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J A L A L  T O U F I C

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

‚šlde gšrdŸÛŸ tŸm seraplar harabelerdi. 

Üsraillilerin 1982 yÝlÝnda LŸbnanÕÝ ißgal etmesiyle iki kardeßim ve 
annem aile apartmanÝmÝzÝ terkettik. Bu terkediß apartmanÝ artÝk 
bir harabe mi yapmÝßtÝ? Evet , Ÿstelik apartman ißgalin son 
gŸnlerinde ciddi bir ßekilde hasar gšrdŸÛŸ veya yandÝÛÝndan deÛil: 
restorasyonundan sonra bile bir harabe olarak kaldÝÛÝ i•in. Ü• 
savaßtan sonra zarar gšren eßyalarÝn ya da yapÝlarÝn •oÛunun 
yenilenmemesinin en olaÛan a•ÝklamasÝ, insanlarÝn bu yenilenmeye 
harcayacaklarÝ paranÝn her an boßa gidebileceÛi, bu eßyalarÝn 
yeniden zarar gšrme ya da her an tamamen yok olabilme dŸßŸncesine 
sahip olmalarÝydÝ. Fakat burada olanlarÝ gšz šnŸnde bulundururken 
dŸßŸnce ßeklimizi biraz da olsun ters •eviremez miyiz? Adeta savaß 
baßlamadan šnce harabeye dšnŸßtŸklerini gšsterircesine, bu binalar 
terk edildikleri i•in harabe haline gelmiß ve bu yŸzden de i• savaß 
uzarken onlar aßikar bir ßekilde harabe olmußlardÝ, (É) Acaba 
terkedilen yerin harabeye dšnŸßmemesi i•in gŸnŸn birinde  bir 
yerde ikamet etmeden oraya baÛlÝ bir yaßam sŸrdŸrmeyi šÛrenecek 
miyiz?. 

(É) 

Harabeler: i•inde yaßayanlarÝn zaman zaman hayalet gibi musallat 
olduklarÝ yerler. (É) 

Harabenin kutsallÝÛÝ vampir tarafÝndan bozulamaz, •ŸnkŸ vampirin 
ruhu oradayken, o ger•ekten orada deÛildir, bu da o mekandaki 
•atlamÝß aynada bir tŸrlŸ gšrŸnememesinden bellidir.

DŸzenlenmiß plan ßeyler Ôßimdiki zamanÝÕ hi•bir ßekilde yeniden 
yaratamayacaÛÝ i•in hafÝzasÝnÝ kendinde taßÝr; bunu anlamak i•in 
heykellerin ve sŸslemelerin par•alanmalarÝnÝ gšrmek gerekir. Tam 
tersine, yok olan ßey seslerdir (bu sesler aynÝ zamanda ÒkayÝt-
ŸzeriÓ seslerdir) ve anÝnda kaybolduklarÝ i•in (yaratÝlÝßlarÝna ve 
yokolußlarÝna dair) bellekleri yoktur.

RUINS

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

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

(É)

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

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

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

How provincial 1992 Beirut would be were it not for its war and 
civil-war ruins. Through becoming ruins, some buildings that were 
landmarks of pre-war Beirut are now its labyrinthine zone. What
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SavaßÝ ve i• savaß harabeleri i•in olmasa 1992Õdeki Beyrut, nasÝl 
olurdu? Harabe haline gelerek, bir zamanlar savaß šncesi BeyrutÕun 
belli baßlÝ yapÝlarÝ ßimdi  labirent bšlgesi oldular. LŸbnanÕda mekana 
šzgŸ olan nedir? Tarihi ve bšlgeyi šzel kÝlan ßeyi ortadan kaldÝran, 
harabelerinin labirent halindeki zaman-mekanÝdÝr.

YÝkÝlmÝß ev bitißiÛindeki binanÝn Ÿzerinde izlerini bÝraktÝ.1 Bu ev 
izleriyle, her hangi biri evin i•inin dÝßÝna dšnŸßtŸÛŸnŸn tanÝklÝÛÝnÝ 
yapar. Bir Cronenberg karakteri bšyle bir duvara bakan bir apartmanda 
yaßasaydÝ ve bir gŸn ißten eve dšnerken duvarÝ bšyle olan bir 
binanÝn yÝkÝldÝÛÝnÝ gšrseydi: o gŸn i•inde •eriyi dÝßarÝya 
dšnŸßtŸrmenin semptomlarÝ kendini gšstermeye baßlayacaktÝ.

YÝkÝlmÝß binalarla •evrili sokak, bombalarla delinen •ukurlar, yanmÝß, 
ters •evrilmiß arabalarla dolu olsa bile sokaklar ve binalarÝn 
arasÝndaki ayrÝmÝn en belirgin ßekli, savaßtan zarar gšrmŸß yerlerde 
ortaya •Ýkar.  •ŸnkŸ binalar harabeye yani labirente dšnŸßtŸklerinde, 
sokaklar ne harabe ne de labirent olamaz.

Aniden savaßtan mahvolmuß bir bina cephesinde bir ršlyefe rastlanÝr 
ve bu sanki bir arkeolojik buluntunun keßfedilmesi gibidir. AslÝnda 
sanki deÛil de ger•ekten bšyle nesneler, her ne kadar ge•ici de 
olsalar arkeolojikler. Tarihsel Baalbak, devasa yapÝlarÝ ile (šzellikle 
de tapÝnaklarÝ) Roma ÜmparatorluÛu mimarisinin en gšz alÝcÝ 
šrneklerinden biridir, ve i•inde RaÕs al-AynÕÝn Mameluk camiisini 
ve Orta•aÛa ait bir ßehrin kalÝntÝlarÝnÝ barÝndÝrÝr; BaalbakÕÝn olduÛu 
kadar, bu savaßzede ßehir merkezi de ge•ici de olsa, LŸbnanÕÝn 
arkeolojik alanlarÝnÝn bir par•asÝdÝr. 1992Õde, BeyrutÕun Amerikan 
†niversitesiÕnde o zaman beßinci sÝnÝf bir mimarlik šÛrencisi olan 
D”ma al-Husayn”, sÝnÝfÝyla katÝldÝÛÝ gezide harap olmuß ßehir 
merkezini, kumdan siperler temizlenmenden ve resmi olarak 
a•Ýlmadan gšrmŸßtŸ. Binalara mimari bir a•Ýdan bakmak ve onlarÝ 
deÛißik yerlerin adÝ ge•tiÛinde zihinsel bir haritada yerleßtirirmek 
(ÒBu Sžq at-Taw”la. Bu B‰b Idr”sÉgibiÓ), onu bu yerlerin adlarÝnÝn 
duygusal yankÝlanmasÝyla bir •elißkiye sŸreklemißti ve ailesinden 
gelen ikinci-kußak hatÝralarÝ yeniden anÝmsamÝßtÝ. Gezide baßa 
•Ýkmak zorunda kaldÝÛÝ bir•ok uyarÝcÝ dÝß etken, bŸtŸn bu zaman 
dilimini askÝda bÝrakarak orada olanlarÝ deÛerlendirmeyi •ok

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

The demolished house left its marks on the walls of the adjoining 
building.1 In these houseprints, one witnesses the inside turned 
into an outside. One can imagine a Cronenberg character living 
in an apartment facing such a wall who one day, on coming home 
from work, sees that the building with such a wall has been 
demolished: that same day symptoms of the drive to turn the 
inside outside begin to manifest themselves in him.

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

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

1- Deidi von Schaewen, Walls (New York: Pantheon Books, 1977).1- Deidi von Schaewen, Duvarlar (ÒWallsÓ; New York: Pantheon KitaplarÝ, 1977).
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alÝr ve bir yŸzeyindeki •škertmenin i•inden dalga dalga bir dškŸm 
ile ge•en tuÛlalardan olußur, bu bina hi•bir zaman labirent gibi 
bir zaman -mekanÝ yakalayamadÝÛÝ i•in bir harabe de (hortlak da) 
olamaz. Her ne kadar savaßta zarar gšren bazÝ binalar yeniden 
kronolojik bir zaman dilimine gšre sÝnÝflandÝrÝlmÝßlarsa da, bir•oÛu 
yine de harabeydi, ve onlarÝn tahrip edilmesi BaalbakÕÝn arkeolojik 
harabelerinin tahrip edilmesi kadar saygÝsÝzca olurdu: harabeler 
kronolojik olmayan ve labirent halindeki bir zaman kavramÝ ile var 
olduklarÝndan, hemen tarihselleßirler. Kutsal olana saygÝsÝzlÝk, zarar 
gšrmŸß binalarÝn birer harabe gibi fiziksel olarak yÝkÝlÝp, onlarÝn 
yerine baßka binalarÝn yapÝlmasÝ deÛildir: harabe isteyerek yok 
edilebilecek birßey olamaz •ŸnkŸ onu fiziksel olarak yok etseler 
de, yerine baßka binalar yapsalar da, harabe hala orada olabilir 
•ŸnkŸ o hep labirent halindeki zaman ve mekana ait olup, zaman 
zaman kendini gšsterecektir. Bšylesi fiziksel bir yÝkÝm kutsal olana 
karßÝ yapÝlan bir saygÝsÝzlÝktÝr, •ŸnkŸ bu, harabelerin i•inde 
barÝndÝrdÝÛÝ farklÝ zaman ve mekanÝn bilin•sizliÛinin acÝmasÝz bir 
gšstergesidir. Bu savaßta gšsterilen acÝmasÝzlÝk ile aynÝdÝr. Þehir 
merkezinde harap olmuß •oÛu binanÝn patlamalar ve baßka ßekillerle 
yÝkÝlmasÝ ise baßka tŸrlŸ bir savaß •eßididir; bir savaßÝn izleri ile 
ger•ekleßen baßka bir savaß, o savaßÝn izlerinin bir par•asÝdÝr ve 
bu da savaßÝn devam ettiÛinin bir gšstergesidir.  Savaßta zarar 
gšren bir binanÝn harabe olup olmadÝÛÝnÝ belirlemek i•in perili 
olup olmadÝÛÝ (ya da perili olduÛu sšylenmißtir -arada bir fark 
mÝdÝr?) veya fantastik veya korku edebiyatÝnÝ yaratÝp yaratmadÝÛÝna 
bakmak gerekir. LŸbnanÕÝn hortlaklara misafirperver olup olmayacaÛÝ 
savaßta zarar gšren bir•ok binanÝn anakronistik bir zaman ile h‰l‰ 
harabe olup olmadÝÛÝna baÛlÝdÝr.

BeyrutÕun savaßtan mahvolmuß ßehir merkezinde neler olduÛu 
dŸßŸnŸlŸrse, harabeler yani labirentler bile alÝnÝp satÝlabilir! Þu 
an baßta olan sistem, ßu kapitalist olan, egemenliÛini gelecekte 
uzun bir zaman sŸrdŸrŸrse, o zaman kara deliklerin bile, psikolojik 
bakÝmdan olmasa da Ð kštŸ korku filmleri ve romanlarÝ 
dÝßÝnda - manevi olduÛu dŸßŸncesindeyim. Kronolojik sÝnÝrlarÝ bile 
labirent halindeki zaman ve mekanlarÝn gšsterdiÛi gibi evrenin dÝß 
sÝnÝrlarÝnda olsalar da, bu sistem evrenin mŸdavimleri tarafÝndan 
alÝnÝp satÝlacaktÝr.

exist in an anachronistic, labyrinthine temporality, they are 

instantly ancient. The physical destruction of severely damaged 

buildings to construct others in their place is sacrilegious not 

because they are eliminated as ruins: a ruin cannot be intentionally 

eliminated since even when it is reconstructed or demolished and 

replaced by a new building, it is actually still a ruin, that is 

contains a labyrinthine space and time, this becoming manifest 

at least in flashes. Such physical destruction is sacrilegious because 

of the brutal unawareness it betrays of the different space and 

time ruins contain. It exhibits the same brutality that was shown 

during the war. The demolition of many of the ruined buildings 

of the city center by implosions or otherwise was war by other 

means; the war on the traces of the war is part of the traces of 

the war, hence signals that the war is continuing. We can detect 

whether a certain war-damaged building is a ruin by whether it 

is haunted (or reported to be hauntedÑis there a difference?), or 

induces fantastic or horror fiction. Whether Lebanon would be 

hospitable to the undead depends on whether some of the numerous 

war-damaged buildings are still ruins, with an anachronistic 

temporality.

Judging from what happened in BeirutÕs war-devastated city center, 

even ruins, thus labyrinths, can be bought and sold! Were the 

system that is presently in power, the capitalist one, to maintain 

its hegemony far into the future, then I project that even black 

holes, which while not psychologicalÑexcept in bad horror films 

and novelsÑare spiritual, as is indicated by their temporality that 

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

which do not belong to the universe but border it, will be bought 

and sold by the universeÕs denizens.

