREALITY MEETS SOFT SPACE: AN ATTEMPT TOWARDS AN INCOMP|

BUR TERUMLER S...ZLtUt U,UN BUR DENEME GLOSSARY
Bu metin, daUY¥nYk temsil sistemleri, bilgi ve mekansal kavramlarsubjective proposal for interpreting the soft collisions between messy
arasYndaki YIYmIY sarpYRmalarY yorumlamak amacYyla hazVYrigatalVig of representation, information and spatial conceptions:
tamamlanmamYR, kiRisel, alyntY ve tahminlerle dolu $znel bir incomplete, personal, riddled with quotes, and by approximation.
Snergedir.

A: AFFECT
A: AFFECT (ETKU)

The first letter of the alphabet; the first sensibility imprinted upon us
Alfabenin ilk harfi; bir yere girdiUimizde oluRan ilk his. AynY  when encountering a space. Also a strategy of soft appropriation within
zamanda, hatYrlama ve aRinalYk yaratma/bozma yoluyla, YIYméYdgitamic of memory and (de)familiarisation. The new darling of a
ele gesirme stratejisi. Stratejilerle ySnetilen piyasa ekonomisininstrategically designed market economy.
en son gszaUrYsY.

B: BECOMING
B: BECOMING (MEYDANA GELMEK/VtCUT BULMAK)

A post-modern tactic devised to avoid fixture: characterised by an ever-
SabitliUi $nlemek isin geliRtiriimiR post-modern bir taktik: sYreklicontinuous evolving transformative move, not necessarily with an end
geliRim ve ddnYRYm halinde olan hareketle nitelendirilir; ille de goal.
sonus elde etme amaslY deUildir.

C: COMMONS
C: COMMONS (TOPLUM TARAFINDAN ORTAKLAPA, UZNE GEREK
KALMADAN KULLANILAN KAYNAKLAR) The concept of the commons, on the contrary, implies boundaries.

The commons refers to a resource, to common land, to common means
OcCommonsO (Toplum tarafYndan ortaklaRa, izne gerek kalmadainproduction, knowledge or information that is shared amongst the
kullanYlan kaynaklar) kavramY, tam tersine, berbaberinde sYnYatanituents of a more or less well-defined community. There is
getirir. OCommonsd, bir kaynak, ortak toprak, ortak Yretim, az esknership here, but the ownership is collective, rather than individual.
tanYmlanmYR bir topluluk tarafYndan paylaRYlan bilgi veya habemtehermore, the rules of how these common resources are shared, and
ilgilidir. Burada sahip olma hali vardYr, fakat bireysel deUil kolektiftiemongst whom, are not necessarily fixed in intransmutable rules [E].
bir sahiplenmedir. AyrYca, bu ortak kaynaklarYn nasY! ve kimleBut in all of these cases, the commons are not entirely ‘free’. There are
arasYnda paylaRYIdYUOY, deUiRmez kurallarla belirlenmemiBtir (#ps and mechanism of access, and limitations on use that are defined
Yine de durum ne olursa olsun, Ocommons® tYmYyle 05zgYrO deUiidishared values of the community sharing these resources."
Bu kaynaklara eriBim mekanizmalarynYn kurallarY vardYr ve bunlarY

payIaBan toplumun paylaBtYUY deoe”er’ kuIIanYmYn nasYI (Sotljrce: Eric Klunenb_erg, "Con.structlng_the D|g|.tal Commons", 2003.)
KYsViHl OY Y belirl http://amsterdam.nettime.org/Lists-Archives/nettime-I-0304/msg00056.html
SYtlanaca n elirler.

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

Usim verilmiRR olan bir alan; sahipliUi belirlenmiR; mYseccel alam space with a name; with designated ownership; proprietary space.

E: ELLIPSIS (EKSULTULU ANLATIM) E: ELLIPSIS

Tipografik olarak Ye nokta ile temsil edilir ve bir *Ykarma yapVYImW®ographically represented by three dots, it connotes an omission:
olduUunu ifade eder: karRYlaRanlar isin belirsiz bir yer; ayYrmalkn indeterminate space for those who encounter it; to appropriate.
BitmemiR olman¥Yn, gelecek olanYn, duraksamanYn, arzunun iRaréets.a marker of the unfinished, the yet to come, the pause, the
Nokta-nokta-nokta ile yer kaplar, ancak alan boRtur. OEllipsisO belkhfulElt takes up space by its dot-dot-dot, yet it is an empty one.
de tanYmlanmamYR her yerin olmasYnY istediUimiz Reydir: yerifiépsis is perhaps what we would like every undefined space to be: it
gelmiR mekansal arzularYn sayfaya aktarYmyYdYr. is spatial wish fulfillment transposed to the page.

