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Onsoz

BIGE ORER

ORTAK EYLEM AYGITI: Bir ETUT, 13. [stanbul
Bienali'ne sanat egitiminin deneysel, elestirel
dusiince ile pratikler Gzerinden 6zglr bir ortamda
gelisebilecegi ve sanatin sinirlari iginde varolabile-
cegi; bilgi Gretimi, sanatsal arastirma ve 6grenme
yontemlerinin birbiriyle i¢ ice gececegdi asagidan-
yukariya 6rgltlenen bir modelin ihtiyaci ve
heyecaniyla davet edildi. Neoliberal politikala-
rin sonucunda giderek daha ¢ok élgulebilir ve
kanitlanabilir sonuclarla degerlendirilen sanat
egitiminin, 6zglrlestirici degerlerin uzaginda
sekillenmesine alternatifler olusturabilmek,
Istanbul Bienali iin ¢ok bilyiik 5nem tasiyor.
Bienal'in, sanat egitimi anlayiginda farkl bakiglari
vurgulama arzusuyla kesigen Inci Eviner'in
uzun zamandir Gzerinde ¢alistigi bu model,
kamusal alana odaklanan 13. Istanbul Bienali
kapsaminda, sanat ve siyaset arasindaki iligkinin
bir atélye ve laboratuvar ortaminda yeniden
sorgulandidi bir baglamda gerceklestirildi.
ORTAK EYLEM AYGITI: Bir ETUT, Galata
Rum Okulu’nun yukaridan izlenmeye imkan veren
ara katinda, sanatg Inci Eviner ve kendisinin agik
cagriyla davet ettigi kirk 6grencinin performatif
arastirmalariyla bienal boyunca surdi. Eviner'in
mimari gizimleri kopyalayarak bagladigi ve kendi
jestleriyle devam ettigi melez yapilarla mekandaki
yerlestirmeler iiretildi. Inci Eviner sanatci ve hoca
kimligiyle bu AyGrT'in icinde yer alirken, ayni
zamanda sanatgi-hoca hiyerarsisini yikabilen
bir model 6nerdi. Sanat egitiminin sinirlayici/
kisitlayict mifredatinin, didaktik, tanimlayici
dilinin yerine 6zglrlestirici kolektif 6grenme

metodlarinin performatif arastirma ve performatif
sunum kapsamlariiginde disunuldigu bir alan
yaratti. Sanat egitimiyle sanat arasindaki siniri
kaldirmayi amaglayan bu i, bienalin de temel
onceliklerinden biri olan farkli 6grenme bigimlerinin
olasihgini arastirarak 6zgiin bir yéntem sundu.
Hareketi ve mekani kendine mesele edinerek
estetikle siyasetin iliskisinin sorgulandigi bu
alan iginde kirk giin boyunca birbirlerinin pra-
tiklerinden, deneyimlerinden, sézlerinden ve
bedenlerinin varliindan etkilenerek performatif
arastirmalarini stirdiiren katilimcilar, kolektif
bir Uretim ve 6grenme deneyimini paylastilar.
Sanatin dogasi itibariyle iligkili oldugu birgok
alanla -adalet, ekoloji, siir, edebiyat, hareket,
beden- iligki kuran, bu alanlar Gzerine bir s6z
soylemek yerine, bunlari kendine gergekten dert
edinen ve ortak alanin igine dahil eden bir yapi
kuruldu. Alisildik sanat egitimi yéntemlerinin disina
cikilarak yaraticiligin, kendiligindenligin sinirlarini
zorlayan ve ezberleri bozan bir model tretildi.
Bienal izleyicisi sergi boyunca Galata Rum
Okulu’nun girig katinda kimi zaman sadece
Eviner'in yerlestirmelerini izledi. Katilimcilarin
mekanda oldugu ve AyGiT'in isledigi zamanlarda
da, izleyici bu igleyisin ancak bir pargasina taniklk
edebildi. Esas olan, AyG1T'i ¢aligtiran katilmci-
larin birlikte Gretim ve arastirma slirecini devam
ettirirken, kendi ¢calismalarina odaklanabilmeleri
ve mekani ortak atélye alanina donistiirebilmele-
riydi. Boylelikle kolektif dlslince ve biraradaligin,
6grenci-hoca, sanatgi-distnir, oyuncu-yazar,
mimar-sanatg¢i kimliklerinin birbirinin igine girdigi
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ve farkli Gretimlerin birarada gelistigi bir alanda,
deneysel bir 6grenme laboratuvari yaratildi.

13. Istanbul Bienali kiiratéri Fulya Erdemci, sair
Lale Maldiir'in “Anne, ben barbar miyim?” sorusunu
Bienal'in baghgina tasiyarak glincel sanatla siirin
ve edebiyatin temel bagina dikkat gekmisti. Inci
Eviner'iniglerinde de hep glicli bir edebiyat, 6zellikle
siir bagini gormek mimkun. Sanat¢inin gocuklugun-
dan beri okudugu Ece Ayhan siiri de canli bir sahne
icinde defalarca seslendirildi; “Yort Savul” ve diger
siirler mekanin duvarlarinda stirekli yankilandi.
Mekanin anlik hikayesini yazmak igin yola ¢ikan
yazar, toprak alan uzerinde dogaglama teknigiyle
yeni bir yazim arayisi iginde kolektif Gretime katildi.
Performatif okumalar, Peripatos Okulu, kanun
metinleri, anatomi tiyatrosu tizerine performatif
sunumlar, haritalamalar, tiyatro oyunlari ve birgok

farkh performans AvGit'in siirekli islemesini saglad.

Bu kitabin amaci sonuca degil, siirece odaklanan
bu performatif arastirma ve sunumun hafizasini
bienal bittikten sonra bitinlikli bir sekilde
kaydedebilmek, sergi zamaninda bir parcasini
izleyebilmis ya da hig izleme firsati bulamamig
olanlara bu biricik deneyimin izlegini strdiire-
bilme firsati vermekti. Bu kitabin yani sira sergi
boyunca kaydedilen gorintulerden bir saatlik bir
video galismasi tiretildi. Bu kitap ve video AyGIiT
fikrinin bienalden sonra bagka mekanlara da
tasinabilmesini mimkiin kilacak bir yol acti.

1885'de ingaati tamamlanan ve yaklagik bir
asir boyunca Istanbul'daki Rum cemaatine egitim
hizmeti sunan, ancak yeterli 6grenci sayisina
ulasamamasi nedeniyle 2007'de egitim faaliyetine

son veren Galata Rum Okulu'nun bu gegmisi
dusitnuldigunde, ORTAK EYLEM AYGITI: Bir
ETUT'e evsahipligi yapmasi anlamliydi. “Okul”

ve “sergi mekani"nin birbirinin igine karistigi bir
yapida, okulun iginde bir okul, sergininicinde
kendi kendini 6rgltleyen mikro bir yapi, bir sahne
ve bir laboratuvar olusturularak 6zgurliik ve
kendiligindenlik prensipleri hayata gecirildi.

AvacIT mekan igindeki etkilesim, hareket ve
beden Uzerinden degisken ve doniisken bir yapiinsa
etti; ama tamamlanmak amaciyla degil. Nihayetinde,
ORTAK EYLEM AYGITI: Bir ETUT hepimize

“okul"un ézglr bir alana donlisebilecegini, giincel
sanatin ifade ve formlarinin egitim yontemlerine
uygulanabilecegini, toplumsal celigkilerin gérinur
kilinabilmesi igin farkl egitim metodlarinin gelistiri-
lebilecedini ve musterek bir alanda kolektif Giretimin
mimkiin olabilecegini gosterdi. Egitim sisteminin
0zel sektoérin dinamikleriicine giderek daha da
cok siirtiklendigi bir zamanda, sanat tGretimi ve
sanatsal aragtirma alanlarinin birbirine gectigi ve
sanat egitiminin sinirlarinin sinandi§i performatif
arastirma tekniklerine dikkat cekildi. Bu kitapla
birlikte, atdlyeler bagimsiz, deneysel, doniisen ve
donistlren sanat egitiminin varligina isaret ederken,
bagimsiz bir platformda ve degisik mekanlarda farkli
kisilerin katilimiyla da bunun siirdirdlebilecegi bir
ufku gosteriyor; hepimizi bu durumu olanakh kilacak
performatif arastirma siireclerine davet ediyor.