Sometimes I have the apprehension that the reconstructions in 

BeirutÕs Central District are not real, that one day I may actually 

see them the way the protagonist of Kenji MizoguchiÕs Ugetsu 

Monogatari (1953) perceives the exquisite mansion as a ruin on 

finding out that the lover he meets there is actually a revenant; 

or the way, toward the end of KubrickÕs The Shining (1980), TorranceÕs
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zorlaßtÝrmÝßtÝ. Daha sonra evde orada gšrdŸklerini hatÝrlamaya 
•alÝßtÝÛÝ zaman, harap olmuß ve terkedilmiß bir ßehir merkezi yerine 
aklÝnda canlanan ailesinin hatÝralarÝndan kalan capcanlÝ ve kalabalÝk 
bir ßehir merkezi olmußtu. Harap olmuß ßehir merkezini anÝmsamak 
ve bunu savaß šncesi ßehir merkezi ile eßleßtirmek onun i•in zor 
olmußtu. Bu, harabelerin ßimdiki hallerinin •ok eski bir ge•mißi 
i•lerinden sÝzdÝrdÝklarÝnÝ, •ok eski bir ge•miß ile dolup taßtÝklarÝnÝ-
doÛrular, •ŸnkŸ aslÝnda bšyle bir durumda harap olmuß, neredeyse 
Baalbak kadar ama her halŸkarda 1940Õlardan daha eski olan bu 
ßehir merkezini hatÝrlamada zorlanmak, ailesinin hatÝralarÝndan 
kalan 1960lÝ, 50li, 40lÝ yÝllarÝn ßehrini hatÝrlamak daha doÛal idi. 
Oraya ancak Ÿ•ŸncŸ ya da dšrdŸncŸ kez gidißinde ßehir merkezinin 
yÝkÝlmÝßlÝÛÝnÝn bir ger•ek olduÛunu hissedebilmißti Ð bu ger•ekleri 
onun i•in ger•ek kÝlan ßey ise bazÝ yÝkÝlmÝß binalarÝn i•inde 
mŸltecileri farketmiß olmasÝydÝ.

Beyrut Þehir MerkezÕini ÒGeleceÛin Tarihsel ÞehriÓ sloganÝ altÝnda 
yeni baßtan yapÝp inßa etmeye •alÝßan kißiler bu harabelerin tarihin 
etkisiyle veya tarihsel olaylardan dolayÝ harabe haline gelmediklerini 
ve harabelerin i•lerinden yapay bir ge•mißi sÝzdÝrÝp bšyle bir 
ge•mißte var olduklarÝnÝ farkedemiyor. …zgŸnlŸk hakkÝnda ger•ekleßen 
her sšylem yeni harabelerin ger•ekten šzgŸn olup olmadÝklarÝ 
hakkÝnda bir kußku uyandÝrÝr ve bu harabelere karßÝ bir saldÝrÝnÝn 
zeminini hazÝrlar. …zgŸnlŸÛŸn Ÿzerine kurulan tŸm sšylemler kußku 
barÝndÝrÝr. …zgŸn harabeler olarak, muhtemelen onarÝlmadÝklarÝ 
halde artÝk harabe ya da labirent halindeki zaman-mekanlarÝ bile 
olamayan, tarihsel ÒharabeleriÓ ve arkeolojik ÒharabeleriÓ kabul 
ederek, yakÝn zamanda olußan harabelere karßÝ saldÝrÝya zemin 
hazÝrlarlar.

Savaßta zarar gšrmŸß ya da yÝkÝlmakta olan bir bina muhafaza 
edilebilir fakat o binanÝn bir harabe olarak kalÝp kalmamasÝ kimsenin 
kontrolŸ altÝnda olamaz. Beni cezbeden, bu savaßtan zarar gšrmŸß 
ya da yÝkÝlmÝß binalarÝn, nasÝl olup da, kendilerine šzgŸ tuhaflÝklarÝ 
ve labirent halindeki zamansallÝklarÝ bulunan harabeler olmaktan 
•ÝkÝp, kronolojik zaman i•ine kesin olarak olarak tarihlenebilen 
yapÝlara dšnŸßmeleridir.…rneÛin bir Amerikan mimari firma olan 
SITEÕnin yarattÝÛÝ ÒBest Forest BinasÝÓ (Richmond, Virginia, 1980) 
i•inden ge•en orman tarafÝndan ißgal edilirmißcesine bir gšrŸntŸ

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

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

One can preserve a war-damaged or crumbling building, but no 
one has any control over whether it will remain a ruin. I am 
fascinated by how and why war-damaged or crumbling buildings 
turn from ruins, with their idiosyncratic, often labyrinthine 
temporality, to more or less precisely datable structures in 
chronological time. The work of the American architectural firm 
SITE, for example Best Forest Building (Richmond, Virginia, 1980), 
where a forest seems to invade the building; and Indeterminate 
Fa•ade, where a stack of bricks cascades through an indent in the 
fa•ade, never achieves this idiosyncratic temporality, thus fails 
to produce ruins (and specters). While some of the war-damaged 
buildings had become subsumed again in chronological time, many 
were still ruins, and thus their destruction was as irreverent as 
would be that of the archaeological ruins of Baalbak: because ruins
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Harabeler her ne kadar da yeniden yapÝlmaya, yÝkÝma veya yavaß 
yavaß bozulmaya mahkum olsalar da, fotoÛraf, video, veya film 
ßeklinde belgelemek i•in insanda i•gŸdŸsel bir dŸrtŸ uyandÝrÝr. 
Ancak bunlar aslÝnda kurgunun ve mimarinin birbirlerine 
karÝßmasÝnÝn/bulaßmasÝnÝn ißaretleridir. Ger•eÛin bazÝ boyutlarÝna 
ulaßabilsem de, kurgulardan ge•meden bunlarÝ keßfetsem de, veya 
halŸsinasyonlarÝ barÝndÝran psikoza ulaßsam da, bunlarÝ belgesel 
niteliÛinde kurgu filmi olarak sunsam da; harabelerle bunu yapamam. 
Harabeler ile uÛraßÝldÝÛÝ zaman belgesel ve kurgu arasÝnda her 
zaman bir etkileßim olmasÝ gerekir Ð aksi takdirde harabeler hakkÝnda 
olan bir belgeselin psikoz hastalarÝ ile olan ršportajlar ya da onlar 
hakkÝnda olan bolŸmler ile devam etmesi gerekir. Kurgunun bize 
harabelerin kural dÝßÝ, labirent halindeki zaman-mekan kavramÝnÝ 
gšstermesi gerekir; ve hortlaÛÝn belirebilmesi i•in geriye bir harabe 
kalmadÝÛÝ halde dahi geri dšnenin ger•eÛi tamamlayabilmesi gerekir. 
Savaß sonrasÝ olan Ÿlkelerde kurgu ÒyaratÝcÝÓ kißiliklere 
bÝrakÝlamayacak kadar ciddi bir meseledir. Hayalet •oÛu zaman 
ÒkurgusalÓdÝr, ama sadece bir Ò1.a. Hayal gŸcŸnŸn bir eseri ya da 
ger•eÛi simgelemeyen ama yaratÝlmÝß olan bir iddiaÓ. 2. Bir ÒyalanÓ 
(American Heritage SšzlŸÛŸ) anlamÝnda olduÛundan deÛil; ama 
ortaya •ÝktÝÛÝ esas yerlerden birinin, romanlar, kÝsa šykŸler, filmler 
veya videolar gibi kurgusal eserler olduÛundandÝr. Bir•ok 
sonu•lanmayan iß yaratan bir i• savaß ya da bir savaß sonrasÝnda, 
Òiki gŸn sonra kÝrÝlÝp dškŸlmeyen bir evrenÓ (Philip K. Dick) yaratan 
hem ger•ekte (perili evler) hem kurguda hayaletlerin olmamasÝ •ok 
tehlikelidir Ð LŸbnanÕdaki hortlaklar hakkÝnda olan romanlarÝn ve 
filmlerin ßu anki yokluÛu toplu travma-sonrasÝ olan bir hafÝza 
kaybÝnÝn simgesidir.4 Halen daha hayaletler ve šlmemiß olanlar

with fiction. For while I can reach certain facets of reality, explore 
them without passing through fiction, or psychosis with its 
attendant hallucinations, this revealing these subjects as 
documentary ones even if they are shot in fiction films; I cannot 
do so with ruins. There has to be a relay between documentary 
and fiction whenever dealing with ruinsÑor else a documentary 
on ruins has to continue with interviews with or a section on 
psychotics. Fiction has to reveal to us the anomalous, labyrinthine 
space-time of ruins; and, in case no ruins subsist for the ghost to 
appear, to supplement reality as a site of return of the revenant. 
In post-war countries, fiction is too serious a matter to be left to 
ÒimaginativeÓ people. The ghost is often fictional, not in the sense 
that he is merely Ò1. a. An imaginative creation or a pretense that 
does not represent actuality but has been invented. 2. A lieÓ 
(American Heritage Dictionary); but in the sense that one of the 
main loci for his appearance is fiction, whether novels, short 
stories, films or videos. It is too dangerous after a civil war or a 
war, which produce so much unfinished business, for there to be 
no ghosts both in reality (haunted houses) and in fiction that 
builds Òa universe that doesnÕt fall apart two days laterÓ (Philip 
K. Dick)Ñthe current virtual absence of novels and films about 
revenants in Lebanon is one of the signs of a collective post-
traumatic amnesia.4 We are yet to witness the proliferation of a 
horror literature of ghosts and the undead (fiction may thus bring 
about a catharsis for the revenant and an exorcism for the living); 
or to hear many more stories about ghosts in Beirut once its
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Bazen BeyrutÕun Merkez Bšlgesindeki yeniden inßa edilen yapÝlarÝn 
ger•ek olmadÝÛÝ yšnŸnde kaygÝlarÝm baß gšsterir, sanki bir gŸn 
Kneji MizoguchiÕnin Ugetsu MonogatariÕsindeki (1953) kahramanÝn 
o nefis konaÛÝnÝ gšrmeye gittiÛi sevgilisinin, ger•ekte orada bir 
hortlak olduÛunu šÛrendiÛi zaman harabe olarak algÝladÝÛÝ gibi; 
veya, KubrickÕin The Shining (1980), filminin sona doÛru, TorranceÕin 
eßinin, kocasÝnÝn i•inde yaßadÝÛÝ oteli bir harabe olarak muhafaza 
ettiÛine ßahit olduÛu gibi;2 veya  HerzogÕun Nosferatu, the Vampire 
(1978) filminde HarkerÕin gezisinin ve NosferatuÕnun kalesine olan 
ziyaretinin gšrŸntŸlerinin arasÝna kaleyi daha šncesinde bir 
harabeymiß gibi gšsteren gšrŸntŸleri de serpißtirildiÛi gibi. Sivil 
savaßta en bŸyŸk zararÝ gšren yerlerden biri olan merkez bšlgede 
zarar gšren binalar olmaya devam ettiÛi sŸrece, bu binalar, BeyrutÕun 
geri kalan bšlgelerinde ßehir planlamasÝnÝ dikkate almadan inßa 
edilen bir•ok beton binanÝn aÛÝr yŸkŸne bir karßÝlÝk olmaya devam 
edecektir. Fakat, mahvolmuß olan bu ßehrin tŸmŸnŸn yeniden 
yapÝlmasÝndan ya da baßtan kurulmasÝ fikrinin olumluluÛundan 
gelecek olan doyuma karßÝ koymak ve onu hafifletmek i•in  yol 
bulunmasÝ gerekir. Bu yollardan biri Krzysztof Wodiczko tarzÝnda 
 en azÝndan bazÝ yeniden inßa edilmiß binalarÝn Ÿzerine geceleri 
savaßtan mahvolmuß binalarÝn ger•ek šl•Ÿlerindeki gšrŸntŸlerini 
yansÝtmaktÝr. DiÛer bir •šzŸm ise en son binanÝn yeniden inßa 
edildiÛi gŸn, daha šnce bahsedilen Ÿ• filmin BeyrutÕun herhangi 
bir yerinde, mesela savaßtan zarar gšren BŸyŸk Tiyatro binasÝnda, 
gšrŸntŸlerinden sinema girißinin televizyon ekranÝnda sadece toz 
ya da sÝnÝrsÝz •izikler kalana kadar gŸnde 24 saat gšsterimlerinin 
baßlatÝlmasÝdÝr. Tahminimce savaßtan zarar gšren binalar BeyrutÕun 
gšrŸntŸlerinden kaybolduÛu zaman bazÝ insanlar psikologlara 
yeniden yapÝlan binalarÝ bile birer harabe olarak algÝladÝklarÝndan 
ßikayet edecekler. Los Angeles gibi bir ßehir i•in kurgulanan felaket, 
Ð šrneÛin deprem3 ile ßehrin mahvolmasÝ Ð ki henŸz orayÝ harabeye 
dšnŸßtŸrmemißtir; Beyrut i•in dŸßŸnŸldŸÛŸnde, temel olarak yeniden 
inßa ediliyor olmasÝna karßÝn hala harabe olmasÝnÝn ortaya •ÝkmasÝdÝr.