F: FLOW (AKIM) F: FLOW

AkYmlar alanY (E) insan davranYR boyutlarYnYn, statik konum yefine space of flows [E] is that stage of human action whose dimensions
dinamik hareketten kaynaklandYUY aRamadYr. Buradaki etkin kelinsetecreated by dynamic movement, rather than by static location. The
hareket ve insan davranYRYOdYr. Hareket olmadYUY yerde bu alsaraidle words here are movement and human action. Without

olur. Biz de daUlar, binalar ve sYnYrlarla tanYmlanan mekanlarMmvement, this space would cease to exist and we would fall back into

alanlarYna geri d3neriz. the space of places, defined by mountains, buildings, and borders.
(Source: Felix Stalder, OSpace of Flows: Characteristics and StrategiesO, 2002.

(Kaynak: Felix Stalder, OSpace of Flows: Characteristics and StrategiesO, 2002.) http://flow.doorsofperception.com/content/stalder_trans.html)

http://flow.doorsofperception.com/content/stalder_trans.html

G: GESTURE
G: GESTURE (JEST)
The performative move that is becoming increasingly more regulated
BulunduUumuz yerlerde gitgide daha fazla regYle edilip kontrol and controlled in the spaces we traverse.
edilen hareket.
H: HARD
H: HARD (KATI)
The non-representational: the cut that bleeds, the real that bites.
Temsili olmayan: kanayan yara, YsYran gereeklik.
I: IMAGERY
I: IMAGERY (BETUMLEME)
The visual regime that dictates our experience of space. Not to be
Mekansal deneyimlerimizi dikte eden gsrsel sistem. Hayali olanlkeonfused with the imaginary.
karYRtYrYImamalY.
J: JUNK
J: JUNK (ATIK)
Nefret etmeye bayYIdYUOYmYz Reyler: refah yaBam tarzlarYnYriThe stuff we love to hate: the debris of affluent lifestyles; the leftovers
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dskYntYleri; baRkalarYna kalan artYklar; gerekli olmayan ve haligieothers: the discarded non-essential essentials which naturally take
fazla yer kaplayan gerekli atYImYR Reyler. up too much space.

K: KIOSK (KULtTBE) K: KIOSK

DYnyaya asYlan ufak satYR penceresi: kentsel yapYda yok olma small vending window into the world: an instance of micro-economy
tehlikesi isinde olan, mikro ekonominin bir $rneUi. within the urban fabric threatened with disappearance.

L: LEAKAGE (SIZINTI) L: LEAKAGE

KVtlelerde/bedenlerde yYrtYlma olmasYndan kaynaklanan bir dufuoundition caused by the rupturing of delineated bodies: spatial,
mekanda, insanda ya da baRRka herhangi bir Reyde. Kontol etmediekiman or other. Often perceived as a threat, because too difficult to
gYeIYk ve bulanYktan dolayY genelde tehdit olarak algYlanYr. Ayc¥ogin, and because of its blurring properties. Also to be interpreted
statYkoyu yYkmak iein kullanYlan, yavaR ve kurnaz bir strateji olarakaga slow and subtle strategy to undermine a status quo.
yorumlanabilir.

M: MOBILITY
M: MOBILITY (HAREKETLILIK)

A movement becoming increasingly more restricted, surveilled, and a
Gitgide daha +ok kYsYtlanan ve g3zetim altYnda tutulan bir harekgtivilege when involving physical bodies.
Fiziki bedenler asYsYndan bir ayrYcalYk.

N: NON-PLACE
N: NON-PLACE (YER-SUZ)

If place can be defined as relational, historical and concerned with
Yer, iliRkisel, tarihi ve kimlikle ilgili olarak tanYmlanabiliyorsa, identity, then a space which can not be defined as relational, or
ilikkisel, tarihi ya da kimlikle ilgili olarak tanYmlanamayan historical, or concerned with identity will be a non-place.

OalanO da yer-sizdir.
(Source: Marc AugZ, Non-Places: Introduction to an Anthropology of Supermodernity.