Foreword

BIGE ORER

Co-ACTION DEVICE: A STUDY was invited to the
13th Istanbul Biennial with much enthusiasm to
fill the need for a bottom-up art-education model,
which would interweave knowledge production
and artistic research with learning methods. Such
a model would allow for art education to exist
within the boundaries of art itself and to thrive
in a free environment through experimental and
analytic thought and practices. As neoliberal
policies incite art education to be assessed more
and more by its quantifiable and verifiable outcome,
it becomes of utmost importance to the Istanbul
Biennial to create alternative ways in shaping
art education that are nourished by liberating
values. Coinciding with the Biennial's desire to
emphasize different approaches to art education,
this model that Inci Eviner had long been working
on was realized in a context that re-questioned
the relationship between art and politics in the
experimental environment of a laboratory at the
13th Biennial, whose main focus was public space.
In the Co-ACTION DEVICE: A STUDY, Inci
Eviner and the forty students who responded to
her open call carried out performative researches
throughout the duration of the Biennial at the
Galata Greek School, where visitors standing on
the mezzanine could view the work from above. The
installations were formed by the hybrid structures
Eviner created by copying architectural drawings
to which she added her own gestures. Although she
participated in the DEVICE as both an artist and a
professor, the model she suggested was one that
could break down the artist-professor hierarchy.

She created a space in which the didactic, definitive
language of the limiting/restricting curriculum
in art education was replaced with liberating
collective learning methods, considered within the
framework of performative research and per-
formative lectures. With a mission to abolish the
borders between art education and art itself, this
work proposed a unique method in exploring the
possibility of different learning styles, which is also
one of the fundamental priorities of the Biennial.

In a never-ceasing effort to also question
the relationship between aesthetics and politics,
the participants continued their performative
research for 40 days and shared the experience of
collective production and learning, while making
anissue of movement and space and responding
to the practices, experiences, words, and the
physical existence of one another. This structure
interacted with the many fields innate to art, such
asjustice, ecology, poetry, literature, movement,
and body, integrating them in the common space,
and it got actively engaged in these fields rather
than merely commenting on them. The model that
resulted was a groundbreaking one that went
beyond the prevalent methods of art education and
challenged the limits of creativity and spontaneity.

At times when the participants were not present,
those who visited the Galata Greek School could
only see Eviner's installations and at other times
when the DEVICE was active, the visitors could only
witness a certain portion of the entire process. The
most essential aspect of the work was for the partic-
ipants operating the DEVICE to be able to focus on
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their own work, while continuing with the process
of co-production and co-research; thus transform-
ing the space into a common workshop area. The
space became an experimental learning laboratory,
where collective thought and togetherness and

the identities of student-teacher, artist-thinker,
actor-writer, and architect-artist all intertwined
and where different productions co-developed.

The curator of the 13th Istanbul Biennial, Fulya
Erdemci, has drawn attention to the fundamental
link contemporary art has with poetry and literature,
by employing poet Lale Mildir's question “Mom,
am I barbarian?” as the title of the Biennial. A
strong bond with literature, especially with poetry,
is evident in Eviner's works, too. In the DEVICE,
there was a live scene where poems by Ece Ayhan,
a poet very dear to Eviner since childhood, kept
reappearing: Verses from “Yort Savul” and other
poems echoed constantly within the walls of the
venue. Setting out to write the story of the place
in a sequence of moments, the author joined the
collective production, improvising on soil in search
of a new writing. Performative readings, the
Peripatos School, law texts, performative lectures
on anatomical theatre, mappings, and theatrical
plays, along with a variety of other performances
enabled the DEVICE to operate continuously.

This book aims to record in its entirety the
memory of this performative research and
lecture, which focused not on the outcome but
on the process, and to provide an opportunity
to trace the path of this unique experience for
those who watched only a portion of the process

or who could not watch it at all in the Biennial. In
addition to this book, an hour-long video was
produced from the footage filmed during the
course of the work. The book and the comple-
mentary video will also help to make it possible
for the DEVICE as a concept to be realized at
other venues on other occasions in the future.

Given the history of the Galata Greek School,
it was quite significant to host the Co-AcTioN
DEVICE: A STUDY there. The school was
constructed in 1885 and provided education for
Istanbul's Greek community for over a century
before it was shut down in 2007, as there were not
enough students to support the classes anymore. In
a structure where the “school” and the “exhibition
venue” intertwined with each other, a school was
created within the school, along with a self-orga-
nizing microstructure, a stage, and a laboratory
within the exhibition, all of which came to realize
the principles of freedom and spontaneity.

The DEVICE constructed a dynamic and transfor-
mative structure through the interaction, movement,
and the body within the space - though not with the
intention of completing it. Ultimately, the Co-AcTiON
DEVICE: A STUDY shows us all that “school” can
be a free space, the expressions and forms of
contemporary art can apply to education methods,
different education methods can be developed in
order to make social contradictions visible, and that
collective production in a common space is indeed
possible. At a time when the education system keeps
drifting further down the dynamics of the private
sector, the DEVICE highlights the performative

research techniques that test the limits of art
education and blend the art production into the
fields of artistic research. The workshops indicate
an independent and experimental art education
that transforms both itself and others and that can
be sustained on an independent platform by the
participation of different people at different venues.
This book invites us all to performative research
processes that will make this concept possible.
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1  Ayhan, Ece. Biitiin Yort Savul’lar!.
Istanbul: YKY, 1994. s: 119.

INCI EVINER

Temsili demokrasinin yiprandiginin ve muhalefetin
etkisini goktan yitirdiginin dustnaldigi bir
donemde, 2013'lin Haziran ortalarinda baslayan Gezi
miicadelesi bizlere ve diinyaya yepyeni bir direnis
modelinin ve toplumsalligin miimkiin olabilecegini
gosterdi. Genglerin, 6zel hayatlarina kadar karisan
iktidarla ilk kez y(iz yiize geldigi bu onurlu ¢gatismanin
kazanglari, bireysel ve toplumsal dinamikleri
anlamak igin bir temel olusturdu. Yagantimizi sarsan
bu olay pek ¢ok gergegi gérinir kilarken, yerlesik
tanimlari yeniden diisinmemizi gerektirdi. Bu
surecte Taksim Meydani ve Gezi Parki direnisin
semboli, “Duran Adam” karsi durusun siiri oldu.
Siyaset ve kapitalist sistem arasina sikisip kalmig
hayatlarimizi geri almak igin cesaretle verdigimiz

bu miicadelenin kamusal alanda gerceklesmesiyle,

“kamusal alan” kavrami da yeniden tartismaya agildi.
Cagdas sanatin kamusal alana dair 6nerdikleriy-

se Gezi direnisinde hakiki ihtiyaglardan dogarak,
neredeyse kendiliginden gerceklesti. Bu siiregte
kamusal alan yeniden ve bambaska bir sekilde
kolektif olarak ortak yagsamin yurdu ilan edildi.