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

While as physical structures doomed to reconstruction or demolition 
or slow deterioration, ruins quickly give us the impulse, if not the 
urge to preserve documents of them in photographs, video, or 
film, they nonetheless basically instance an architecture implicated

2- Humor in KubrickÕs film of having the same person who was brought to the hotel as a 
caretaker to fix any malfunctions and deterioration from lack of upkeep precipitate the 
sudden turning of the whole place into a ruin.
3- See Mike DavisÕ Ecology of Fear: Los Angeles and the Imagination of Disaster (New York: 
Metropolitan Books, 1998) for a thorough investigation of the various scenarios of an 
imagined destruction of Los Angeles.

2- KubrikÕin filmindeki mizahta bozukluklarÝn ve yÝpranmalarÝn tamiratÝ i•in otele getirilen 
bek•i, mekanÝ, bir anda harabeye dšnŸßtŸrmŸßtŸ.
3- BakÝnÝz Mike Davis, ÒKorkunun Ekolojisi: Los Angeles ve Felaketin KurgusuÓ (ÒEcology 
of Fear: Los Angeles and the Imagination of DisasterÓ; New York, Metropolitan YayÝnlarÝ, 
1998), Los AngelesÕÝn kurgulanmÝß yÝkÝmÝyla ilgili olarak farklÝ senaryolarla detaylÝ incelemeler.

4- LŸbnan edebiyati Ÿzerine geniß bir bilgisi olan LŸbnanlÝ edebiyat eleßtirmeni Yumn‰ 
al-ÔëdÕin bana sšylediÛine gšre LŸbnandaki roman ve kÝsa šykŸlerde hortlaklar bulunmamaktadÝr. 
…yle gšrŸlŸyor ki aynÝ genellemeci gšzlem daha kŸ•Ÿk •aptaki LŸbnan film ve video alanlarÝna 
da uyarlanabilir. Bunun kayda deÛer istisnalarÝndan biri Ghassan Salhabin Phantom Beirut 
(Hayalet Beyrut) adlÝ 1998 yapÝmÝ filmidir. Bu filmde LŸbnanÕda savaß ve i• savaß baßladÝktan 
birka• yÝl sonra Khalil adÝnda bir adam ortadan kaybolur. KÝzkardeßi ve arkadaßlarÝ onun 
šldŸrŸldŸÛŸnŸ dŸßŸnŸrler. Ancak bu kißilerden biri bir gŸn havaalanÝnda yurtdÝßÝndan 
gelecek arkadaßÝnÝ beklerken ona tÝpatÝp benzeyen bir adamla karßÝlaßÝr. O ve KhalilÕin birka• 
eski arkadaßÝ bu adamÝ takip etmeye baßlarlar. Bu adam bir gŸn kayÝp adamÝn kÝzkardeßinin 
apartmanÝna geldiÛi zaman ne kÝz ne de arkadaßlarÝ KhalilÕin ger•ek mi yoksa onun hayaleti 
mi olduÛunu bilememektedirler, bir tanesi ger•ekten fiziksel olarak orada olup olmadÝÛÝnÝ 
anlamak i•in •ekinerek ona dokunur. Daha sonra onun Khalil olduÛuna kanaat getirirler, 
ve onun kaybolup kendileri tarafÝndan šldŸ sanÝlmasÝnÝn militan derneklerinden para alÝp 
ortadan kaybolmak i•in bir dŸzen olduÛunu dŸßŸnŸrler. Fakat filmin sonunda, šnerilen 
yapÝsal bir hata sonucu, yabancÝlar baßka bir kißiyi ka•Ýrmak isterken onu ka•ÝrÝrlar. Her 
ne kadar sonunda onu šldŸrmeselerde, ka•ÝranlarÝn bu hatasÝ šlŸmcŸldŸr, Ancakü ortaya 
•Ýkar ki bu yanlÝß ka•Ýrmadan etkilenmis, diÛerleri tarafindan takip edilmiß ve bundan dolayÝ 
šlŸmden dšnmŸß biri olmußtur, geriye dšnen bir hortlak, bir hayalet, gibi. KÝzkardeßini ve 
eski arkadaßlarÝnÝ kandÝrabilirdi ama tarafsÝz bir ßansÝ hayÝr.

4- The Lebanese literary critic Yumn‰ al-Ôëd tells me, based on her extensive knowledge 
of Lebanese literature, that there are virtually no specters in Lebanese novels and short 
stories. It seems that the same sweeping judgement can be applied in the smaller domain 
of Lebanese film and video. A notable exception is Ghass‰n SalhabÕs film Phantom Beirut, 
1998. In this film, some years into the war and the civil war in Lebanon, a man, Khalil, 
disappears. His sister and his friends believe he was killed. One day one of them comes 
across an identical-looking man while at the airport to receive a friend flying in from 
abroad. He and several of KhalilÕs former friends shadow the man in question. When the 
latter ends up coming to the apartment of the missing manÕs sister, both she and his 
friends are uncertain whether it is actually Khalil or his ghost, one of them apprehensively 
touching him to make sure that he is actually, physically, there with them. They grow to 
feel that he is Khalil, and come to the conclusion that his disappearance was a scheme 
to make them think that he died and abscond with the money collected by their militant 
association. And yet at the end of the film, in a symptomatic structural mistake, strangers 
hired to kidnap another person kidnap him instead. The mistake of these kidnapers is 
mortal even if they do not end up killing him, since he is revealed by their misapprehension 
as affected, haunted by the other, and therefore someone come back from the dead, a 
revenant, a phantom. He could fool his sister and his former friends but not objective 
chance.
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BÜZÜ ‚EVRELEYEN BÜR D†NYA YARATMAK

Pasajlar, ilk kez ondokuzuncu yŸzyÝlÝn ilk •eyreÛinde, Walter 
BenjaminÕin belirttiÛi gibi, tekstildeki gelißmenin halk arasÝnda o 
zamana dek varolmayan mŸßteri/alÝcÝ (kullanÝcÝ) ve ßehir ilißkisini 
baßlattÝÛÝ, ParisÕte ortaya •ÝktÝ. BenjaminÕin,1 ÒPasajlar, gazla 
aydÝnlatma i•in ilk mekanlarÝ olußturdularÓ diye yazdÝÛÝ cam, demir, 
yukarÝdan gelen ÝßÝk ve yapay ÝßÝklandÝrmalar, •ok sayÝda blok 
binayÝ kapsÝyordu. Bu yeni mimari kavram, o dšnemde meydana 
gelen deÛißimler ve par•asÝ olduÛu sanayi devrimiyle uyum i•indeydi. 
Ancak, bir yandan, daha bŸyŸk bir ßehir i•inde her an, her yerde 
var olan baßka bir ßehri, bilinen bir dŸnyanÝn i•inde ÒyeniÓ bir 
dŸnya yaratma girißimini temsil ederken, diÛer yandan da ger•ek 
dÝßÝ ve ulaßÝlamaz olan, fiziksel ve somut dŸnyanÝn artÝk ŸretemediÛi 
ya da ulaßamadÝÛÝ, sanal bir fikre dayanan ilerleme ve refah 
ideallerini •aÛrÝßtÝrÝyordu.

Panoramik gšrŸntŸler, resimde olduÛu gibi, doÛayÝ birebir yansÝtÝr; 
ancak resmin de štesine ge•er ve ÝßÝk ge•ißleriyle gŸndŸz ve geceyi 
taklit edip, genellikle illŸzyonla baÛdaßtÝrÝlan efektler yaratan 
ÝßÝklandÝrma yardÝmÝyla, doÛayÝ canlÝ bir deneyime dšnŸßtŸrŸr. 
Sahne sanatlarÝndan gelen unsurlarÝ kullanan panoramik gšrŸntŸler 
aynÝ zamanda "fotoÛraf, sessiz ve sesli filme"2 girißi temsil eder. 
SŸrekli deÛißim i•indeki bir dŸnyayÝ kaydetmek i•in gerekli olan 
bu tarzlar Ðki bunlar sŸrekli bir deÛißim i•inde olup birbiriyle de 
ilißkilidirlerÐ teknolojik gelißmenin sihirli lambayÝ kullanma teorisini 
bilimsel uygulamaya Ðproblemli de olsaÐ ge•irmesi sayesinde, 
gitgide daha uygulanabilir hale geldi. Bu dšnŸßŸmler sonucunda 
Daguerre, en iyi panoramik gšrŸntŸlerini 1839Õdaki bir yangÝnda 
kaybettikten sonra, NicŽphore NiŽpceÕin yšntemlerinin (šzellikle 
de mecra ve pozlamasÝ konusunda)gelißtirilmiß hali olan 
ÒdaguerreotypeÓini ortaya •ÝkardÝ. Bu da ona, bir šncŸ ve hŸnerli 
bir illŸzyonist olarak abartÝlÝ bir Ÿn getirdi. Baßka bir deyißle, eÛer 
panoramik gšrŸntŸler sahne sanatlarÝ •er•evesinde resmin uzatÝsÝ 
olarak algÝlanÝrsa, fotoÛraf da o gizemin anlÝk tek bir karesini 
oynanan sahnede sabitleßtirir. IßÝklandÝrma, geniß panoramik

CREATING A SURROUNDING WORLD 

Arcades first appeared in Paris in the first third of the nineteenth 
century and became increasingly commonplace, as Walter Benjamin 
points out, with the growth of the textile trade, which marked 
the beginning of a hitherto unknown relationship between the 
inhabitant as a customer/buyer (user) and the city. Glass, iron, 
overhead light and artificial lighting -"The arcades were the setting 
for the first gas lightingÓ wrote Benjamin1- covered entire blocks 
of buildings. This new architectural concept was in keeping with 
the period of change and the industrial revolution it formed part 
of. However, it also represented the ubiquity of a city inside a 
larger city, a clear attempt to create a "new" world inside a known 
one, while evoking the ideals of progress and well-being, albeit 
founded on a virtual idea, unreal or unattainable, that the physical 
and tangible world no longer seemed capable of generating or 
achieving. 

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

J A L A L  T O U F I C

hakkÝnda bir korku literatŸrŸnŸn •oÛalmasÝna (kurgu, bu ßekilde 
hortlak i•in bir ÒkatarsisÓ(boßalma/arÝnma) ve yaßayanlar i•in de 
bir ÒexorcismÓ (ßeytan •Ýkarma) saÛlayabilir) veya BeyrutÕun 
merkezinde yaßanmaya baßlandÝÛÝndan beri oradaki hayaletler 
hakkÝnda hikayelere ßahit olamadÝk, Ÿstelik bu durum •oÛu zamaan 
iktisadi durgunluktan da kaynaklanmÝyordu.. Bu iki olasÝlÝkda 
olmasaydÝ, zamanÝndan šnce ve insafsÝzca savaßta šlenler i•in 
travma-sonrasÝ hafÝza kaybÝnÝn bir baßka šrneÛi olurdu.

Jalal TouficÕden bir alÝntÝ, (Vampirler): Filmdeki Hortlaklar †stŸne 
Tedirgin Edici bir Metin   
(Ò(Vampires): An Uneasy Essay on the Undead in FilmÓ, tekrar 
gšzden ge•irilmiß ve gelißtirilmiß baskÝ (Sausalito, Kaliforniya: 
Post-Apollo YayÝnlarÝ, 2003), sayfa 67-74.

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

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

1- Benjamin, Walter: Das Passagen-Werk [Quoted from the Spanish Translation by Luis 
Fern‡ndez Casta–eda, Isidro Herrera y Fernando Guerrero: El libro de los pasajes, Madrid. 
Akal, 2005. p. 38.]  
2- Ibid. p. 40.

1- Benjamin, Walter: Das Passagen-Werk (Luis Fern‡ndez Casta–edaÕnÝn Üspanyolca ‚evirisinden 
AlÝntÝ, Isidro Herrera y Fernando Guerrero: El libro de los pasajes, Madrid. Akal, 2005: 38.) 
2- Ibid.:40.
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baßlarda gšsterildiÛi kafelerde, ister sonra ortaya •Ýkan šzel seyir 

odalarÝnda gšsterilsin- toplu ve sosyal izleme sanatÝnÝn bir geleceÛi 

olmadÝÛÝna dair beslediÛi i•ten inan•la, hareket eden gšrŸntŸden 

kaynaklanan kißiselleßtirilmiß zevkin temellerini attÝ. Edison, bu 

takip eden yŸzyÝlÝn kanÝtlamaya •alÝßtÝÛÝ gibi, ger•ekten de tŸmŸyle 

yanÝlÝyor muydu?