(Kaynak: Marc AugZ, Non-Places: Introduction to an Anthropology of Supermodernity. \\/eerrss(g):: London, 1995)

ronon. 1999 O: OLFACTORY

O: OLFACTORY (KOKLAMA DUYUSUYLA ULGULU)

(T) here are many ways that we can re-establish a sense of the materiality
UletiRimi maddeleRtirmenin ve kYrYlganlYOYnY yeniden kazand¥mah¥fragility of communication. Smell is one of them. Smell forces
bir eok yolu vardYr. Koku bunlardan biridir. Koku, bedenler arasY nmlaontact amongst bodies: chemical bodies, our own bodies that act
temasY mecbur kYlar: kimyasal bedenler, onlarla birlikte harekeih sympathy with them, and the social body in which we all partake.

eden kendi bedenlerimiz, ve hepimizin dahil olduOu sosyal beden.
(Source: Laura U Marks. OThe Logic of SmellO. Touch: Sensuous Theory and Multisensory

(Kaynak: Laura U Marks. OThe Logic of SmellO. Touch: Sensuous Theory and Multiser%gg)'/ao' University of Minnesota Press: Minneapolis, 2002. p.113-126)

MediaO. University of Minnesota Press: Minneapolis, 2002. s.113-126)
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P: PUBLIC (KAMU) P: PUBLIC

Gitgide daha fazla 3zelleRtirilen ve regVYle edilen alan. 20. ve 21The realm that is increasingly becoming more privatised and regulated.
yYzyYIYn bYyYk Houdini numarasY. AsYk, $zgV¥r ve kolay ulaRY@hildmg Houdini act of the 20th and 21st Century. The OpublicO in the
OkamuO, g¥YnlIYk hayattan siliniyor. sense of the open, the free and the accessible is disappearing in
everyday life.
Q: QUANTIFIABLES (...L,TLEBULUR OLANLAR)
Q: QUANTIFIABLES
Grafikler, diyagramlar ve tablolarla 3leYlebilen,isinde bulunduUumuz
hesap takYntYIY durum. Olaylar ve olgular rakamlara sevrilebilir olttge number crunching obsession of our present condition, measured
$l+YlebildiUi sYrece, onlarY anlayabileceUimize (okuyup, kontroln graphs, diagrams and spreadsheets. Feeding the illusion that as long
edip, depolayabileceUimize) dair bir yanYlsama oluRturmak.  as events and phenomena can be numerically translated and quantified,
we can understand (read, control, and contain) them.
R: RESIDUE (TORTU)
R: RESIDUE
Olaydan sonra artakalan.
That what remains after the event.
S: SOFT (ILIMLI)
S: SOFT
KatYnYn (hard) karRYtY gibi gdr¥Ynmekle birlikte, aslYnda sYremin
diUer ucunda yer alYr. OKatYOdan algYlama fiziksel $zellikleriyRupeosedly opposed to hard, but actually situated on the other end
derecesiyle farklYdYr, ama en az onun kadar gereektir. of the continuum. Differs from OhardO in degree of perception and
materiality, however is no less real.
T: TACTICAL (MEDIA) [TAKTUK (MEDYASI)]
T: TACTICAL (MEDIA)
Taktik MedyasY, artan daUYtYm yollarY ve elekronik tYketim mallarY
Pkablolu yayYndan internete kadar- sayesinde gereekleRen devriffitetical Media are what happens when the cheap 'do it yourself' media,
ortaya *Ykan, ucuz Okendin yapO (DIY) modeline dayalY medyadade possible by the revolution in consumer electronics and expanded
varolan gruplar ve RahYslarYn, toplumun genelini oluRturan kYItYaivns of distribution (from public access cable to the internet), are
istismar etmesidir. Taktik MedyasY sadece olaylarY rapor etmekdeploited by groups and individuals who feel aggrieved by or excluded
yetinmez. Asla tarafsYz olmadYUYndan, daima katYlYmda bulufrom the wider culture. Tactical media do not just report events. Since
Bu da onlarY ana akYm medyadan ayYrdeden en belirgin $zelliktiey are never impartial, they always participate, and it is this -more

than anything- that separates them from mainstream media.
(Kaynak: Geert Lovink & David Garcia. OThe ABC of Tactical MediaO, 1997.