Gezi sirecinde son yillarda sanatgilarin da gokca

ilgilendigi direnigin farkli ifadelerini Gretmek, otonom

Atlaslari getirin! Tarih atlaslarini!
En genis zamanh bir siir yazacagiz.

bir topluluk yaratmak, paylagimi mimkin kilmak,
ortak yasam alanlari olusturmak ve ekoloji ile ilgili
meseleleri dne ¢ikarmak gibi sorunlarin kendiligin-
den hayata gegctigini gérdik. Sanatgi, sanat yapiti ve
izleyici ayrimi ortadan kalkti ve direnisin estetigine
dogru evrildi. Bunun sonucunda ortaya katilimci,
aktif bir toplumsallik modeli ¢ikti. Gezi, yarattigi ses
ve gorsellik, simdiye kadar gorilmemis glcte bir
mizaha sahip anonim duvar yazilari ve bestelerle
siyasi bir baglhlik olmaksizin kendi dilini gelistirdi; ya-
samlarimizin bir pargasi oldu. Direnisin ortaya konusg
bicimi cagdas sanat stratejilerine sanki yeni bir
anlam boyutu kazandirdi. Taksim biyk bir coskuyla
bir ada olarak isaretlendi ve bu adanin sinirlari
cizildi. Devlet ve onun polisi tarafindan kontrol
edilen, zalimlikten baska ¢agrisimi olmayan kamusal
alanin reddiyle, yeni toplumsalligin ve kamusal
alanin gergeklesmesi, deneyimlenmesi saglandi.
Direnise katilanlar 6nceden planlamadiklari
bagimsiz ve kolektif bir yapilasma iginde, insan
olmanin en temel gereksinimini yerine getirircesi-
ne eylemlerini gerceklestirerek, tek bir viicut gibi
hareket etti. Bu otonom toplulugun en g¢arpici yani
ise kendi ekonomisini yaratmig olmasiydi. Gezi Parki
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icinde revir, kitliphane, ¢ép toplama gibi ortak
yasamin temel 6geleri kendiliginden sekillenirken,
0zel ve kamusal alan arasindaki gizgi neredeyse
seffaflasti. Bu birlik bizi sinif, yas, cinsiyet gibi katego-

rilerin ve her tirli kimlik politikalarinin Gzerine tasidi.

Hepimiz igin Taksim Gezi Parki sanki yeryiziinde
kalan son yagam alaniydi. ORTAK EYLEM AYGITI:
Bir ETUT iste boyle bir ortamda kuruldu.

Bir caligsma alani olarak
performatifarastirma

Benim icin “Harem”le (2008) baslayan siirec
temsilden ve betimlemeden kagma ve toplumsal
cinsiyet rollerinin kimlik ve politik dogruculukla
sinirli, tek boyutlu, duragan tanimlarindan uzaklagma
arzulariyla sekillenmistir. “Harem”, batiin bunlari
zihnimin bir tarafinda bilgi olarak canli tutarken
neredeyse sezgisel olarak ve tutkuyla vardigim bir
sonugtur. Sanat pratigim ic ice gegmis atélyeleri
kapsar. Desenle baglayan galismalar, stiidyo
cekimleri, video ve dijital kurgunun teknik olanak-
lariyla sekillenen post-prodiksiyon, kisaca her bir
slire¢ kendi iginde bir atélyeye doniisur. Birbiri
icine gecen bu ¢alisma ve yaratim surecleri teknik
elemanlardan ve oyunculardan olusan genis bir
ekiple calismayi gerektiriyor. Bu suregler iginde en
Uretkeninin video ¢ekim stiidyosunda yasadikla-
rimiz oldugunu distnayorum. Ekipteki oyuncular
ve ben ¢ekim sirasinda karsilikli kendimizi dyle
yoruyoruz ve birbirimizi dyle kiskirtiyoruz ki, bu
noktada insan artik kendi benligini askiya almak ve

bagkalarinda ¢cogalmak istiyor. Bu ¢ilginhk aslinda
sadece “seyler”in ortaya gikmasina vesile oluyor.
Akademik alanin kiyisinda dolagirken,
kiratorler Henk Slager ve Wato Tsereteli'nin
davetiyle katildigim “Offside Effect” baglkli 1.Tiflis
Trienali'nde (2012) bir atdlye baglattim. Bu etkinlik
icin kullandigim agik cagri yontemiyle sanat ku-
rumlarinin sinirlarini gérece genisletebilecek bir
alan yaratarak, sanat pratigimi 6grencilere agtim.
“Kutuphaneyi Sahnelemek” (Acting in the Library)
yedi ay siiren bir calismanin ardindan Trienal'de bir
yerlestirme ve performatif sunum olarak yer aldi.
Trienal'den bir stire once, Haziran 2012'de SALT
Galata'da Henk Slager ve Jan Kaila ile ortaklasa
gerceklestirdigimiz “Bilgiyi Sahnelemek” (Staging
Knowledge) seminerinden itibaren gittikce
artan bir ilgiyle egitim metodlarini performatif
arastirma ve performatif sunum kapsamlariiginde
distinmeye yoneldim. Yildiz Teknik Universitesi
Sanat ve Tasarim Yiiksek Lisans bolimiinde daha
once 6grencim olan Ahmet Ogiit, Iz Oztat, Burak
Delier ve meslektasim Zeynep Giinsur Yiiceil
de seminere katilmisti. Her birimiz egitim ve
sanat anlayiglarimizin ortak paydalarini 6zgiin
performatif sunumlarla izleyiciyle paylagmistik.
Brad Haseman “Performatif Arastirma
icin bir Manifesto" adli calismasinda nitel ve
nicel aragtirma yontemlerine alternatif olarak
performatif paradigmayi énermektedir. Barbara
Bolt ise performatif arastirma alant ile ilgili tezini
Jacques Derrida, Gilles Deleuze ve Judith Butler'in
duslincelerine dayanarak, sanatsal arastirma
ya da sanat olarak arastirma gibi konulari da

2 Bahsetmis oldugum sanatsal pratigim,
calisma yontem ve siirecim beni performatif
calisma konusunda daha fazla aragtirmaya
yoneltti. Bu konuda iz siirerken Brad
Haseman’in “Performatif Aragtirma icin bir
Manifesto” (A Manifesto for Performative
Research) (2006) makalesi; aragtirmalara
temel teskil edecek John Langshaw Austin’in
Saylemek ve Yapmak Harvard Universitesi
1955 William James Dersleri (How to do
things with Words: The William James
Lectures delivered at Harvard University

in 1955) (1962) kitabi ve Barbara Bolt'un
Judith Butler, Jacques Derrida ve Gilles
Deleuze alintilariyla beslenen, performatif
kavramina sanatsal yaklasim gosteren 2008
tarihli “Yaratic1 Sanatlar i¢cin Performatif bir
Paradigma” (A Performative Paradigm for
the Creative Arts?) makalesiyle yolum cakist1.



3 Bolt, Barbara. “A Performative Paradigm
for the Creative Arts?”. Working Papers in
Art and Design 5, 2008. ISSN 1466-4917.

4 age.,s:4.
5 age.,s:8.
6 ag.e

7  Michel Foucault’dan aktaran:
Butler, Judith. Iktidarn Psisik Yasamu.
Istanbul: Ayrint1 Yayinlari, 2005. s: 9.

8 ag.e,s:9.
9 ag.e,s:22.
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icerecek sekilde, genis bir kapsamda kurar. Benim
icin Bolt'un savindaki en ¢arpici yanlar, arastir-
manin sanat pratiklerini ele almasi ve dlinyay!
tanimlamaya ¢abalamak yerine diinyanin iginde
bir etkinin agiga ¢cikmasina neden olacak bir
etkilesim yaratmaktan bahsetmesiydi®. Butler'in
performans ve performatif olan ile ilgili tezleri ise
kapsamli bir toplumsal cinsiyet analiziyle sekillenir;
Butler'a gore “performans bir 6zne ya da ézneler
tarafindan yapilan, tiyatro, performans sanati ya
da resim gibi kasitli bir ‘eylem’ olarak tanimlana-
bilecekken, performatif adlandirdigi seyi var eden,
yinelemeli ve alintisal pratik olarak algilanmalidir.”