Tarih kutuplaßmÝß bšlŸnmelerden ne kadar hoßlansa da, burada 

verilmiß olan bu iki se•eneÛi yanlÝß ve doÛru, baßarÝlÝ ve baßarÝsÝz 

gibi •ok a•Ýk tanÝmlar getiren kavramlarla analiz etmek belki de 

hatalÝ olur. BugŸnkŸ dijital teknolojinin sŸpersonik mŸdahelesi, 

fotoÛraf ve sinemanÝn ortaya •ÝkmasÝyla baßlayan teknolojik devrime 

benzer, baßka bir teknolojik devrimin eßiÛine bizi getiriyor. FotoÛraf 

ve sinema, sonu•larÝnÝn anÝnda ortaya •ÝkabilirliÛi, gšrŸntŸ 

deÛißimlerinin olußabilme hÝzÝ, olaylarÝ geri dšndŸrebilmenin ve 

hatta yavaßlatmanÝn teknik (ve de ideolojik) imkansÝzlÝÛÝyla 

ayÝrdedilir. Sonu• olarak, bu sŸrekli, olaÛan, durdurulamayan hÝz, 

tek bir kißinin uygulayacaÛÝ, birbiriyle yer deÛißtirebilen bir arayŸz 

yoluyla, yalnÝzca bireyin bakÝß a•ÝsÝndan analiz edilebilir: arkadan 

aydÝlantÝlan ekran karßÝsÝnda tek baßÝnalÝkla, bireysellikle, ve 

yalnÝzlÝk i•inde.

Internetin yarattÝÛÝ kollektif aÛlar, pek de azÝmsanamayacak bir 

paradoks ortaya •ÝkartÝyor: yaygÝn •šzŸmler getirmek amacÝyla 

tasarlandÝklarÝndan, ancak oturumu a•ma komutlarÝnÝ, parolalarÝ 

ve giriß yollarÝnÝ bilenler tarafÝndan yanÝtlanabilirler. SanallÝk, 

belki de kendini tekrar doÛrulamak amacÝyla ya da kendi 

tutarsÝzlÝÛÝndan dolayÝ yok olma korkusuyla, etrafÝnÝ belirli unsurlarla, 

parolalarla, seri numaralarÝyla ve uyumlu gŸncelleßtirmelerle 

•evreleyerek, bŸyŸk bir endiße i•inde daha šnce mevcut olanÝn 

yerine yenisini koymaya •alÝßÝr. Hepsi de her ßahsÝ temsil eden, 

soÛuk ve statik olaÛanlÝktaki ekranÝn (bir pencere, ama aynÝ 

zamanda da ayna) arkasÝna saklanmÝß, geniß •apta olasÝlÝklardÝr. 

Ancak, mutlak šzgŸrlŸk kavramlarÝnÝn altÝnda, etkinlik alanÝnÝ 

genißletmeyi tasarlayan her hareketin karßÝsÝnda bir takÝm engeller, 

kÝsÝtlamalar, denetlemeler ve kontroller yatmaktadÝr. Bu tŸr her
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ortamlara inanÝlÝrlÝk ve ger•eklik getiriyorsa, o zaman ÝßÝk da, hem 

fotoÛrafÝn •ekilmesini mŸmkŸn kÝlan hem de gšrŸntŸnŸn ÝßÝÛa 

duyarlÝ cam tabakada ortaya •ÝkmasÝnÝ saÛlayarak fotoÛrafik eylemin 

meydana gelmesini olasÝ kÝlan ana maddedir.

Bu dŸßŸnce doÛrultusunda, pasajlardaki dŸkkan camek‰nlarÝnÝ, 

camÝn ßeffaflÝÛÝndan gšrŸnen fakat yŸzeyinin kalÝnlÝÛÝndan dolayÝ 

ulaßÝlamayan, ŸrŸnlerin yansÝtÝldÝÛÝ ekranlar olarak yorumlayabiliriz. 

Sadece almak ve satmak eylemleriyle tatmin edilebilen bir arzuyu 

harekete ge•irirler. Sergilenen objeler arasÝnda yalnÝzca almak 

istediÛimiz ßeyleri gšrmekle kalmaz, o giysileri giydiÛimiz, yiyecekleri 

yediÛimiz, aletleri kullandÝÛÝmÝz, ya da mobilyalarda yaßadÝÛÝmÝz 

bir maddi ortama kendimizi sŸrŸkleriz. Bu yansÝma, en az iki yšnde 

ißler. Kendimizi bu hayali dŸnyanÝn i•inde gšrdŸÛŸmŸzde, ßimdiki 

zamanda geleceÛi planlarÝz, bir hareket dizisi yaratÝrÝz, girißeceÛimiz 

bu yolculuÛun yapÝlabilir olduÛunu gšrmek isteriz. DiÛer yandan 

da, kendimizle ilgili aldatÝcÝ bir yansÝma yaratÝrÝz; hayal ettiÛimiz 

geleceÛin var olmadÝÛÝ, kendimizi o durumda bulsak bile šzgŸrce 

baßa •ÝkamayacaÛÝmÝz, rŸya gibi bir gšrŸntŸ yaratÝrÝz. Ger•ek ßu 

ki, bšylesine soyut olan ve hi•bir koßulda sonucunu bilemeyeceÛimiz 

bir ßeyi kontrol etmemiz mŸmkŸn deÛildir.

Bundan dolayÝdÝr ki, nitelikli šncŸlŸ olan fotoÛrafÝn ve dŸnyayÝ 

kaydetmek Ÿzere ortaya •ÝkmÝß diÛer gelißmelerin, derin tarih•esiyle 

yazÝldÝÛÝ, gŸnŸmŸzde sanatsal/sosyal yaßamÝn anlamÝnÝ her an, 

her yerde šzetleyen sinemayÝ, arzu kavramÝnÝn •evresinde dšnen 

modellerin baßlangÝ• noktasÝ olarak gšrmemiz mŸmkŸn: (bir 

ekrandaki sanal bir yansÝma olmasÝndan dolayÝ) kesinliÛi olmayan 

bir anlayÝß; tatmin edilemeyen bir cazibe (akÝl almaz bir karakterin 

varlÝÛÝna raÛmen daha da •eßitlemelerini gšrmek isteriz.) Bu mecazi 

arzu, kollektif dŸßŸnceden, aktarÝlamaz kißisel deneyimlere ve tek 

baßÝna seyretme isteÛine dek uzanan ßekillerin a•Ýk•a gšrŸldŸÛŸ, 

son derece ilgin• bir yol •izmißtir. Bununla birlikte, bu ayrÝmÝn ilk 

safhalarÝ sinemanÝn šzŸnde zaten vardÝ. Lumi•re kardeßler 1895Õte 

•Ýkan ÒsinematografÓlarÝyla insanlarÝ film seyretmek Ÿzere biraraya 

getirirken, Thomas Edison (1891-1894) kinetoskopuyla, -ister ilk

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

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

It is for this reason that the now ubiquitous compendium of 
artistic/social connotations that is cinema, whose high-quality 
prologue is written by the intense history of photography and 
other advances sensitive to the recording of the world, can be 
seen as the starting point of models revolving around the concept 
of desire: its impossible definitive conception (in that it is nothing 
other than a virtual projection on a screen); and its insatiable 
appeal (even in the knowledge of its non-conceivable character, 
we still wantÊto see more and more derivatives of it). This figurative 
desire has traced a fascinating path that runs from modes of
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collective contemplation to others where the need for individual 
viewings and non-transferable personal experiences has been 
marked out with increasing clarity. Nevertheless, an initial phase 
in this differentiation was already present in the origins of the 
cinematic experience. Whereas the 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 
(1891-1894) kinetoscope laid the basis for the individualised 
enjoyment of the moving image, in the unreserved belief that 
there was no future in the social and collective act of viewing -
either in cafes, in the early days, or in specially created rooms 
later on-. Was Edison, as the entire century that followed sought 
to demonstrate, really so wrong? 

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

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

Su dolu plastik bir torba gibi ama •ok daha kalÝn dokulu. Kaygan 
yŸzeyi •ok pŸtŸrlŸ. AÛÝr olmasÝna aÛÝr, ama sanki her an patlayÝp 
i•indekiler akacak, avcumun i•inde kÝkÝrdakÝmsÝ bir deri par•asÝ 
kalacakmÝß gibi. YumruÛumu sÝkmaya •alÝßÝyorum, •ekinerek, fazla 
bastÝrmadan. ParmaklarÝmÝn arasÝnda sanki birßeyler dolaßÝyor. 
MasanÝn Ÿzerine koyuyorum. Üsteksizce yuvarlanÝp •škŸyor, šylece 
pelte gibi duruyor. Elimi kaÛÝda silip bir kalem alÝyorum. Kalemin 
ucuyla dŸrtŸklŸyorum. Ü•inde her ne varsa o kadar da akÝcÝ deÛil 
sanki. Masa lambasÝnÝ yaklaßtÝrÝp iyice bakÝyorum. Bunun bir i• 
organ olduÛu kesin ama, bildiÛim hi•bir ßeye de benzemiyor. 
Pembemsi gibi, yer yer koyu sarÝ, kahverengi, mor renkli bšlgeleri 
var. IßÝk biraz i•ine sÝzÝyor mu ne? †zeri kalÝn, olduk•a sert 
damarlarla kaplÝ. Ne var ki bu damarlarda sanki hi• kan akmamÝß 
gibi, donuk. Elimi iyice kaÛÝda silip bistŸriyi almak i•in uzanÝyorum, 
gšzŸm onda. ÒAcaba keserken tepki verecek mi? Yoksa uyuyor mu? 
†zerime sÝ•rayacak birßeyler mi var i•inde?Ó DuraksÝyorum. Elimi 
Ÿzerine koyup bir tepki gelmesini bekliyorum. SoÛuk ve cansÝz. 
Peki, diyorum, šyleyse. Elimi yavaß•a kaldÝrÝrken o da sanki 
rahatlamÝß•asÝna nefes alÝyor. BistŸriyi ortasÝndan diklemesine 
batÝrÝyorum, sanki bir doÛum gŸnŸ pastasÝ kesercesine boylu 
boyunca yarÝyorum. BeklediÛim gibi i•inden koyu renkli bir sÝvÝ, 
kÝrmÝzÝ-mor, yavaß•a masanÝn Ÿzerine akÝyor. A•tÝÛÝm yarÝÛÝ iyice 
genißletip i•ini gšrmeye •alÝßÝyorum. SÝvÝ boßaldÝk•a bir topak sa•, 
yapÝß yapÝß ortaya •ÝkÝyor. DurmalÝ mÝyÝm, yoksa...?

Mavimsi mor, kÝrmÝzÝ ÝßÝklar ßiddetle parlayÝnca gšzlerimi a•Ýyorum. 
YanÝmdan ge•ip kayboluyorlar. Gšzlerimi kocaman a•Ýyorum. Sadece 
beyaz bir boßluk! Patlayan ÝßÝk sšnŸyor, gšzlerim uyum saÛlayÝnca 
gšrebiliyorum: Gece... Gšzlerimi kapatÝp parmaklarÝmÝ bastÝrÝyorum, 
aÛrÝ ve acÝ alnÝmda dolaßÝyor. AnlÝyorum ki, h‰l‰ yoldayÝm. BindiÛim 
dolmuß ßimdi kšprŸden ge•iyor. Biliyorum ama gene de bakÝyorum, 
tabii ki yolun ilerisi mahßer yeri gibi. Saatime bakÝyorum, TaksimÕden 
yola •ÝkalÝ bir saat olmuß. Bu gidißle bir saat daha yoldayÝm. Þofšr 
h‰l‰ sinirli, yŸksek sesle birileriyle konußuyor. A, tabii ki... AynÝ 
hatta •alÝßan diÛer ßofšrlere kšprŸdeki trafiÛi kŸfrederek anlatÝyor, 
onlar da yolun ilerisini sšylŸyorlar belli ki. Susuyor, kulaklÝÛÝnÝ 
sert•e •ÝkarÝp cep telefonunun durduÛu šn camÝn šnŸne doÛru

TERATOMA

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

I open my eyes to the flash of purple, blue and red lights. They quickly 
pass by and disappear. I open my eyes wide; all I see is a white blank! 
As the bursting light fades, my eyes adapt and I realize it is night... 
I close my eyes and press on them with my fingers; pain hits my 
forehead. Obviously I am still on the road. The minibus I was on is 
now crossing the bridge. I know it, but I still look ahead, and of course, 
the road is like armageddon. I check my watch. It's been an hour since 
the minibus took off from Taksim. It seems like I'll be on the road for 
another hour. The driver is still furious; he's talking loudly with someone. 
Of course...He's cursing and talking on his cell phone to other minibus 
drivers on the same route, telling them about the congested traffic 
ahead on the bridge. He quits talking, agressively takes the headphone 
off and throws it towards the dashboard where his cell phone lies. 
ÒWhat the hell is this traffic every single day!Ó None of the passengers
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cold and static normality of a screen (a window, but also a mirror) 
that is representative of each individual. However, underlying the 
concepts of absolute freedom are obstacles, restrictions, surveillance 
and control of practically every movement designed to expand the 
field of activity. Any action of this type generates, as a co-active 
counterbalance, a reaction that attempts to cancel or subdue it. 
Behind the translucent plastic casing and crystalline plasma screens 
of its machines, this transparent society retains part of the darkness 
so characteristic of the most time-honoured and claustrophobic 
subjugation of freedoms.

hareket, engelleyici bir denetim mekanizmasÝ olußturmak amacÝyla, 

kendi kendini iptal eden ya da bastÝran bir tepki yaratÝr. 