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

http://www.nettime.org/Lists-Archives/nettime-I-9705/msg00096.html)
U: URBAN (KENTSEL)

U: URBAN
Atel3li konub AtelRli konu B Atel3li konu
Hot topic B hot topic B hot topic
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V: VOCABULARY (S...Z DAUARCIUI) V: VOCABULARY

Genelde tYketilmiR durumdad¥r ve yenilenmeye ihtiyacY vardYHas, in general, become depleted and is in dire need of a revamp.
W: WHERE (NEREDE) W: WHERE

Bir yerin tesbiti i*in sorulan temel soru. Primary question indicating a query concerning spatial location.

X: XENONTOLOGY X: XENONTOLOGY
...tekiOnin varlYk durumunun algYlanmasY ya da izdYRYmY. The perception B if not projection B of the ontological state of the
Other.
Y: YES (EVET)
Y: YES
...nemsiz olumlu yanYt.
The inconsequential affirmative.
Z: ZONING (B...LGELERE AYIRMAK)
Z: ZONING
Toplumsal sYnYflarY oluBturmak amacYyla, kullanYma, ekonomik
geliRmeye, mezhep, sYnYf ve etnik gruplara, gYvenliUe, vb. $zelliklérean planning system of regulation, segregation, in order to stratify
gsre alanlarY ayYran, kuralcY ve ayYrYmcY kentsel planlama sistessiaccording to usage, economic development, class, ethnicity,
O,atYRma bslgeleriOndeki YeRil Bslge/KYrmYzY Bslge ayYrYm¥escmigk sect, etc. Cfr. Green Zone/Red Zone areas in Oconflict zonesO.
olarak verilebilir.

BAPAK PENOVA

VERU AKIPINDAKU TIKANIKLIK* CONGESTION IN DATA FLOW*
Bilgi Yretimi yYUYlarak artYyor. Bilginin sYnYflandYrYIlmasY herrgereris a constant accumulation of information production. The
gYn daha da karmaRYk hale geliyor. Ancak bilgiyi daUYtacak kanaitasxing protocols of information become more sophisticated each
artYk yeterli deUil. OBilgiOnin kendisi gitgide daha yoUun ve sYk¥@V&very day. Nevertheless, the channels to distribute information
bir bir hal alarak, daha kYsa, daha hYzlY iletiliyor. ,eRitli medyaare no longer sufficient. OThe informationO itself is becoming more
kanallarY sayesinde deUiRime uUrayan algY kodlarYmYz, bilgi ak¥®¥eNsed and compressed, shorter and faster. Our perception
hYzYna ayak uydurmaya salYBYyor. AynY anda bir <ok hareket esié#s have been changing through various media,; we are trying
g3ryntY ve mesaj algYlamaya alYRtYrYIdYk. SYrekli bilgi akY R YiaYatekip to the pace of information flow. We have been trained
etmeye +alYBYyoruz, ama yeni multimedya mobil ve kablosuz aUlandajserceive several moving images and multiple messages at a
muazzam bYyYme dahi bu hYza yetiRemiyor. time. We are actually in a constant process of pursuing the
information flow, but even the enormous growth of new multimedia
Bu farklY medya kanallarY arasYnda televizyon, kYreselleBen dYnyamYie and wireless networks cannot keep up with the pace.
tYketimine eRdeUer hYza sahip olan kYIt bir aygYt. Telegsrsel akYR,
72 dpiOlik drajeler halinde toksik merak akYtarak, bilinesiz bir Among these various media, television is a piece of cult apparatus
baUYmIYIYk yaratmak Yzere programlanmYR. Uleri-geri sY-rayanijitalmomentum on par with the consumption mechanism of our
g3r¥ntYler ve metin kodlarYyla, genif® zaman kipi isinde makineygobalized world. The televisual flow is formatted for unconscious
dayalY olarak aBYrY veri yYkIY aUlar Yzerinde yok oluyor. Kapitalizanition, providing toxins of curiosity in 72 dpi tablets. With
deRifre eden gYrYItYIY bir makine parsasY; kendi kodunu *3zenforward and backward leaps of digital images and text codes, the
OzamanO referansY tarafYndan naklettiUi herReyin ieeriUini filtreleyigrioaded data network offers virtual timelessness indexed to
eriten, fYtursuz bir mekanizma. real time and the machine. It is a noisy piece of machinery which
deciphers capitalism; a frantic mechanism which filters and melts
DiUer bilgi teknolojileriyle birleRmesine raUmen, prototip arayYzletie context and content of everything that it conveys through the
yYz¥Ynden hYzY ve yoUunluOu h%ol%. ekrana dayanmakta. GelerOugritgd reference which decodes itself.
artYyor, ancak alet OolmasY gerekenO arayYzlerle katmanlanarak
aynY, eski makine/iRletim mantYUYyla iRliyor. Despite the merge with other information technologies, its speed
and intensity still continues to be pinned to the screen through
AynY anda <ok sayYda, farklY bilgi aktarmak Yzere tasarlanmamMfotypical interfaces. The data flow is mounting, but the apparatus
olan televizyon, g¥Yncel dijital ortama ayak uydurmaya *alYRYyoitself is transmitting data through the same machinery/operation
Ancak bir medya olarak tskezlemeye baBlYyor: ne sonsuz dijitalogic by OsupposedlyO layering interfaces.
veri taRYyabiliyor, ne de artYk geleneksel anlamda anlaRYlabiliyor;
garip bir Beye dsnYRYyor. Not deliberately designed for conveying plentiful and diverse
information at a time, television strives to adapt to the contemporary
Geleneksel medya, yeni bilgi toplama ve paylaBma ySntemleringligital milieu. Hence, televisual media wearily fails and mutates
ayak uyduramYyor. Yine de OyeniO medya ile rekabet etmek zorundasomething that is neither capable of carrying infinite digital
oldu0unun farkYnda: Syle bir yeni medya ki, eski medyanYn bilgiata, nor graspable in the conventional manner.
toplama, tutma, da0Ytma ve paylaRma stratejilerine meydan okuyor.
KontrolY elinde tutan mekanizmalar ve gYeler, ister istemez ~ Conventional media resists new methods of gathering and sharing
televizyon YstYnde ekranlara sYUmayan bir yYk oluBturuyor. Telegétig@imation. Yet it is well aware of the fact that it has to compete
akYR artYk bu yYkY kaldYramYyor, bunu da a<Ykea belli ediyor. Zamtathe OnewO media: a new media which challenges the collecting,
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Erhan MuratoUlu, I/0 Information Overbloated, © 2006
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mYmkYn olan en kYeYk parealara bSlerek ka|V verileri SYOder’tﬁgessingl distributing and sharing strategies of old media.