Bolt'un metninde belirttigi gibi “Performatif
paradigmanin amaci baglantilar bulmaktan ziyade
yaratici Uretimlerin yarattigi hareketi ve kirilmalari
fark etmek ve ‘haritalamak’tir"®. Bizim de ORTAK
EYLEM AYGITI: Bir ETUT'U anlatirken vurgulaya-
cagimiz gibi buradaki en 6nemli 6ge zamana yayilan
donustiriici bir etkidir. Bolt bunu séyle anlatir:

Burada sanat eseri sadece eser/performans

ya da olay degil, ayni zamanda eserin maddesel,

duygulanimsal ve séylemsel alanlardaki etkisidir.

Yaratici sanatlar arastirmacisi igin sorun, ortaya
¢tkan déntstumleri fark etmek ve haritalamaktir.
Bazen donusumler o kadar tamamlanmamig
gorinebilir ki, birakin haritalamayi, etkilerini
fark etmek bile imkansizdir. Bazen de sanat
eserinin etkisinin ‘kendini gostermesi’ zaman
alabilir, veya arastirmaci siirecin gok fazla iginde
olabilir ve dolayisiyla yapilani degerlendiremez.®
Michel Foucault “tabiyeti, kendi maddiliginde,
oznelerin kurulusu olarak kavramaya ¢alismaliyiz"
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saptamasini “Iki Ders” (1976) metninde goktan
yapmistir. Tabiyet ve 6znelerin karsilikli kurulus
bigimini ve birbirlerine bagliliklarini sistem iginde,
sistemin araglariyla hareket ederek bu bagimliligi
bozguna ugratacak araclar olarak diisinmek
mumkin. Bastirilmis olanin ortaya cikariimasinda
mekani, zamani ve hareketi bozgunun araglari
olarak ele alacak stratejiler, ayni zamanda 6z-
gurlestirici bir potansiyele sahip olabilir. Butler
Iktidarin Psisik Yasami kitabinin baslangic ciim-
lelerinde bu karsilikli bagimliigr séyle acgiklar:
fktidari 6znenin kurucusu, varolus kosulu ve
onun arzusunun yoriingesi olarak anlarsak, o
zaman iktidar yalnizca karsi koydugumuz degil,
ayni zamanda varolusumuz igin glgcli bir sekilde
bagl oldugumuz, varhgimizin iginde barindir-
digimiz ve sakladigimiz bir sey olacaktir.®
Butler bu siirecin ayni zamanda ézne olma strecini
ifade ettigini sdyler ve “iktidarin aldigi psisik
bicim nedir” sorusuna verdigi cevapla devam
eder. Peki tabiyet 6zne tarafindan kabulleniliyorsa
ve 6znenin olusunun araciysa, bu bir kisir déngi
degil midir? Oznenin siirekli tekrar eden, kendi
icine kapanmis gibi goziiken hareketi iktidara
tabiyetle sonuclanir. Bunu tersine gevirecek
stratejiler tizerinde disinulemez mi? Bu noktada
Butler'dan alintilayarak su sorulari sormak
gerekir: “Oznenin varolusu igin bagimli oldugu ve
yinelemek durumunda oldugu iktidar nasil olur
da bu yineleme (reiteration) esnasinda kendisine
karsi déner? Direnmeyi, yinelemenin kavramlari
icerisinde nasil disunebiliriz?"'® Muhalif tutum,
iktidar ve 6znenin ayni sey olmadigi savinda
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sekillenmeye baslar ve iktidar karsisindaki 6znenin
savunmasizligi (izerine diiglinmeyi gerektirir.
Kendi sanatsal pratigimde bu sorularla
bogusurken, bu eksende dgrencilerle birlikte
yapilabilecek bir atolye ¢calismasinin nasil mimkiin
olacagini dlistiyordum. Béylesine dinamik bir
yaplyl sanatin olanaklari dahilinde kirk giin
boyunca bienalin ortasinda deneyimlemek farkh
bir calisma modeli gerektiriyordu. Bu sebeple
hazirladigim modele AyarT, tim slirece de
ORTAK EYLEM AYGITI: Bir ETUT adini verdim.

ORTAK EYLEM AYGITI: Bir ETUT

Bir sanatci ve hoca olarak beni bu projeye
yonelten nedenler arasinda i¢inde bulundugumuz
siyasal gerilimin hayatlarimizda yarattigi yikimlari ve
kayiplari tespit etme istegi ve bir o kadar da igcimde
hissettigim gu¢li sorumluluk duygusu vardi. Sanat
egitimi anlayisina farkh bir bakis getirmek; sanati ve
sanatin olanaklarini tim bunlarin sorgulandidi, dene-
yimlendigi bir ortama donistiirmek istedim. Sanatin
doénustiricu potansiyelini toplumsal boyutta nasil
olanakli kilacagimiz ve Turkiye'de sanat egitiminin
icine diistigu ¢ctkmazlara karsi bir 6neri olusturma
zorunlulugu, Gezi sonrasi dizenlenen forumlarda
konustugumuz meselelerdendi. Ben de asagidaki
sorularla birlikte okulun bir sanat formu olarak
nasil igsleyecedini ve benim onu sanatsal bir faaliyet

mekani olarak nasil sekillendirebilecegimi dusindim.

— Icinde yasadigimiz antagonizmalarin carpistigi
ve cakistigi toplumsal geligkileri gérinir kilmak

icin yeni editim metodlari gelistirilebilir mi?

— Okul, toplumsalligin kurumlarindan biri

olarak 6zglr bir alana donstirilebilir mi?

— (Gagdas sanatin ifade ve form olanaklari

egitim metodlarina uygulanabilir mi?

— Okul, ideolojik yonlendirmelerin, politikalarin

bigimlendirdigi egitim kurumlarinin disinda
kendine bir hareket alani bulabilir mi?

— Kurumlarin kisitlayici biirokratik yapilarini

kirmak i¢in sanatin donistirici gicini
nasil isler hale getirebiliriz?

— Okul, 6zglr bireylerin toplumsal

sorumluluk bilincini olusturabilir mi?

— Endnemlisi, geleneksel egitimin kliselesmis

metodlarindan uzakta, hazir tanimlarla
yetinmeden, kolayciliga ve sloganlarin tuzagina
dismeden, sanati bir imkan olarak ele alip
atélye dinamizmi iginde asil islevini ona yeniden
kazandiracak bir siireci nasil baglatabiliriz?

On yildan fazla galistigim ve arkadaglarimla birlikte
programini olusturdugum Yildiz Teknik Universitesi
Sanat ve Tasarim Fakiiltesi'ndeki gérevimden, 2010
yilinda, hiikkiimetin egitim politikalari sebebiyle
istifa etmek durumunda kaldim. Tirkiye'de sanat
egitimi devlet Gniversitelerinde hakim ideoloji igin
bir uygulama alaniyken, vakif iniversitelerinde
sermayeye teslim oluyor. Ancak Gg¢ yildir hocalik
yaptigim Kadir Has Universitesi Sanat ve Tasarim
Fakiltesi'nde at6lye ¢aligmalariyla kendime gorece
bir alan yaratabildim. Buraya kadar bahsetmis
oldugum deneyim ve sorular isiginda, sanat egitimini
de distinerek ORTAK EYLEM AYGITI: BirR ETUT'e