Makinelerinin yarÝsaydam plastik kasalarÝnÝn ve kristalize plazma 

ekranlarÝnÝn ardÝnda, bu ßeffaf topluluk, šzgŸrlŸklerin en eski ve 

klostrofobik baskÝsÝnÝn karanlÝÛÝnÝn bir par•asÝnÝ da barÝndÝrÝr.
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fÝrlatÝyor. ÒNedir bu be, hergŸn •ekilir mi?Ó diye baÛÝrÝyor. 
Yolculardan hi• kimse karßÝlÝk vermiyor ama, o gene trafiÛe, 
yšnetenlere sayÝp dškŸyor hiddetle! Sigara yakÝyor. SigaranÝn 
dumanÝyla a•lÝÛÝm birbirine karÝßÝyor, midem bulanÝyor ßimdi. CamÝ 
a•maya •abalÝyorum boß yere. Ü•im iyice sÝkÝlÝyor, tekrar dšnŸp 
dÝßarÝyÝ seyrediyorum. KaranlÝkta, otoyol kenarÝnda bekleyen 
kalabalÝk siluetler gšrŸyorum. YŸzlerinde ara•larÝn farlarÝ. Onlar 
gibi beklemediÛime sevinmeli miyim?... KÝrmÝzÝmsÝ koyu bir ÝßÝÛÝn 
i•inden ge•iyoruz, burasÝ kavßaklardan biri olmalÝ yoksa bu kadar 
•ok yol aydÝnlatmasÝ bir arada olamaz. Gene karanlÝk ve farlar... 
Þu arkadaki yerler neresi acaba? GšÛe doÛru yŸkselen dev dalgalarÝn 
Ÿzeri sarÝ beyaz noktalarla aydÝnlanmÝß. Kim bilir hangi gecekondu 
mahallesi... Gecekondu mahallesi mi? Belki genel se•im šncesi 
šyle idi. Þimdi pekala imarlÝ! Zaten neresi deÛil ki? Üstanbul nerede 
baßlÝyor nerede bitiyor? Kim sšyleyebilir ki?...

Durmuyorum. Sa• topaÛÝnÝ kaleme dolayÝp, kesenin dÝßÝna 
•ÝkarÝyorum. SÝvÝ da onunla beraber masanÝn Ÿzerine akÝyor. 
Bozulmuß et kokusu burnuma doluyor, gšzlerim yaßarÝyor. Elimin 
dÝßÝyla gšzlerimi silip tekrar bakÝyorum i•ine... YanÝlÝyor muyum, 
yoksa i•inden bir gšz de bana mÝ bakÝyor! Þu yanÝnda, orada burada 
duranlar da dißler galiba! Elimdekileri masaya bÝrakÝp hÝzla ayaÛa 
kalkÝyorum. Þimdi midem bulanÝyor. Nedir bu? Bir tŸr canlÝ mÝ? 
Ben neyi kurcalÝyorum? Ka•ÝrdÝÛÝm gšzlerimi tekrar o ßeye 
•eviriyorum. Yaklaßmaya cesaretim yok. Kime sorsam acaba, kim 
bilebilir ki?...

ÜstanbulÕun hakkÝnda yazÝlanlarÝ belki binlerce kere binlerce farklÝ 
aÛÝzdan dinledim, bir o kadar da haberde, makalede, kitapta 
okudum. Filmlerde izledim. Derslerde tartÝßtÝm. Gene de h‰l‰ nasÝl 
olup da varolduÛunu, hayatta kaldÝÛÝnÝ anlayamÝyorum... Katmanlar, 
par•alar, yÝÛÝnlar... Kesilip par•alanmÝß, sonra šzensizce bir araya 
getirilmiß. Ü• organlarÝ dÝßarÝda, gšzleri ve aÛzÝ gšvdesinin i•inde, 
gšremeyen, kendi kendisini kemiren, beslendik•e yayÝlÝp etrafÝna 
yapÝßan dev bir ucube! Hani bazÝ dehßet filmlerinin bir tŸrlŸ sonu 
gelmez. Siz ÒHah, šldŸ ißte!Ó diye rahat bir soluk aldÝÛÝnÝz anda 
iÛren• yaratÝk yerden kalkar, par•a par•a olmuß bedenine aldÝrmadan 
sarsÝlarak Ÿzerinize gelir ya, Üstanbul da šyle bir tŸrlŸ vazge•miyor. 
Par•alar bir araya gelmiyor, birbirine uymuyor. SŸrekli bir yerleri

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

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

I've read, seen and heard about the things said of and written on 
Istanbul from thousands of different people, news sources, articles, 
and books, let alone movies. I've discussed it in classes. Nevertheless, 
I still cannot figure out how it manages to survive. Layers, heaps, bits 
and pieces... Cut and torn apart carelessly, then sloppily put together. 
A huge monstrosity with its internal organs hanging out, its eyes and 
mouth inside its body; a sightless thing, gnawing at itself from the 
inside, feeding and expanding and sticking to its surroundings. Remember 
those horror movies that just wouldn't end? Just when you let your 
breath go, thinking ÒPhew! Finally, that thing is dead!Ó, the disgusting 
creature rises from the ground and walks jerkily towards you, ignoring 
its shredded body. Istanbul is like this monster that keeps resurrecting. 
The pieces donÕt fit, they just donÕt come together. Parts keep bursting
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patlak veriyor. KaynaklarÝ eriyor, yeni kaynaklara saldÝrÝyor. TÝkanan, 
ißlemeyen damarlarÝ zorlayÝp a•arken etrafÝndaki dokularÝ 
par•alanÝyor. Damar Ÿzerine damarlarla Òby-passÓ yapÝyor. Yedik•e 
bŸyŸyen bu anormal organizma, sŸrekli deforme olup dšnŸßtŸk•e 
eski ßeklinin izlerini de siliyor.

Teratoma deniyormuß bu ßeyin adÝna. HŸcre gelißiminin anomalisi 
sonucunda, birarada olmamasÝ gereken dokular ve organlar bu 
kistin i•inde olußuyormuß. Ü•inde barÝndÝÛÝ vŸcut ne kadar 
taßÝyabilirse o kadar bŸyŸyŸp yayÝlabiliyormuß. Peki, bu ßey 
sšmŸrdŸÛŸ bedenin dÝßÝnda varolabilir mi? Tabii ki hayÝr...

Üstanbul bir ßehir mi? Þehir gšrŸnŸmŸnde bir ucube, belki de i•inde 
taßÝdÝÛÝ teratoma tarafÝndan •oktan yenilip, yutulmuß bile.

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

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

Is Istanbul a city? It is a monstrosity that barely resembles a city, 
perhaps long eaten up by the teratoma it once carried inside.
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THE GAZA TUNNEL TRADE: INTERPRETATIONS OF OCCUPIED SPACE

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

With IsraelÕs military withdrawal from Gaza in 2005, the number 
of tunnels mushroomed. The Israeli military used the tunnels as 
a pretext for stepping up demolitions of houses to make way for 
a buffer zone along the border. IsraelÕs main concern is the 
smuggling of weapons to armed Palestinian groups. But for the 
smugglers themselves there is far more to the tunnel trade than 
politics and arms smuggling. Everything moves through RafahÕs 
tunnels: from cigarettes and drugs to cash and people. It is a vast

GAZZE T†NEL TÜCARETÜ: ÜÞGAL ALTINDAKÜ B…LGENÜN YORUMLAMALARI

Üsrail Sina YarÝmadasÝÕndan 1982 yÝlÝnda geri •ekildiÛinde, Rafah 
ßehri, ÜsrailÕin šrdŸÛŸ duvar yŸzŸnden birdenbire kendini MÝsÝr ile 
Gazze arasÝnda bšlŸnmŸß buldu. Aileler, evleri birbirinden 100 
metre uzakta olmasÝna raÛmen, yŸksek gŸvenlikli uluslararasÝ sÝnÝrla 
ayrÝlmÝßlardÝ. Bir sŸre sonra, bir zamanlar Rafah Ÿzerinden yapÝlan 
ticareti elinde bulunduran sšzŸ ge•en aileler, sÝnÝrÝn altÝndan 
ge•en dŸzinelerce kazÝlmÝß tŸnel sayesinde ißlerini yeraltÝna taßÝyarak 
her iki taraftaki aile evlerini birleßtirdiler.

2005Õte ÜsrailÕin GazzeÕdeki askerini geri •ekmesinden sonra tŸnellerin 
sayÝsÝ daha da arttÝ. Üsrail ordusu, sÝnÝr boyunca tampon bšlge 
olußturmak amacÝyla, tŸnelleri evleri yÝkma bahanesi olarak kullandÝ. 
ÜsrailÕin baßlÝca endißesi, silahlÝ FilistinÕli gruplara ka•ak silah 
saÛlanmasÝydÝ. Fakat ka•ak•Ýlar a•ÝsÝndan bakÝlÝrsa, tŸnel ticareti, 
siyaset ve silah ka•ak•ÝlÝÛÝndan •ok daha fazla ßey ifade ediyor. 
Sigaradan uyußturucuya nakit paradan insana kadar RafahÕÝn 
tŸnellerinden herßey ge•iyor. TŸnel ticareti, GazzeÕde bir yÝlda
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enterprise, and pays five times an average annual Gaza salary in 
one month. It is a family business, passed on from father to son 
and always Ð for reasons of security as well as economics Ð kept 
in the family.

LUCRATIVE TRADE

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

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

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

In October of 2006, the Israeli military was even authorised to 
use air force against tunnels or houses suspected of hiding them, 
and yet Rafah families go on building and smuggling. With GazaÕs

kazanÝlan ortalama maaßÝn beß katÝ getirisiyle, •ok bŸyŸk bir girißim 
olußturuyor. Bu babadan oÛula ge•en bir aile ißi ve her zaman 
-ekonomik olduÛu kadar gŸvenlik sebeplerinden dolayÝ da- aile 
i•inde tutuluyor.

KåRLI TÜCARET 

TŸnel ticareti yalnÝzca karaborsa bir iß deÛil, milyonlarca dolarlÝk, 
asker” disiplinle en Ÿst dŸzeyde gizlilikle ißletilen, FilistinÕin en 
k‰rlÝ ißlerinden biri. ÜsrailÕin DÝß Üßleri web sitesi bile, ÒBu ißletmecilik 
bir •ok aile i•in temel geliri saÛlÝyor ve bšlgedeki ana gelir kaynaÛÝnÝ 
olußturuyorÓ diyor. Bir zamanlar fÝrsat•ÝlÝk olan bu iß, diÛer ißler 
gibi piyasa oynamalarÝndan etkilenen, hissedarlarÝ ve k‰r paylarÝ 
olan, oturmuß bir ißletmeye hÝzla dšnŸßtŸ. Ühtiya• gereÛi, bir avu• 
dolusu šnde gelen RafahÕlÝ aßiret, sÝnÝrlararasÝ gŸ•lŸ baÛlarÝnÝ 
kullanarak, siyasetin getirdiÛi yasaklardan dolayÝ saÛlayamadÝÛÝnÝ 
yasadÝßÝ yollardan elde etti. 

BaÛÝmsÝz tŸnelciler de var, ancak bir tŸnel kazÝp tamamlamak, 
yeraltÝnda kalabilmek i•in tecrŸbe, dayanÝklÝlÝk ve saÛlam kafa 
dÝßÝnda, bir de mali sermaye gerekiyor. DolayÝsÝyla, tŸneller genellikle 
bŸyŸk aßiretler veya šrtŸlŸ •ÝkarlarÝ olan baßka gruplar (hatta 
ißadamlarÝ ya da devlet yetkilileri) tarafÝndan finanse ediliyor. 
Kazma ißleminin kendisi •oÛunlukla gen•lere alt sšzleßmeyle 
veriliyor. Gen• tŸnelciler bir gŸn kendi tŸnellerine Òsahip olmayÝÓ 
Ÿmid ediyorlar.