mYmkYn olmuyor. Zira artYk insan algYsYnYn boyutlarYnY «oki@bntrolling mechanisms and powers unintentionally pressurize

a’RmYR durumda. television to bear a load that just canOt 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.

*Metin, OCongestion in data flow: I/O Information OverbloatedO, Static Issue 02: TraffickintiThe text is extracted from OCongestion in data flow: I/O Information OverbloatedO, Static
BaRak benova, editsr: Irini Marinaki ve Konstantinos Stefanis, London Consortium, 20060idane 02: Trafficking, Basak Senova, ed. by Irini Marinaki and Konstantinos Stefanis, London
alYnmYRtYr. Consortium, 2006.

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

O... yabancY ve uzak olduOu halde empati kutusu aracYIYUYyl®Ebut that of some place alien, distant, and yet, by means of
anYnda ulaRYlabilir olan bir yerO. the empathy box, instantly availableO.
Philip K. Dick, Androidler Elektrikli Koyun mu Sayarlar?, 1967 Philip K. Dick, Do Androids Dream of Electric Sheep?, 1967

Mekan kavramYnYn algY yoluyla yeniden kurulumu duyularYmVihe perceptual re-construction of the notion of OspaceO is a
bellek, tarih, biline hatta teknoloji gibi bireok veriyle kesintiye  continuous process, generated by diverse inputs such as our senses,
uUramaksYzYn devam eden bir sYreetir. Kaydedilmesi imkansYz,raeR¥iry, history, consciousness, as well as technology. It is a
fragmanlardan oluBur. Geeici, deUiRtiriimiB, tasarlanmYR, yYklenpnifzess, consisting of momentary fragments that are impossible
fragmanlar. to record. They are temporary, augmented, designed, and loaded.