basladim. Projeyi tasarlarken niyetim Gezi'nin
kucuk olcekli bir tekrarini gerceklestirmek ya da
onu bir nostalji mekanina doniistirmek degildi. Bizi
birarada tutan ve topluluk haline getiren ortak alanin
yurdunu sanatin bize sagladigi olanaklar dahilinde,
bireysel ve kolektif pratikler igcinde deneyimlemek-
ti. 13. Istanbul Bienali'nin tam ortasina tagidigimiz
bu ruhu, cemaatini goktan kaybetmis ve yerinden
edilmiglige drnek bir mekan olan Galata Rum
Okulu’nun iki yliz metrekarelik ara katina tagidik.
Gahsmaya bienalden bir buguk ay 6nce agik
cagri yoluyla farkh disiplinlerden 6grencileri
biraraya toplayarak bagladim. Bagvuranlarin bir
kismi daha énce Yildiz Teknik Universitesi ve Kadir
Has Universitesi Sanat ve Tasarim Fakiiltelerinde
6grencim olmuslardi; bir kismiyla da yeni
tanismistim. Atélyemde ve Galata Rum Okulu’nun
avlusunda glinler boyu yaptigimiz dersler, bizi kirk
giin siirecek performatif bir aragtirmaya hazirlad.
Yaklasik altmig 6grenciyle basladigimiz grup,
hazirhk surecinde ayrilanlarla kirk kisiye distu ve
bu 6grencilerle 11 Eylll tarihinde sahaya girdik.
Guzel sanatlar, tasarim, tiyatro, hukuk, ses
tasarimi, mimarlik, dans gibi bélimlerden gelen 6g-
rencilerin bir kismi Tlrk egitim sisteminin etkilerini
tasiyordu ve sorgulamadan i¢sellestirdikleri egitimin
ctkmazlari siireg icinde karsimiza bir engel olarak
cikiyordu. Aligskanliklar diinyayi belirli bir gérme
bigimine kilitlemigken, tim bu kliselerden kisa
zamanda kurtulmak mimkin miydi? Boylesi bir
durumda performatiflik bana dogru bir yontem gibi
gozukiyordu; ¢linki ancak bedenin dahil edilmesiyle
zamanin ve mekanin igcinde eylenerek yeni bir alan



10 Bolt, Barbara. Yeni Bir Bakisla Heidegger-.
Istanbul: Kolektif Kitap, 2013. s: 33.
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acilabilir ve bu sarsici bir deneyime dénusebilirdi.
Her 6grenci iginde yer aldidi sistemin kodlarini aras-
tirirken kendi kapasitesini yeniden kesfedebilecek,

bu 6zgiin bir yaratim siirecinin yolunu agmis olacakti.

Verdigim derslerde ve yaptigimiz toplantilarda
elestirel diisiincenin sadece yapitlara giydirilmis
teorik disiplinlerle ya da politik dogrucululuk érnegi
islerle sinirli olmadigini agiklamaya galigtim. Sanati
parlak fikirlerin malzemeyle uygulandigi bir faaliyet
alani olmaktan gikartarak farkli davranis ve yaklagim
bicimlerinin arastirildigi bir zemine tasimak;
o6grenciyi de kendini varlik olarak sorguladigi bir
tartismanin icine cekmek istedim. Belli davranis
ve dislince kaliplarinin adeta zihinlere niifuz etmis
olmasi, icinde yasadigimiz politik aciliyetleri de
dusiiniince, baslangigta bana oldukga umutsuz
geliyordu. Sik sik vazgegme noktasina geldigim
oluyordu. Bu zorlu siireg adeta kendimi de sinamama
yol acti; bildigim yéntemleri gdzden gegirmem ve
yeni stratejiler gelistirmem gerekti. Mesela yaygin
sanat egitiminin ¢cizmeyi nasil bir kaliba déntstur-
duguni gozlemliyordum. Burada gizmeyi diinyay!
algilamanin ve kavramsallagtirmanin bir pratigi
olarak ezberden kurtarmak, ona yeniden hayati bir
fonksiyon kazandirmak igin metodlar gelistirdik.
Ogrencinin kendini bu ifade olanaklari iginde yeniden
kesfetmesini bekliyorduk. Bu da ancak yaratici
kapasitenin varolugsal sinirlariicinde mimkundu.

Arastirma slirecimiz politik olanin sanatsal
imkanlarla bedensel, duyusal, gérsel ve séylemsel
pratikler igcinde surekli deneyimlenmesiyle baslad.
Buraya gelirken hazir ve kolay yaratici fikirleri
kapinin disinda birakmak gerekiyordu. Zor olan
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bir yandan ¢iplak olabilmek, diger yandansa
normlari ve kavramlari geldikleri noktaya geri
goénderecek sarsici karsilagmalarin yolunu agmakti.
Ogrenci kendi varlik alaninda “dert” ve “diinya
icinde varolma’yi deneyimlemek igin kendini bir

dizi catismanin igine sokmak durumununday-

di. Barbara Bolt Yeni Bir Bakigla Heidegger adli
yapitinda “Heidegger'in bilincin anlamaktan tiiredigi
ve anlamanin da duinya igindeki eylemligimize
dayandigi tezi, Kartezyen biling anlayisina radikal

bir alternatif teskil eder. Anlamak bir seyleri ele
almaktan, diinyaya firlatilmig olmaktan ve seylerle
ugrasmaktan gelen ‘dert’ etmedir™ diye belirtir. Iste
burada vurgulanan eylemliligi bir calisma metoduna
donustirerek anlati, fikirler, objeler, mekan ve
hareketin akisi iginde deneyimlemek gerekiyordu.
Caddas sanat bilgisi bize bu konuda olanaklarin
muthis zenginligini ve gesitliligini gésteriyordu.

Ozel alan ve kisisel hafiza mekanlarinin icinde
baska mekanlar kurmanin, yerinden edilmis fikirlere
yeni yurtlar kazandirmanin ve kendini yerylziinde
bir etki olarak gerceklestirmenin yolunun sanatin
kendisini isleyen bir mekana dontstirmekten
gectigini disiiniyorum. Bu da AyGIT galismasinin
esasini olusturdu. AyGiT'ta kurulan yagam, ortak
olanin arastiriimasini, ancak hareketin olanaklariyla
gerceklestirerek yaratici bilgi tretiminin yolunu
acabilirdi. Peki ben bu alani 6grenciler igin nasil canli
tutabilirdim? Onlari kigkirtarak, bastan gikararak,
hatalara, dil sir¢melerine ve tokezlemelere sans
taniyarak; rastgele karsilagmalarin yolunu agik
tutarak. O zaman bunlarin gerceklesmesine olanak
saglamak icin nasil bir ortam hazirlamaliydim?
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Sorunlar ve zorluklarla yavag yavag basetmeye
calisiyorduk. Ogrencilerin her biri iginde olduklari
soylem ve davranis kaliplariyla micadele ederken,
performans sanatinin sirtina yikledigi yipranmig
hareket ve anlam dizgeleriyle de hesaplagsmak
zorundaydi. Bu sebeple siirekli sahneye davet edilen
kavramlar ve alintilar ile farkli iligki bigimlerinin
ortaya ¢ikmasini mimkiin kilacak dinamik ortami
saglamak gerekiyordu. Tekrarlar, performatif okuma
ve yliksek sesle soyleme metne hareketini verirken;
izleyiciyi de zaman zaman igine alan ve sonra geri
puskirten bu gerilim baska anlamlarin dogusunu
olanakli kilacak sekilde farkin (différance) ortaya
¢ikmasini saghyordu. Batiin bu ifade olanaklari-
nin, bedenlerin ve fikirlerin egs zamanl hareketinin
elbette bireysel ve 6zglin metodlara evrilmesi
bekleniyordu. Bu eylemselligin ucu agik bir stirece
donusmesi ancak performatif arastirmanin ve
sunumun bize akademik ve giinliik dilin 6tesine
gecmeyi saglamasi, teorinin kisitlayici yapisini

“eylem” ile agmasl, bedensel ve duyusal kapasitesi-
nin “eylem” iginde birlikte islemesiyle mimkiindi.

Elile calismanin benzersiz deneyimini gok 6nem-
siyorduk; ama niyetimiz izleyicinin bekledigi gibi bir
gosteri ya da objeler Gretmek degildi; “-mis” gibi
yapmak istemiyorduk. Calismaya izleyiciyi de dabhil
ederek bu mekani bir ¢alisma, bilgi ve sanat liretme
alani haline nasil getirebilece@imizi soruyorduk.
Alanin tasarlanmasi, mekan iginde bagka mekanlari
olanakli hale getirmeliydi. izleyicinin simdi burada
algisinin nasil gegmis, gelecek ve alintilanan zaman
kavramlariyla kaydirilabilecegini dustniyorduk.