TŸnel ißi k‰rlÝ olmakla birlikte, beraberinde bŸyŸk riskleri getiriyor. 
Evlerin varlÝÛÝ, bšlgede Üsrail asker” varlÝÛÝ i•in bir bahane 
olußturmakla birlikte, Üsrail ordusu tŸnel barÝndÝrdÝklarÝndan 
ßŸphelenirse, evler rutin olarak yÝkÝlÝp bombalanÝyor. AyrÝca, 
bazÝlarÝnÝn 1.5 metre genißliÛinde ve bir kilometre uzunluÛunda 
olduÛu tŸnellerin, yapÝm ya da ka•ak mal taßÝma sÝrasÝnda yÝkÝlma 
tehlikesi var. Bir baßka tehlike de, sÝnÝrÝn MÝsÝr tarafÝnda yakalanÝp, 
tutuklanmak.

Ekim 2006Õda, tŸnellere veya tŸnel barÝndÝrdÝÛÝndan ßŸphelenilen 
evlere karßÝ hava saldÝrÝsÝ yapÝlmasÝ i•in Üsrail ordusuna yetki 
verilmiß olmasÝna raÛmen, RafahÕlÝ aileler tŸnel inßa edip ka•ak
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mal taßÝmaya devam ediyorlar. GazzeÕnin •škmŸß durumdaki 
ekonomisi ve ßeridin dŸnyanÝn neredeyse tŸmŸnden soyutlanmÝß 
durumu karßÝsÝnda, pek fazla se•enekleri de zaten bulunmuyor.

ÜÞGAL ALTINDAKÜ B…LGENÜN YENÜDEN YORUMLANMASI 

TŸneller, Filistinliler i•in aynÝ zamanda ißgal, kußatma ve ÜsrailÕin 
ÒKontrol MatrisiÓnin getirdiÛi kÝsÝtlamalarÝ yok sayÝp karßÝ koyma 
yšntemi olußturuyor. Hatta birbirinden ayrÝ dŸßŸp, Üsrail tarafÝndan 
uygun kimlik ve izni elde edemediklerinden dolayÝ GazzeÕye giremeyen 
eßleri dahi ge•irmeyi baßarÝyorlar. Bu izinler, eskiden beri hareketleri 
ve ik‰metleri kontrol eden ve Üßgal AltÝndaki Filistin TopraklarÝÕna 
giriß •ÝkÝßlarÝ kÝsÝtlayan bir ara• olarak kullanÝlmÝßtÝr.

Fakat Üsrail ißgali daha a•Ýk ve šlŸmcŸl taktikler de kullanmÝßtÝr.

Frieze Dergisi tarafÝndan MayÝs 2006Õda yayÝnlanan ÒSavaß SanatÝÓ 
yazÝsÝnda Üsrailli mimar Eyal Weizman, BatÝ ÞeriaÕda ißgal altÝnda 
bulunan Nablus kentindeki direniße karßÝ yeni kent savaßÝ strateji 
ve taktikleri gelißtirmek amacÝyla, Üsrail asker” danÝßmanlarÝnÝn 
ßehirciliÛi, psikolojiyi, sibernetiÛi, sšmŸrgecilik sonrasÝ ve yapÝsalcÝlÝk 
sonrasÝ teorileri nasÝl kullandÝklarÝnÝ anlatÝyor. Weizman, TuÛgeneral 
Aviv KokhaviÕden ßšyle alÝntÝ yapÝyor:

ÒBiz, ara yollarÝ yŸrŸnmesi yasak yerler, kapÝlarÝ ge•ilmez, pencereleri 
de dÝßarÝ bakÝlmaz olarak yorumladÝk, •ŸnkŸ ara yollarda bizi silahlar 
ve kapÝlarÝn arkasÝnda bubi tuzaklarÝ bekler. Bunun nedeni, dŸßmanÝn 
mekana geleneksel, klasik bir a•Ýdan bakmasÝdÝr ve ben bu yoruma 
gšre davranÝp tuzaklarÝna dŸßmek istemiyorum. [É] Bu yŸzden 
duvarlarÝn i•inden ge•me yšntemini se•tikÉ Kemirerek kendisine 
yol a•Ýp ilerleyen bir kurt gibi, belli noktalarda baß gšsterip sonra 
yok oluyoruz. [É] Ben askelerime, ÒArkadaßlar! [É] EÛer ßimdiye 
kadar yollar ve kaldÝrÝmlardan yŸrŸmeye alÝßÝktÝysanÝz, bunu unutun! 
Bundan sonra duvarlardan ge•eceÛiz!Ó dedim.Ó

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

RE-INTERPRETING OCCUPIED SPACE

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

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

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

We interpreted the alley as a place forbidden to walk through and 
the door as a place forbidden to pass through, and the window as 
a place forbidden to look through, because a weapon awaits us in 
the alley, and a booby trap awaits us behind the doors. This is 
because the enemy interprets space in a traditional, classical 
manner, and I do not want to obey this interpretation and fall 
into his traps. [É] This is why that we opted for the methodology 
of moving through walls. . . . Like a worm that eats its way forward, 
emerging at points and then disappearing. [É] I said to my troops, 
ÒFriends! [É] If until now you were used to move along roads and 
sidewalks, forget it! From now on we all walk through walls!"
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Kokhavi Üsrail ordusunun Filistin kent dokusunu delip ge•me 
stratejisini kibirle anlatadursun, RafahÕdaki tŸnel tŸccarlarÝ da 
mekanÝn alÝßÝldÝk yorumlarÝndan •oktan uzaklaßmÝß gšrŸnŸyorlar. 
BatÝ dŸnyasÝnÝn kentleßmeyle ilgili temel tartÝßmasÝ, ßehri tekrar 
inceleyerek bastÝrÝlmÝß ve gšrŸnmeyen sÝnÝrlarÝ ortaya •ÝkarmaktÝr, 
ancak bu durum ißgal altÝndaki kentte baskÝ aracÝ haline gelir. Her 
yeri kazarak, iyi kštŸ her tŸrlŸ malÝn nakil kontrolŸnŸ elinde tutmak 
isteyen ißgal yolsuzluÛuna karßÝ, ßehrin baÛÝßÝklÝÛÝ yoktur. …yle 
gšrŸnŸyor ki, yšnetenler hem gšrŸnen, hem de gšrŸnmeyen kontrol 
mekanizmalarÝnÝ kullandÝklarÝnda, kentsel teori kurallarÝ, ißgal 
altÝnda kÝrÝlÝr.

MEYDAN OKUNAN KENTSELLÜK 

Üßgal altÝndaki ßehir, •atÝßmanÝn her iki tarafÝnÝn da kentselliÛe 
meydan okumasÝna neden oluyor. Ancak geleneksel olmayan bu 
kentsel mekan yorumlamasÝ, Gazze Þeridi i•in yeni bir ßey deÛil. 
Kškleri, •aÛdaß kŸltŸrel teoriden veya Üsrail ißgalinden •ok šncesine 
dayanÝr. Bu bšlgede tŸnel kazmak, eski ka•Ýß tŸnellerinin kale ve 
kiliselerden denize kadar (bazen bir kilometreden daha fazla) 
uzandÝÛÝ, tarihi bir stratejik ara• olmußtur. Kazma uzmanlÝÛÝ, Gazze 
ÞeridiÕnin dÝßÝndaki bir Üsrail ŸssŸne saldÝrmada da kullanÝldÝ. 2006 
yazÝnda bir •ok silahlÝ Filistinli yerden fÝrlayarak Üsrail askerlerine 
saldÝrÝp šldŸrdŸ, ve birini -Gilad Shalit- esir alarak tŸnelden ge•irip 
GazzeÕye soktu. Bu karmaßÝk saldÝrÝ ÜsrailÕi dehßete dŸßŸrdŸ. AyrÝca, 
bir hafta sonra -bu sefer kuzey sÝnÝrÝnda- ÜsrailÕin bšlge egemenliÛi 
tekrar kÝrÝldÝÛÝnda, LŸbnanÕda savaß •ÝkmasÝnda da šnemli rol 
oynadÝ.

Bizim mekan yorumumuzu bŸyŸk šl•Ÿde olußturan ßey, insanÝn 
temel yer•ekimi deneyimidir Ð yeryŸzŸnde šzgŸr yŸrŸyebilmek. 
Oysa gŸnŸmŸzde, mekanÝn bu ÒalÝßÝldÝk tarzÓdaki yorumu, ißgal 
altÝndaki insanlarÝn sahip olmadÝÛÝ bir lŸks. TopraÛÝn resmen 
ayaklarÝn altÝnda par•alanmÝß halde olduÛu GazzeÕde, mekanÝ 
referans noktasÝ olarak almak mŸmkŸn deÛildir.

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

CHALLENGED URBANISM

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

Our interpretation of space is to a large extent dominated by the 
fundamental human experience of gravity - walking freely on the 
earth. Yet, today, interpreting space in this 'traditional manner' 
is a luxury deprived of people under occupation. In Gaza, the 
ground is literally torn under your feet, and this fundamental point 
of spatial reference is lost.
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Ocak 2008Õde Gazze ÞeridiÕndeki Üsrail kußatmasÝ sonucunda, •oÛu 
kadÝn olan binlerce Filistinli, Rafah duvarÝnÝ yÝkÝp, ßehrin Filistin 
ve MÝsÝr taraflarÝndaki bu yerŸstŸ engelini ortadan kaldÝrdÝ. Bu 
yazÝnÝn yayÝnlandÝÛÝ sÝrada duvarÝn bir kÝsmÝ h‰l‰ yÝkÝk ve yeraltÝ 
tekeli, ge•ici olarak da olsa, serbest ve yer ŸstŸndeki sivil halk 
tarafÝndan kÝrÝlmÝß durumda.

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

*Bu makale, Laila El-Haddad ve Saeed Taji Farouky tarafÝndan hazÝrlanan ve EylŸl 2007Õde 
Al JazeeraÕda yayÝnlanmÝß olan The Tunnel Trade (TŸnel Ticareti) adlÝ belgesele dayandÝrÝlmÝßtÝr. 
Üzlemek i•in: http://tinyurl.com/3y3cl3

*Bu makale, Laila El-Haddad ve Saeed Taji Farouky tarafÝndan hazÝrlanan ve EylŸl 2007Õde 
Al JazeeraÕda yayÝnlanmÝß olan The Tunnel Trade (TŸnel Ticareti) adlÝ belgesele dayandÝrÝlmÝßtÝr. 
Üzlemek i•in: http://tinyurl.com/3y3cl3

Kris Petersen, Collapsed Tunnel in Rafah, © 2007

Kris Petersen, Philadelphi Corrider Wall © 2007



N A T  M U L L E R

ILIMLI GER‚EKLÜK, ILIMLI MEKANLA BULUÞUR: TAMAMLANMAMIÞ 
BÜR TERÜMLER S…ZL†Ú† Ü‚ÜN BÜR DENEME 

Bu metin, daÛÝnÝk temsil sistemleri, bilgi ve mekansal kavramlar 
arasÝndaki ÝlÝmlÝ •arpÝßmalarÝ yorumlamak amacÝyla hazÝrlanmÝß, 
tamamlanmamÝß, kißisel, alÝntÝ ve tahminlerle dolu šznel bir 
šnergedir.

A: AFFECT (ETKÜ)

Alfabenin ilk harfi; bir yere girdiÛimizde olußan ilk his. AynÝ 
zamanda, hatÝrlama ve aßinalÝk yaratma/bozma yoluyla, ÝlÝmlÝ bir 
ele ge•irme stratejisi. Stratejilerle yšnetilen piyasa ekonomisinin 
en son gšzaÛrÝsÝ. 

B: BECOMING (MEYDANA GELMEK/V†CUT BULMAK)

SabitliÛi šnlemek i•in gelißtirilmiß post-modern bir taktik: sŸrekli 
gelißim ve dšnŸßŸm halinde olan hareketle nitelendirilir; ille de 
sonu• elde etme ama•lÝ deÛildir.