Mekanla ilgili kabul g&ren herhangi bir algYlamanYn It is inevitable for any affirmative perception of space to be
tarihselleRtirilmesi ve siyasallaRtYrYImasY kasYnVYImazdYr. Mekeést¥ricized and politicized. Indeed, we do perceive any aspect of
bireysel olarak algYlamamYza raUmen, bu algYyY kodlanmYR taphace OindividuallyO, but simultaneously re-process this perception
OgereeklikO olarak e zamanda tekrar iRleriz. Yine de bireok gereektikcoded collective OrealityO. Yet, there are multiple realities,
vardYr, dolayYsYyla OkodlanmYR olmasYO, Obir tekO tarih ve/treyrafore being OcodedO is not enough to produce Oa singleO history
bellek yaratmak isin yeterli deUildir. AynY mantYkla, herhangi bimnd/or memory. In the same line of thought, to subscribe to any
Rey kaydetmenin mYmkYn olabileceUini dYRYnmek yanYItYcY kiud. of Orecording® would also be an illusionary act. Recording is
Kaydetmek $znel bir eylemdir; her bir kayYt iRlenmemiR verinina subjective act as each recording requires a transformation of
tYmVYyle geliRmiR bir sonuca d3nYRtYrYImesini gerektirir ve bu raw data into a fully enhanced result and this result is always
sonucun her zaman isin sYnYrlarY belirlenmiRtir. Tekrar harekefeamed. The only perception that can be re-enacted derives from
geeebilen tek algY, mekanYn yarattY0OY deUil, bizim kodlanmY®ur coded realities and from our own OconstructedO memory of
gereekliklerimizle ve olaylarla 8rYIY OyapYlandYrYImYRO belleUimsate, not necessarily constituent of OspacesO. Any defined OspaceO
oluBandYr. Herhangi bir tanYmlY OmekanO devamlY deUiRim isiisdedir flux of change -whatever its pace. Yet, the very definition
NhYzY ne olursa olsun. Ne var ki, bu tanYm bizim gereekliklerimidietermines our realities, how we perceive the world, and live our
dYnyayY nasYl algYlayaca0YmYzY, hayatYmYzY bu gereeklikler Meettindegh these realities.
nasYl yaRayaca0YmYzY belirler.

In this respect, the exhibition OUnrecordedO looks at the notion
Bu baUlamda, OKayVYtsYzO sergisi, bizi kuRatan gereeklikleri of space as a decisive factor in our perception of the realities that
algYlayYRYmYzda Snemli bir etken olan mekan kavramVYnY ele spomd us. The exhibition space is deliberately designed to
Uzleyiciyi, isinde bulunduUOu fiziksel mekandan koparYp, iRlerin minimize the interaction between the data input of physical space
kurduOu mekanlarYn gereekliUine y&nlendirmek amacYyla tasarlan¥pihe audio-visual senses of the viewer, pulling the viewer into
dsnYRtYrYlen galeri mekanY, izleyicinin gsrsel ve iRitsel algYs¥jkarealm of each work. The deployment of darkness serves to (i)
veri alYRveriRini en aza indirgiyor. MekanYn karartYlmasYyla (i) galese the traces of the actual spacel; (ii) to create a sense of
mekan¥YnYn fiziksel verilerini silmek?, (ii) birbirine eR karanlYk