Bu asamada performatif arastirma tizerine

yaptigim arastirmalar bir kaynak olusturdu.
Avacit caligsmasiiginde sik sik yaptigimiz
toplantilarda, sanatin bilgi tiretim ve anlamlan-
dirma sureglerini degerlendiriyor; ayni zamanda
bunu iginde hareket edebilecedimiz bir olanaga
cevirmeye calisiyorduk. Oniimiizde genis bir ifade
ve form repertuari olustu. Bir yerden baslamamiz
gerekiyordu. Bitiin bu fikirleri, formlari ve
kavramlari harekete gecirmek; ait olduklari baglam-
lardan s6kup ¢ikarmak lazimdi. Anlam dizgelerinin
bastirdigi ne varsa agiga vurmaya zorlayacak bir
seyler yapmaliydik. Bu bir agiga ¢ikarma eylemi
olmaliydi. ideolojinin kendini saklama stratejileri-
ni bozguna ugratmanin bir yolunu bulmahydik.
AyaGIT'In calismasini saglamak baslangigta
tim glin, daha sonraysa belli saatlerde biraraya
gelerek kirk giin boyunca slirecek agir bir sorum-
luluktu. Bu isleyis icinde sorgulanan kavramlar ve
alintilar genellikle fasulye bigiminde bir masanin

Gzerinde yigin halinde birikmis kitaplardan ¢ikiyordu.

Kirk glin boyunca siiren performatif okumalar
AYGIT'In glnlik ritmini stirdiirmesini saghyordu.
Karsilikli birbirimizi etkilemek igin yeni yéntemler
kesfetmek ve enerjiyi yliksek tutmak durumun-
daydik. Emek vererek, calisarak, terleyerek ise
koyulmak; fikirlerin zaman - mekan ve hareketle
nasil isleyecegini gormek heyecan vericiydi.
Elbette bu siirecte siir her zaman bizimleydi.
AvgiT’a glivenmek ve zaman zaman ona teslim
olmak gerekiyordu. Kolektif ve bireysel galigmanin
i¢ ice gegmesi bizi 6znelerimizin ve kimliklerimizin
digina tagiyarak belli bir mesafede “6zne” olusu
sorunsallastirirken; bu durum 6znenin ¢gogullugun

icinde kendini gerceklestirmesini saglyordu. AyGit,

kendi irademizi de ikame edecedimiz bir toplumsal-

g1 mumkdin kilacak igleyis bigimini éneriyordu. En

muhimi hepimizin yasadigi Gezi direnisi deneyiminin

bizleri biraraya getiren bir dinamik olarak AyGcIiT'a

nasil yansiyacagiydi. Bu ortak deneyim mekanina

nasil biriglev yiikleyecektik ve buradaki aktérler

olarak hareket stratejilerimizi nasil gelistirecektik?
Boylelikle gdzlemci, katiimci, sanatgl, arsivci,

eylemci, 6grenci, 6gretmen olarak kurdugumuz

sistemin hizmetine girdik. AyciT'a kendi iginde

bir islerlik kazandirdik. Burada niyetimiz 6ngo-

rilmemis, kaotik, rastgele ve ¢ilgin eylemlerin

bir makinanin kurulugundaki tutarhhk, mantik

ve isleyis ile karsilasmasina ve dontstirilmesi-

ne olanak tanimakti. AYGIT hepimiz igin ortak

olanin alani ve onun kendine 6zgu isleyis bicimine

duyulan saygiydi. Bu, ancak sanatsal olarak

deneyimlenen ve sonuglanan bir calismaydi.
Bireysel ve ortak ¢alismalar birbirine

acilan mekanlar icinde gerceklesiyordu; bu

da Giretkenligi saglayan bir etkilesimin yolunu

aciyordu. Isleyis iginde insan bazen teslim olmak,

izin vermek, ylzini ve kimligini kaybetmek

istiyor; bazen de kontrol edilmis, tasarlanmis

eylemler dizisinin igine girmis oluyordu. Farkli

metodlarin denenmesi her 6grencinin arastirma

konusuna bagl olarak gelisiyordu. Mekan

icinde mekan, zaman iginde zaman, metod

icinde metod olarak katlanarak devam ediyordu.

Varilacak bir hedefimiz yoktu. Hepimizin o belirsiz

tutkusu yerytiziinde bir “etki” yaratmakti; ancak

bu, gegici varlik alanlarini olanakl kilard.



11 Ranciére, Jacques.
Estetigin Huzursuzlugu. Iistanbul:
ileti§im Yayinlari, 2012. s: 26.
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Her sey bir agacla baglamist;
yasamasina izin verilseydi golgesinden
baska bir zarari olmayacaktu...

Kendi sanatsal gegmisime doniip baktigimda,
sanat pratigimin hocalik deneyimimle daha
da zenginlestigini ve derinlestigini gériyorum.
Sanatgi olarak bireysel ylikimi ve kimligimi
sorgulamak, kendi zihinsel alanimi genisletmek
bayle bir etkilesimle ivme kazandi. Hocalik hayatinin
konforlu odalarindan ¢ikip kendimi tekrar tekrar
sinamam igin iyi bir yontem oldu. Uyguladigim
dinamik atélye ¢alismasi 6grencileri pasif alici
durumundan 6zne sorumluluguna dogru tasirken,
aramizdaki hiyerarsi bir anda yok olarak yerini

fikirlerin galigmasi ve gatigmasi sonucu ortaya gikan

enerjiye birakiyordu. Sureg iginde 6grenciler kendi

“dert”lerini kesfederken sanat kavramlariiginde

ozglirce dolasiyor; ben kendi sanat pratigim iginde

Uretirken, onlar da kendi pratiklerini kesfediyorlardi.

Boylece atdlye gcalismalari, sanatin formiile edilmesi

mimkiin olmayan dinamiklerini aragtirmaya, 6grenci
- hoca arasindaki iletisimi ve etkilesimi dénustur-

meye imkan veren bir hareket sagliyordu. Daha
evvel bahsettigim gibi video iglerimin Gretimindeki

calisma sirecinin kendi iginde bir atélye calismasina

doénlismesi; beni aktoérlerinden biri olabilecegim,
paylasimci ve otonom bir sanat alanini yaratmaya
yoneltti. Ustelik Gezi direnisi ile tam da buna daha
fazla ihtiya¢ duydugumuz sirada... Galata Rum
Okulu'ndaki galisma alanimizin ikinci kattan izlenme
olanagi veren mimari yapisi ve okulun hafizasi da
bu projeye sekil veren etkenler arasindaydi.
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Bu dogrultuda 6grencilere nasil bir

calisma ortami hazirlamam gerektigini
sorgulamaya basladim. Bu ortamda:

Jacques Ranciére'in belirttigi gibi “Sanat ve
siyaset arasindaki ‘estetik’ iliskinin mantigini
yeniden kurma girigimi"™ yaratilsin;

Zaman icinde zaman, mekan i¢inde mekan
kurulsun; ve bu mekanlarin huzursuz
tunellerle birbirine baglanmasiyla 6ngoril-
memis karsilagmalar olanakli hale gelsin;
Ece Ayhan'in hayaletinin dolastigi, sirekli
islemeye hazir nesnelerle kavramlarin
catistigi tersine arastirma odalari olsun;
Aktorler mekanlara, mekanlar aktorlere dénissin;
Sanatin diinyasiyla glnliik hayat degis tokus
edilsin istedim.

AveiT'i planlamaya asagidaki sorulari
kendime sorarak basladim:

Bildigimiz ve gliven duydugumuz diinyanin
icinde anlamsiz, yabanci ylizlere yer verip

bu gerilimi havada tutabilir miyiz?

Nesnenin siradanhgi ile sanatin siradisihg
arasindaki siniri test edebilir miyiz?

Bu oyun yeni bir toplulugun insasini olanakli
kilabilir mi? Bunun siirsel bir formu

mimkin madir?