C: COMMONS (TOPLUM TARAFINDAN ORTAKLAÞA, ÜZNE GEREK 
KALMADAN KULLANILAN KAYNAKLAR)

ÔCommonsÕ (Toplum tarafÝndan ortaklaßa, izne gerek kalmadan 
kullanÝlan kaynaklar) kavramÝ, tam tersine, berbaberinde sÝnÝrlarÝ 
getirir. ÔCommonsÕ, bir kaynak, ortak toprak, ortak Ÿretim, az •ok 
tanÝmlanmÝß bir topluluk tarafÝndan paylaßÝlan bilgi veya haberle 
ilgilidir. Burada sahip olma hali vardÝr, fakat bireysel deÛil kolektiftir 
bir sahiplenmedir. AyrÝca, bu ortak kaynaklarÝn nasÝl ve kimler 
arasÝnda paylaßÝldÝÛÝ, deÛißmez kurallarla belirlenmemißtir (É). 
Yine de durum ne olursa olsun, ÔcommonsÕ tŸmŸyle ÔšzgŸrÕ deÛildir. 
Bu kaynaklara erißim mekanizmalarÝnÝn kurallarÝ vardÝr ve bunlarÝ 
paylaßan toplumun paylaßtÝÛÝ deÛerler, kullanÝmÝn nasÝl 
kÝsÝtlanacaÛÝnÝ belirler.

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

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

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

A: AFFECT

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

B: BECOMING

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

C: COMMONS

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

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

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

E: ELLIPSIS

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

F: FLOW

The space of flows [É] is that stage of human action whose dimensions 
are created by dynamic movement, rather than by static location. The 
operative words here are movement and human action. Without 
movement, this space would cease to exist and we would fall back into 
the space of places, defined by mountains, buildings, and borders.
(Source: Felix Stalder, ÒSpace of Flows: Characteristics and StrategiesÓ, 2002. 
http://flow.doorsofperception.com/content/stalder_trans.html)

G: GESTURE

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

H: HARD

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

I: IMAGERY

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

J: JUNK

The stuff we love to hate: the debris of affluent lifestyles; the leftovers

D: DOMAIN (ALAN ADI)

Üsim verilmiß olan bir alan; sahipliÛi belirlenmiß; mŸseccel alan.

E: ELLIPSIS (EKSÜLTÜLÜ ANLATIM)

Tipografik olarak Ÿ• nokta ile temsil edilir ve bir •Ýkarma yapÝlmÝß 
olduÛunu ifade eder: karßÝlaßanlar i•in belirsiz bir yer; ayÝrmak. 
Bitmemiß olmanÝn, gelecek olanÝn, duraksamanÝn, arzunun ißareti... 
Nokta-nokta-nokta ile yer kaplar, ancak alan boßtur. ÔEllipsisÕ belki 
de tanÝmlanmamÝß her yerin olmasÝnÝ istediÛimiz ßeydir: yerine 
gelmiß mekansal arzularÝn sayfaya aktarÝmÝdÝr.

F: FLOW (AKIM)

AkÝmlar alanÝ (É) insan davranÝß boyutlarÝnÝn, statik konum yerine, 
dinamik hareketten kaynaklandÝÛÝ aßamadÝr. Buradaki etkin kelimeler, 
hareket ve insan davranÝßÝÕdÝr. Hareket olmadÝÛÝ yerde bu alan yok 
olur. Biz de daÛlar, binalar ve sÝnÝrlarla tanÝmlanan mekanlarÝn 
alanlarÝna geri dšneriz.

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

G: GESTURE (JEST)

BulunduÛumuz yerlerde gitgide daha fazla regŸle edilip kontrol 
edilen hareket.

H: HARD (KATI)

Temsili olmayan: kanayan yara, ÝsÝran ger•eklik.

I: IMAGERY (BETÜMLEME)

Mekansal deneyimlerimizi dikte eden gšrsel sistem. Hayali olanla 
karÝßtÝrÝlmamalÝ.

J: JUNK (ATIK)
Nefret etmeye bayÝldÝÛÝmÝz ßeyler: refah yaßam tarzlarÝnÝn
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P: PUBLIC (KAMU)

Gitgide daha fazla šzelleßtirilen ve regŸle edilen alan. 20. ve 21. 
yŸzyÝlÝn bŸyŸk Houdini numarasÝ. A•Ýk, šzgŸr ve kolay ulaßÝlabilen 
ÔkamuÕ, gŸnlŸk hayattan siliniyor.

Q: QUANTIFIABLES (…L‚†LEBÜLÜR OLANLAR)

Grafikler, diyagramlar ve tablolarla šl•Ÿlebilen,i•inde bulunduÛumuz 
hesap takÝntÝlÝ durum. Olaylar ve olgular rakamlara •evrilebilir olup 
šl•ŸlebildiÛi sŸrece, onlarÝ anlayabileceÛimize (okuyup, kontrol 
edip, depolayabileceÛimize) dair bir yanÝlsama olußturmak.

R: RESIDUE (TORTU)

Olaydan sonra artakalan.

S: SOFT (ILIMLI)

KatÝnÝn (hard) karßÝtÝ gibi gšrŸnmekle birlikte, aslÝnda sŸremin 
diÛer ucunda yer alÝr. ÒKatÝÓdan algÝlama fiziksel šzellikleriyle ve 
derecesiyle farklÝdÝr, ama en az onun kadar ger•ektir.

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

Taktik MedyasÝ, artan daÛÝtÝm yollarÝ ve elekronik tŸketim mallarÝ 
Ðkablolu yayÝndan internete kadar- sayesinde ger•ekleßen devrimle 
ortaya •Ýkan, ucuz Ôkendin yapÕ (DIY) modeline dayalÝ medyada 
varolan gruplar ve ßahÝslarÝn, toplumun genelini olußturan kŸltŸrŸ 
istismar etmesidir. Taktik MedyasÝ sadece olaylarÝ rapor etmekle 
yetinmez. Asla tarafsÝz olmadÝÛÝndan, daima katÝlÝmda bulunur. 
Bu da onlarÝ ana akÝm medyadan ayÝrdeden en belirgin šzelliktir.

(Kaynak: Geert Lovink & David Garcia. ÒThe ABC of Tactical MediaÓ, 1997. 
http://www.nettime.org/Lists-Archives/nettime-l-9705/msg00096.html)

U: URBAN (KENTSEL)

Ateßli konuÐ Ateßli konu Ð Ateßli konu

P: PUBLIC

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

Q: QUANTIFIABLES

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

R: RESIDUE

That what remains after the event.

S: SOFT

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

T: TACTICAL (MEDIA)

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

(Source: Geert Lovink & David Garcia. ÒThe ABC of Tactical MediaÓ, 1997. 
http://www.nettime.org/Lists-Archives/nettime-l-9705/msg00096.html)

U: URBAN

Hot topic Ð hot topic Ð hot topic
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dškŸntŸleri; baßkalarÝna kalan artÝklar; gerekli olmayan ve haliyle 
fazla yer kaplayan gerekli atÝlmÝß ßeyler.

K: KIOSK (KUL†BE)

DŸnyaya a•Ýlan ufak satÝß penceresi: kentsel yapÝda yok olma 
tehlikesi i•inde olan, mikro ekonominin bir šrneÛi.

L: LEAKAGE (SIZINTI)

KŸtlelerde/bedenlerde yÝrtÝlma olmasÝndan kaynaklanan bir durum: 
mekanda, insanda ya da baßka herhangi bir ßeyde. Kontol etmedeki 
gŸ•lŸk ve bulanÝktan dolayÝ genelde tehdit olarak algÝlanÝr. AyrÝca, 
statŸkoyu yÝkmak i•in kullanÝlan, yavaß ve kurnaz bir strateji olarak da 
yorumlanabilir.

M: MOBILITY (HAREKETLILIK)

Gitgide daha •ok kÝsÝtlanan ve gšzetim altÝnda tutulan bir hareket. 
Fiziki bedenler a•ÝsÝndan bir ayrÝcalÝk.

N: NON-PLACE (YER-SÜZ)

Yer, ilißkisel, tarihi ve kimlikle ilgili olarak tanÝmlanabiliyorsa, 
ilißkisel, tarihi ya da kimlikle ilgili olarak tanÝmlanamayan 
ÒalanÓ da yer-sizdir.

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

O: OLFACTORY (KOKLAMA DUYUSUYLA ÜLGÜLÜ)

Ületißimi maddeleßtirmenin ve kÝrÝlganlÝÛÝnÝ yeniden kazandÝrmanÝn 
bir •ok yolu vardÝr. Koku bunlardan biridir. Koku, bedenler arasÝnda 
temasÝ mecbur kÝlar: kimyasal bedenler, onlarla birlikte hareket 
eden kendi bedenlerimiz, ve hepimizin dahil olduÛu sosyal beden.

(Kaynak: Laura U Marks. ÒThe Logic of SmellÓ. Touch: Sensuous Theory and Multisensory 
MediaÓ. University of Minnesota Press: Minneapolis, 2002. s.113-126)

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

K: KIOSK

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

L: LEAKAGE

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

M: MOBILITY 

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

N: NON-PLACE

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

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

O: OLFACTORY

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

(Source: Laura U Marks. ÒThe Logic of SmellÓ. Touch: Sensuous Theory and Multisensory 
MediaÓ. University of Minnesota Press: Minneapolis, 2002. p.113-126)
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CONGESTION IN DATA FLOW*

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

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

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

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

Conventional media resists new methods of gathering and sharing 
information. Yet it is well aware of the fact that it has to compete 
with the ÒnewÓ media: a new media which challenges the collecting,

VERÜ AKIÞINDAKÜ TIKANIKLIK*

Bilgi Ÿretimi yÝÛÝlarak artÝyor. Bilginin sÝnÝflandÝrÝlmasÝ her ge•en 
gŸn daha da karmaßÝk hale geliyor. Ancak bilgiyi daÛÝtacak kanallar 
artÝk yeterli deÛil. ÒBilgiÓnin kendisi gitgide daha yoÛun ve sÝkÝßÝk 
bir bir hal alarak, daha kÝsa, daha hÝzlÝ iletiliyor. ‚eßitli medya 
kanallarÝ sayesinde deÛißime uÛrayan algÝ kodlarÝmÝz, bilgi akÝßÝnÝn 
hÝzÝna ayak uydurmaya •alÝßÝyor. AynÝ anda bir •ok hareket eden 
gšrŸntŸ ve mesaj algÝlamaya alÝßtÝrÝldÝk. SŸrekli bilgi akÝßÝnÝ takip 
etmeye •alÝßÝyoruz, ama yeni multimedya mobil ve kablosuz aÛlardaki 
muazzam bŸyŸme dahi bu hÝza yetißemiyor.

Bu farklÝ medya kanallarÝ arasÝnda televizyon, kŸreselleßen dŸnyanÝn 
tŸketimine eßdeÛer hÝza sahip olan kŸlt bir aygÝt. Telegšrsel akÝß, 
72 dpiÕlik drajeler halinde toksik merak akÝtarak, bilin•siz bir 
baÛÝmlÝlÝk yaratmak Ÿzere programlanmÝß. Üleri-geri sÝ•rayan dijital 
gšrŸntŸler ve metin kodlarÝyla, geniß zaman kipi i•inde makineye 
dayalÝ olarak aßÝrÝ veri yŸklŸ aÛlar Ÿzerinde yok oluyor. Kapitalizmi 
deßifre eden gŸrŸltŸlŸ bir makine par•asÝ; kendi kodunu •šzen 
ÒzamanÓ referansÝ tarafÝndan naklettiÛi herßeyin i•eriÛini filtreleyip 
eriten, fŸtursuz bir mekanizma.

DiÛer bilgi teknolojileriyle birleßmesine raÛmen, prototip arayŸzleri 
yŸzŸnden hÝzÝ ve yoÛunluÛu h‰l‰ ekrana dayanmakta. Gelen veriler 
artÝyor, ancak alet ÒolmasÝ gerekenÓ arayŸzlerle katmanlanarak 
aynÝ, eski makine/ißletim mantÝÛÝyla ißliyor.

AynÝ anda •ok sayÝda, farklÝ bilgi aktarmak Ÿzere tasarlanmamÝß 
olan televizyon, gŸncel dijital ortama ayak uydurmaya •alÝßÝyor. 
Ancak bir medya olarak tškezlemeye baßlÝyor: ne sonsuz dijital 
veri taßÝyabiliyor, ne de artÝk geleneksel anlamda anlaßÝlabiliyor; 
garip bir ßeye dšnŸßŸyor.

Geleneksel medya, yeni bilgi toplama ve paylaßma yšntemlerine 
ayak uyduramÝyor. Yine de ÒyeniÓ medya ile rekabet etmek zorunda 
olduÛunun farkÝnda: šyle bir yeni medya ki, eski medyanÝn bilgi 
toplama, tutma, daÛÝtma ve paylaßma stratejilerine meydan okuyor. 
KontrolŸ elinde tutan mekanizmalar ve gŸ•ler, ister istemez 
televizyon ŸstŸnde ekranlara sÝÛmayan bir yŸk olußturuyor. Telegšrsel 
akÝß artÝk bu yŸkŸ kaldÝramÝyor, bunu da a•Ýk•a belli ediyor. ZamanÝ
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V: VOCABULARY (S…Z DAÚARCIÚI)

Genelde tŸketilmiß durumdadÝr ve yenilenmeye ihtiyacÝ vardÝr.