1- Basit mYdahalelerle -,galeri mekan¥YnY duvarlarla bslerek, bazY kYsYmlarYnY kapatarakyough simple interventions -building walls, closing certain parts down, painting the
duvarlarY siyaha, tavanY koyu griye boyayarak, zemini siyah halYyla kaplayarak, giriRtevalls black and the ceilings dark grey, using black carpeting, and changing the direction
izleyicinin yolunu kesip, galeriye girme ySnlerini belirleyen duvar Srerek. of the entrance.
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koridorlarla y§n duygusunu kaybettirmek?, (iii) havada asYIY olnd&sorientation by creating identical dark corridors?; (iii) to isolate
hissi yaratarak, mekandan iRleri koparmak amaslandY. Bu doUrultudarks from the space through creating a floating effect. Thus,
her bir iR diUerine y3nlendirerek, her izleyicinin farklY bir rota each and every work leads to another, through a unique navigation
sizmesini saUlYyor. Bisim, boyut ve Sleek olarak farklY odalar/mekanksstablished by each viewer. A multi-path maze-like corridors open
labirent benzeri «atallanan koridorlara a=YIYyor. AyrYcalYkIY birup to rooms/spaces differing in shape, size and scale. Therefore,
asYdan mekanYn tamamVynY gsrme RansY olmadYUY iein, izleyticé viewer can never estimate what the next stop will look like,
mekan¥Yn bir pareasY haline geliyor ve bir sonraki duralYnYn neiee there is no possibility for the viewer to see the totality of
benzediUini hisbir zaman tahmin edemiyor. OrtasaUa ya da Bardke space from a privileged perspective; s/he is always in it,
dSneme ait baheelere referansla, Kristian Veel Olabirentin kontroherefore becomes a part of it. In referring to medieval and
edilen dYzensizliUin bir pareasY olduOunuO belirtir (2006: 6). Andakroque gardens, Kristian Veel points out that 'the labyrinth was
bu tasarYmda, izleyicide karmaRaya dYRmeden Pbirden fazla *¥dotkded as a controlled piece of disorder' (2006: 6). Yet, in this
yolu vererekb dYzen ve kontrol hissi Dhatta g3zetleniyor olma design, the aim is to raise the feeling of control -even surveillance-
hissib yaratmak amaslanmYRtYr. DahasY, her bir i bir Onetwoek@Yarder over the viewer, but without creating the sense of
diUerlerinden baUYmsYz dYUYm noktasY olarak ayrY confusion -enabled by the existence of multiple exit routes.
odalarda/ge-iRlerde/mekanlarda konumlanmYRtYr. Bu networktéloreover, each work is located in a separate room/passage/space
sergideki iRler her bir izleyicinin OokumaOsYna baUlVY olarak mekamdependent nodes of a network. In this network, works in the
zaman uzamYnda yeniden yerleRiyor, birbirleriyle yeni linkler kurarakhibition are re-positioned, re-linked in space-time relative to
alternatif izlekler sunuyorlar. the OreadingO done by each viewer, building alternative paths.

2- Yine de, serginin y$nlendirme sistemi yalYn ve olabildiUince asYk olarak tasarlanmYR&¢¥3till, the exhibition's navigation system was designed to be simple and open.
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LoR koridorlarYn duvarlarYnda, yeri yakYn olarak yerleRtirilen kYfm¥ z¥rridors are dimly lit with red spotlights on the walls near
spotlar izlendiklendiklerinde iRlere ulaRtYrYyor. Uzleyiciye $n bitge floor, which, when followed, lead to the works. No map or any
ya da harita verilmiyor. BSylece, izleyicinin dikkati, onu tekil bir other prior information is made available to the viewer, so the
deneyimle kendi se-tiUi rotadaki iRleri, kuracaUY dYzeni ve her iRiewer's attention provides her/him with a unique experience
olduUu ayrY mekanlarda ne kadar zaman geeireceUini belirliyorthrough the navigational route s/he chooses, the order of the
KYrmYzY LEDOlerden oluRan isimlikler, mekanYn kayYtsYz belleldine e@sited, and the time s/he chooses to spend in each node.
sabitlenemiyor, sYrekli akYyor. 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
Serginin mekansal tasarYmYyla koRut olarak, iRler OmekanO kavraoién¥aurrently.
tutarsYz oluRumunu vurguluyor. Sergilenen iRler, kendi arayYR yollarY,
gszlemleri ve yaklaRYmlarYyla, algY kodlarYnY «5zYp yeniden Parallel to the spatial design of the exhibition, the works underline
kurguluyor. Bu iRler, mekan¥n fiziksel yapYsYnY, OmedyatizeO ediémifcillated constitution of OspaceO as a notion. These works
mekanYn ieeriUini, gereekliklerin ve mekan algYlarYnYn «atYRmas¥aNi,and restructure all possible perceptual codes regarding the
durumlar ve mekanlarY, enformasyonun akYRYnY, anlatYyla kunalzanm of the OspaceO through their own inspections, observations,
mekanlarY sorguluyor. and approaches. They present questions regarding the physicality
of the space; the content of mediatized spaces; the clashes between
Daniel Garcia AndujarOYn iRi OHack ManzaraO, mekanY ikiye ay¥tarak and perception of spaces; spaces and situations, where

iRliyor: dYRarYsY ve ieerisi. DYRarYsY, iserisine pencereler Bfiziksedviously ascribed meaning is discharged; and narrative spaces.

pencere ve YeYncY pencere olarak ekranlarD yoluyla hYkmediyor3.

3- Paul Virilio OY+YncY pencereO terimini dYnyayY taRYyan anne rahmini simYle eden televizyon
metaforu olarak kullan¥Yr.
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