Yarattigimiz bu gegici durumla izleyiciyi
oyuncu statisiine gekebilir miyiz? Ortak
olanin yurdunu sanatsal formlar iginde
yeniden insa edebilir miyiz?

Bedenler, imgeler ve mekanlar arasindaki iligkiler
stirekli olarak yeniden kurulup bozulabilir mi?
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— Okul bir sanatsal form olarak yeni bir isleve
kavusturulabilir mi? Kimlikler birbirine
akarak degisime ugrayabilir mi?

— Kamusalligin sinirlari siirekli agindirilarak
topluluklar kurulabilir mi?

— Peki ylziimuzi birbirimizin yizinde
kaybetsek ne olur?

ORTAK EYLEM AvGITI'ni olusturan yerlestirme,
modernligin en dnemli kurumlarindan biri olan
mimarinin hikiimetin rant politikalariyla ¢ar-
pitilarak, tiim Istanbul'u biyik bir santiyeye
donlstirdugu sirada sekillendi. Mutenalastirma
projeleri Gezi direnisini tetikleyen 6gelerdendi
ve varos icinde kamplar yaratip dev adimlarla
ilerleyen, insanlariyerinden eden bir ingaat sektor
o dénemde de isbasindaydi, bugiin de isbasinda.
AvaciTt, merkezinde kuru bir agacin yer aldigi
mimari parcalardan olusan bir yerlestirmeyle
6grencilere yasam alani, stiidyo ve sahne imkani
sagliyordu. Burada kullandigim mimari pargalar
“Modern Gokiistin Bakimi” (2013) adl videom igin
yaptigim calismalarin bir béliminden olusuyordu.
AvacI1T, mimari paralakslarin mekaninda garpisan
kavramlarin sahnelenmesinden ve bu mekanlara
slirekli olarak beyhude tekrarlarla anlam yiiklemeye
¢alisan oyunculardan meydana geliyordu. Tim
islerimin yoriingesi olan desen galismasina, taklit
etme - alintilama - altlist etme slirecine bu sefer
Auguste Perret'nin Théatre des Champs-Elysées
cizimleriyle devam ettim. Tam ortasinda vazgegis-
lerle kesintiye ugrattigim ve jestlerle devam ettigim
bu kopyalama igleminin sonucunda, tiyatro sekil

degistirmis mimari elemanlara dénistu. Andrea
Palladio’nun merdiven gizimlerinden olusan sahneye
eklenen Ece Ayhan sahnesi - kiirsiisi ve “Modern
Gokisin Bakimi'ndaki yeralti hiicreleri sekil degis-
tirerek uygulandi. Yukaridan izlendiginde gérsel
bir matrisi animsatan, igcinde yasandigindaysa pek
cok kesismeyi miimkiin kilan bir sahne ve atélye
mekanlari olustu. Daha sonra “kampiis” demeyi
uygun buldugum bu altiist edilmis yapiyi, destek-
leyici 6gelerle tamamladim. Siltinler ve sahinler,
selvi agaci, pisuvarlar, gimus etekler ve yataklar,
oraya buraya ilistirilmis peruklar, fasulye bigiminde
tasarlanmig toplanti masasi ve 6grencilerin istegi
dogrultusunda eklenen yeni sahnelerle yapi daha
da genigledi. Hazirladigim sahneler yeni fikirleri
¢agirmaya ve onu harekete gegirmeye ¢alisan
bir topluluga ev sahipligi yapmaya hazirdi. Ben
dahil her birimizilgi alanlari, beceri ve meraklari
dogrultusunda masaya bir seyler koyduk; bazen
Ece Ayhan'in, Edip Cansever'in siir kitaplari,
bazen kanun metinleri vs. Herkes kendine bir yer
segti, gruplar belirlendi. Her 6grenci kendi okul
programina uygun olarak ¢aligma saatlerine karar
verdi. Ogrenciler galisma diizenlerini ve kendi
aralarindaki etkilesimi zamanla daha iyi disipline
ederek mithis bir ifade cesitliligi ortaya koydular.
Bu calisma bigimi sanatsal bilgiyle eylemin
farkl formlarda ve pratiklerde gerceklesmesini
mumkin kiliyordu. Sanatsal ifadelerin gogullugu
ve enerjisi, izleyiciyi ikinci katta siirekli dolasarak
goris acisini degistirmeye, ayni anda harekete
gecen sahneleri takip etmeye cagiriyordu.
Boylelikle izleyicinin bedensel hareketi uzam

algisini suirekli degistirebiliyor, izleyiciye yeni bakig
acilari sunuyordu. Bu, insana bir resmi, igindeki
farkh diizlemlerde ve boyutlarda dolagarak al-
giliyormus gibi bir deneyim saglyordu. Mekanin
gorsel zenginligi ve rengi de ¢calismanin
temposuna bagli olarak degisiklik gésterebiliyor-
du. AvGIT'in isledigi donemde izleyicilerin igeri
girmesine zaman zaman izin verdiysek de, son

iki haftada izleyiciyle tamamen beraber olduk.

Iris Ergil, diizenledigi Peripatos Okulu
kapsaminda davet ettigi konuklarla, mekanlara farkli
bir hareket matrisi kazandirdi. Iris'in yaptigi gibi
mimarlar da bu okul formu iginde kendi okullarini
kurguladilar. Sis makinesi ve bir siranin hazir
bulundugu kiglik sahneyi Safak Catalbas, Pinar
Bahtiyaroglu ve strekli degisen t¢iinci kisiler
kendilerine mekan olarak segctiler; kanun metinlerini
tekrar ederek bir dil oyununa girdiler. Tiyatro
6grencileri Nazl Bulum ve Ridvan Erdem Kaynarca
OrTAK EYLEM AYGITI'nIin mekanlarinda kendilerini
metin iginde konumlandirarak taklit ve tekrarla
yeni olasi anlamlara gegit veren bir oyun yontemini
arastirmaya basladilar. Birbirlerinin gézlerinin igine
bakarak Tezer Ozlii'niin Yagsamin Ucuna Yolculuk
metnini ve Yusuf Atilganin Aylak Adam’ini siirekli
okuyup diger 6grencilerin eylemlerini etkilediler
ve dngdrulmemis karsilagmalarin yolunu agtilar.
Dertlerini gorinir kilma arzusu onlari bazen kendi
disiplinlerinin sinirlariniihlal etmeye gotiirdi; orada
digerlerinin dinyayla iliskilenme bigimi olan gizme
eylemiyle bulustular ve béylece ¢izmenin kendisi
acik bir atélye haline geldi. Ali Sahan Kuru, Ece
Ayhan’in bizim i¢in her zaman canli kalan siirini
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eyleme donistiirmeye goniilli oldu. Bunun igin bir
selviyle suliiniin gélgesinde birbirine bakan kara
tahtalara surekli yazip, yiksek sesle sdyleyerek
siire baska bir boyut kazandirdi. Iris'in bir hiicrede
arkadaslariyla birlikte bir beden insa etmek igin
basladigi galismasi anatomi biliminin karanhk
sahnelerine savruldu. Anatomi ¢caligmasina devam
eden Betina Hobes, Cansu Giivenkaya, Sena Cogkun
faili mechul bir mezarin igine disttler. Hakan Kékcii
eteklerindeki zillerin sesiyle daktilosunda giince -
senaryo - siirler Gretti ve bunlari izleyicinin gozlerine
bakarak okudu. Ferit Katipoglu kendi bedenini
duyusal bir kameraya donustiirerek AyGIT'ta
olup bitenin igine Gezi'yi yerlestirdi. Ayse Esin
Durmaz kamufle olmanin sinirlarini arastirdi. Segil
Demircan Beckett ile mekani yeniden kesfederken,
Ece 0z ve irem Nalga AvGIT'in hep degismekte
olan halini belgelemek igin bir vakanavis titizligiy-
le suirekli gizerek olaylari kayda gecirdiler ve bu
esnada kendi bedenlerini AyGIT'in birer pargasina
doénustlrduler. Belirli glin ve saatlerde duyurulan
performanslar izleyiciyle bulusurken, kimi eylemler
yaratici metinlere dénlstiyor ya da bir duvar
calismasinda farkl duzlemlerin siirekli Ust liste
bindigi sonu olmayan incelikli bir isgilikle devam
ediyordu. Ozgiir bir toplulugun kosullari, tutulmamis
sozlerin ve kayiplarin oynandidi bir oyuna dénustd.
AvaiIr, sakinlerinde énceden fark etmedikleri
yetenekleri agiga ¢ikardi. Mekanda oyun iginde yaziyi
eyleme doniistiiren performatif yazarlar, yagadik-
larina yazi dilinde canli bir form kazandirmak igin
siiri eyleyenler, eylerken farkli bir yazma metodu
gelistirenler vardi. Kirk glin boyunca AyGit'a gelen