W: WHERE (NEREDE)

Bir yerin tesbiti i•in sorulan temel soru.

X: XENONTOLOGY

…tekiÕnin varlÝk durumunun algÝlanmasÝ ya da izdŸßŸmŸ.

Y: YES (EVET)

…nemsiz olumlu yanÝt.

Z: ZONING (B…LGELERE AYIRMAK)

Toplumsal sÝnÝflarÝ olußturmak amacÝyla, kullanÝma, ekonomik 
gelißmeye, mezhep, sÝnÝf ve etnik gruplara, gŸvenliÛe, vb. šzelliklere 
gšre alanlarÝ ayÝran, kuralcÝ ve ayÝrÝmcÝ kentsel planlama sistemi. 
Ò‚atÝßma bšlgeleriÓndeki Yeßil Bšlge/KÝrmÝzÝ Bšlge ayÝrÝmÝ šrnek 
olarak verilebilir.

V: VOCABULARY

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

W: WHERE

Primary question indicating a query concerning spatial location.

X: XENONTOLOGY

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

Y: YES

The inconsequential affirmative.

Z: ZONING

Urban planning system of regulation, segregation, in order to stratify 
areas according to usage, economic development, class, ethnicity, 
security, sect, etc. Cfr. Green Zone/Red Zone areas in Òconflict zonesÓ.
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possessing, distributing and sharing strategies of old media. 
Controlling mechanisms and powers unintentionally pressurize 
television to bear a load that just canÕt 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.

mŸmkŸn olan en kŸ•Ÿk par•alara bšlerek yŸklŸ verileri sÝÛdÝrmak 
mŸmkŸn olmuyor. Zira artÝk insan algÝsÝnÝn boyutlarÝnÝ •oktan 
aßmÝß durumda.

*Metin, ÒCongestion in data flow: I/O Information OverbloatedÓ, Static Issue 02: Trafficking, 
Baßak Þenova, editšr: Irini Marinaki ve Konstantinos Stefanis, London Consortium, 2006Ódan 
alÝnmÝßtÝr.
http://static.londonconsortium.com/issue02

*The text is extracted from ÒCongestion in data flow: I/O Information OverbloatedÓ, Static 
Issue 02: Trafficking, Basak Senova, ed. by Irini Marinaki and Konstantinos Stefanis, London 
Consortium, 2006.
http://static.londonconsortium.com/issue02
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KAYITSIZ

Ò... yabancÝ ve uzak olduÛu halde empati kutusu aracÝlÝÛÝyla 
anÝnda ulaßÝlabilir olan bir yerÓ.
Philip K. Dick, Androidler Elektrikli Koyun mu Sayarlar?, 1967

Mekan kavramÝnÝn algÝ yoluyla yeniden kurulumu duyularÝmÝz, 
bellek, tarih, bilin• hatta teknoloji gibi bir•ok veriyle kesintiye 
uÛramaksÝzÝn devam eden bir sŸre•tir. Kaydedilmesi imkansÝz, anlÝk 
fragmanlardan olußur. Ge•ici, deÛißtirilmiß, tasarlanmÝß, yŸklenmiß 
fragmanlar. 

Mekanla ilgili kabul gšren herhangi bir algÝlamanÝn 
tarihselleßtirilmesi ve siyasallaßtÝrÝlmasÝ ka•ÝnÝlmazdÝr. MekanÝ 
bireysel olarak algÝlamamÝza raÛmen, bu algÝyÝ kodlanmÝß toplu 
Òger•eklikÓ olarak eß zamanda tekrar ißleriz. Yine de bir•ok ger•eklik 
vardÝr, dolayÝsÝyla ÒkodlanmÝß olmasÝÓ, Òbir tekÓ tarih ve/veya 
bellek yaratmak i•in yeterli deÛildir. AynÝ mantÝkla, herhangi bir 
ßey kaydetmenin mŸmkŸn olabileceÛini dŸßŸnmek yanÝltÝcÝ olur. 
Kaydetmek šznel bir eylemdir; her bir kayÝt ißlenmemiß verinin 
tŸmŸyle gelißmiß bir sonuca dšnŸßtŸrŸlmesini gerektirir ve bu 
sonucun her zaman i•in sÝnÝrlarÝ belirlenmißtir. Tekrar harekete 
ge•ebilen tek algÝ, mekanÝn yarattÝÛÝ deÛil, bizim kodlanmÝß 
ger•ekliklerimizle ve olaylarla šrŸlŸ ÒyapÝlandÝrÝlmÝßÓ belleÛimizle 
olußandÝr. Herhangi bir tanÝmlÝ ÒmekanÓ devamlÝ deÛißim i•indedir 
ÑhÝzÝ ne olursa olsun. Ne var ki, bu tanÝm bizim ger•ekliklerimizi, 
dŸnyayÝ nasÝl algÝlayacaÛÝmÝzÝ, hayatÝmÝzÝ bu ger•eklikler Ÿzerinden 
nasÝl yaßayacaÛÝmÝzÝ belirler. 

Bu baÛlamda, ÒKayÝtsÝzÓ sergisi, bizi kußatan ger•eklikleri 
algÝlayÝßÝmÝzda šnemli bir etken olan mekan kavramÝnÝ ele alÝyor. 
Üzleyiciyi, i•inde bulunduÛu fiziksel mekandan koparÝp, ißlerin 
kurduÛu mekanlarÝn ger•ekliÛine yšnlendirmek amacÝyla tasarlanÝp 
dšnŸßtŸrŸlen galeri mekanÝ, izleyicinin gšrsel ve ißitsel algÝsÝyla 
veri alÝßverißini en aza indirgiyor. MekanÝn karartÝlmasÝyla (i) galeri 
mekanÝnÝn fiziksel verilerini silmek1, (ii) birbirine eß karanlÝk

UNRECORDED

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

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

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

In this respect, the exhibition ÒUnrecordedÓ looks at the notion 
of space as a decisive factor in our perception of the realities that 
surround us. The exhibition space is deliberately designed to 
minimize the interaction between the data input of physical space 
and the audio-visual senses of the viewer, pulling the viewer into 
the realm of each work. The deployment of darkness serves to (i) 
erase the traces of the actual space1; (ii) to create a sense of
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1- Through simple interventions -building walls, closing certain parts down, painting the 
walls black and the ceilings dark grey, using black carpeting, and changing the direction 
of the entrance.

1- Basit mŸdahalelerle -,galeri mekanÝnÝ duvarlarla bšlerek, bazÝ kÝsÝmlarÝnÝ kapatarak, 
duvarlarÝ siyaha, tavanÝ koyu griye boyayarak, zemini siyah halÝyla kaplayarak, girißte 
izleyicinin yolunu kesip, galeriye girme yšnlerini belirleyen duvar šrerek.
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koridorlarla yšn duygusunu kaybettirmek2, (iii) havada asÝlÝ olma 
hissi yaratarak, mekandan ißleri koparmak ama•landÝ. Bu doÛrultuda, 
her bir iß diÛerine yšnlendirerek, her izleyicinin farklÝ bir rota 
•izmesini saÛlÝyor. Bi•im, boyut ve šl•ek olarak farklÝ odalar/mekanlar 
labirent benzeri •atallanan koridorlara a•ÝlÝyor. AyrÝcalÝklÝ bir 
a•Ýdan mekanÝn tamamÝnÝ gšrme ßansÝ olmadÝÛÝ i•in, izleyici 
mekanÝn bir par•asÝ haline geliyor ve bir sonraki duraÛÝnÝn neye 
benzediÛini hi•bir zaman tahmin edemiyor. Orta•aÛa ya da Barok 
dšneme ait bah•elere referansla, Kristian Veel Òlabirentin kontrol 
edilen dŸzensizliÛin bir par•asÝ olduÛunuÓ belirtir (2006: 6). Ancak 
bu tasarÝmda, izleyicide karmaßaya dŸßmeden Ðbirden fazla •ÝkÝß 
yolu vererekÐ dŸzen ve kontrol hissi Ðhatta gšzetleniyor olma 
hissiÐ yaratmak ama•lanmÝßtÝr. DahasÝ, her bir iß bir ÒnetworkÓŸn 
diÛerlerinden baÛÝmsÝz dŸÛŸm noktasÝ olarak ayrÝ 
odalarda/ge•ißlerde/mekanlarda konumlanmÝßtÝr. Bu networkte 
sergideki ißler her bir izleyicinin ÒokumaÓsÝna baÛlÝ olarak mekan-
zaman uzamÝnda yeniden yerleßiyor, birbirleriyle yeni linkler kurarak, 
alternatif izlekler sunuyorlar.

disorientation by creating identical dark corridors2; (iii) to isolate 
works from the space through creating a floating effect. Thus, 
each and every work leads to another, through a unique navigation 
established by each viewer. A multi-path maze-like corridors open 
up to rooms/spaces differing in shape, size and scale. Therefore, 
the viewer can never estimate what the next stop will look like, 
since there is no possibility for the viewer to see the totality of 
the space from a privileged perspective; s/he is always in it, 
therefore becomes a part of it.  In referring to medieval and 
baroque gardens, Kristian Veel points out that 'the labyrinth was 
regarded as a controlled piece of disorder' (2006: 6). Yet, in this 
design, the aim is to raise the feeling of control -even surveillance-
and order over the viewer, but without creating the sense of 
confusion -enabled by the existence of multiple exit routes. 
Moreover, each work is located in a separate room/passage/space 
as independent nodes of a network. In this network, works in the 
exhibition are re-positioned, re-linked in space-time relative to 
the ÒreadingÓ done by each viewer, building alternative paths.

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

Parallel to the spatial design of the exhibition, the works underline 
the vacillated constitution of ÒspaceÓ as a notion. These works 
unfold and restructure all possible perceptual codes regarding the 
notion of the ÒspaceÓ through their own inspections, observations, 
and approaches. They present questions regarding the physicality 
of the space; the content of mediatized spaces; the clashes between 
realities and perception of spaces; spaces and situations, where 
a previously ascribed meaning is discharged; and narrative spaces.

Loß koridorlarÝn duvarlarÝnda, yeri yakÝn olarak yerleßtirilen kÝrmÝzÝ 
spotlar izlendiklendiklerinde ißlere ulaßtÝrÝyor. Üzleyiciye šn bilgi 
ya da harita verilmiyor. Bšylece, izleyicinin dikkati, onu tekil bir 
deneyimle kendi se•tiÛi rotadaki ißleri, kuracaÛÝ dŸzeni ve her ißin 
olduÛu ayrÝ mekanlarda ne kadar zaman ge•ireceÛini belirliyor. 
KÝrmÝzÝ LEDÕlerden olußan isimlikler, mekanÝn kayÝtsÝz belleÛine eß, 
sabitlenemiyor, sŸrekli akÝyor. 

Serginin mekansal tasarÝmÝyla koßut olarak, ißler ÒmekanÓ kavramÝnÝn 
tutarsÝz olußumunu vurguluyor. Sergilenen ißler, kendi arayÝß yollarÝ, 
gšzlemleri ve yaklaßÝmlarÝyla, algÝ kodlarÝnÝ •šzŸp yeniden 
kurguluyor. Bu ißler, mekanÝn fiziksel yapÝsÝnÝ, ÒmedyatizeÓ edilmiß 
mekanÝn i•eriÛini, ger•ekliklerin ve mekan algÝlarÝnÝn •atÝßmasÝnÝ, 
durumlar ve mekanlarÝ, enformasyonun akÝßÝnÝ, anlatÝyla kurulan 
mekanlarÝ sorguluyor.

Daniel Garcia AndujarÕÝn ißi ÒHack ManzaraÓ, mekanÝ ikiye ayÝrarak 
ißliyor: dÝßarÝsÝ ve i•erisi. DÝßarÝsÝ, i•erisine pencereler Ðfiziksel 
pencere ve Ÿ•ŸncŸ pencere olarak ekranlarÐ yoluyla hŸkmediyor3.

B A Þ A K  Þ E N O V A B A Þ A K  Þ E N O V A

2- Yine de, serginin yšnlendirme sistemi yalÝn ve olabildiÛince a•Ýk olarak tasarlanmÝßtÝr.

3- Paul Virilio ÒŸ•ŸncŸ pencereÓ terimini dŸnyayÝ taßÝyan anne rahmini simŸle eden televizyon 
metaforu olarak kullanÝr.

2- Still, the exhibition's navigation system was designed to be simple and open.
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