izleyiciler bazen bos bir yerlestirmeyle; bazen kendini
arayanlar, umutsuzluk igcinde yerde siiriinenler,
terk edenler, mekana gizlenenler, bir milteci ¢cadiri
olarak konumlananlar, oturup kitap okumaktan
bagka bir sey yapmayanlar, uyuyanlar, asik olanlar,
algidan femur kemigi yontanlar ve yapmakta
olduklari eylemleri sirdiirenlerle karsilasti; bazen
de olaganiistii bir canlilikta her késede séyleyen,
bagiran, okuyan, dans eden bir kalabaligin
coskusuna taniklik ettiler. AyGIT icinde aramiza
katildiklarindaysa izleyici olmanin giiven dolu
konumundan tekinsizligin kaosuna siiriiklendiler.
Benim icin AyGiT'ta olup bitenler dyle yogundu
ki, baslangicta tasidigim belirsizlikler ve korkularla
bazen AyGIT'In igleyisi icinde bazen de aniden
karsima ¢ikan suprizlere verdigim tepkilerle, sadece
zaman zaman kontrol edebildigim bir eylemin
icinde kaybolup gittim. Kendi sanat pratigim ve
toplumsal sorumlulugum beni bdylesine bir risk
almaya yoneltti. Calisiimig ve planlanmig bir program
bile kimi zaman basarisizliga ugrarken, bu sekilde
o6numde ¢ok daha verimli bir yol acildi§ini gérdim.
Raslantilara yer agmak ve AYGIT'In igleyisini insan
kapasitesinin zengin olanaklarinin gergeklesmesine
imkan taniyacak sekilde gelistirmek olaganiisti
bir heyecandi. ORTAK EYLEM AYGITI: BiR ETUT
deneyimi bazilarina tek basina bir egitim modeli
olamayacak kadar (itopik gézlkebilir; ama bir
seylerin degisebilecegi olasihgini icinde barindirdigi
muhakkak. Bu vesileyle diinyada sanat egitiminin
tartisildigi platformlara katkida bulunmak ve bu
sorunu paylasanlarla yeni projelerde bulusmanin
da benim igin énemli oldugunu dusiniyorum.
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Ogrenciler ve ben bu carpik siyasi ortamda,
sorulmadan s6z alarak, ayagini yere vurup “biz
buradayiz” diyerek, uydurulmus bilim diliyle varolana
meydan okuyarak, bilimin ve sanatin ikonlariyla
dalga gegerek, sanat yapma yontemlerini tekrarlarla
kendi rituelleriigcinde yeni anlamlar olusturmaya
ya da sakladiklarini ve bastirdiklarini ifsa etmeye
zorlayarak, bazen bireysel bazen de kolektif halde
bitiniin iginde goniilli olarak kaybolarak, kirip
bozarak, yeniden ve yeniden yaparak, kanun me-
tinlerinin anlamini kaybetmis dilinin komikligini ve
sagmaligini agiga ¢ikaracak sekilde bagirip okuyarak,
taklit ederek varlik alanimiza politik bir boyut kattik.

Bu siirecte Galata Rum Okulu'nun yarah
hafizasinda bir ¢esit kamusalligi gerceklestir-
meyi ve topluluk olmayi basardik. Bu toplulugu
yaratan ortak dertleri sanatin olanaklariiginde
isler hale getirdik. Ozgiirligin kosullarini, sanatla
bizzat yerylziinde bir etki yaratarak gerceklestir-
dik ve bu bizi daha dayanikli kildi. Politik miicade
alanini bedenlerimiz, duygularimiz, hayallerimiz
ve yaraticiligimizla genislettik. Gezi direnisinden
aldigimiz cesaretle politik varligimizi sanatin hayati
degistirme gliciine dayanarak degil; yasayarak,
deneyimleyerek ve degiserek gerceklestirdik.
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1 Ayhan, Ece. Biitiin Yort Savul’lar!.
Istanbul: YKY, 1994 [Collected works]. p: 119.
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At a time when it seemed that representative
democracy had reached its most corroded state
and that the sway of opposition long lost, the

Gezi struggle, which started in mid-June of 2013,
showed the world that an entirely new model of
resistance and sociality was possible. The fight
was undertaken by young people, who for the first
time challenged the ruling powers, which even
intruded into their private lives. The feats of this
honorable struggle constituted a basis for under-
standing individual and social dynamics. While this
unsettling endeavor exposed many hidden realities,
it required us to rethink conventions. During these
encounters Taksim Square and Gezi Park became
symbols of resistance and the Standing Man the
poetry of defiance. We courageously mobilized
this struggle in the public sphere to reclaim our
lives, which had been trapped between politics
and the capitalist system. The experience allowed
the concept of public space to be opened up for
discussion once again. As for contemporary art's
proposals regarding public space—they came to
life almost spontaneously from actual needs that
arose during the Gezi resistance. Public space was
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Bring the atlases! The history atlases!
We will write a poem in the most expansive
present tense.

once again collectively declared as the homeland of
communal life and in an entirely different manner.
During the Gezi resistance we saw certain con-
sequences come to life of their own accord—results
such as the production of different expressions
of resistance, the creation of an autonomous
community, the enabling of sharing, the formation
of communal living spaces, and the underscoring
of ecological concerns, which artists have been
frequently engaging with in recent years. The
distinction between the artist, the artwork, and the
audience vanished and evolved into an aesthetics
of resistance, resulting in a participatory and
active model of sociality. Gezi developed its own
language, independent of political allegiance,
through the visuality and voices that materialized—
the anonymous graffiti and songs with a humor
of unprecedented vigor—and this new language
became a part of our lives. The forms the resistance
took brought a new connotation to contemporary
art strategies. Taksim was marked as an island with
great exuberance, and the borders of this island
were drawn. The very rejection of a public space
controlled by the state and its police—which has no
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connotation other than that of brutality—enabled the

realization of a new sociality and a new public space.
Those participating in the resistance acted as

one single body in an impromptu, independent,

and collective structure, accomplishing their

actions as if they were the most fundamental

rights of being human. The most striking aspect

of this autonomous community was that it

generated its own economy. As fundamental

needs of communal life, such as an infirmary,

library, garbage collection, were spontaneously

organized at Gezi Park, the wall between private

and public spaces became almost transparent.

This unity carried us beyond categories—beyond

class, age, gender, and any form of identity politics.

It was as if Taksim Gezi Park was the last livable

space left on earth for all of us. The Co-acTiON

DEVICE: A STUDY Was built in such a context.

Performative research as a field of study

For me, the process that began with “Harem”
(2008) was shaped with the desire to avoid repre-
sentation and description and to distance myself
from the static, one-dimensional definitions of
gender roles limited by identity politics and political
correctness. Keeping these ideas in mind, “Harem”
is a conclusion I reached almost intuitively, and with
passion. My art practice encompasses interwoven
workshops. Works that start out with drawing,
studio shoots, and post-production shaped by the
technical possibilities of digital editing. In short,

each process turns into a workshop in itself. The
intertwined nature of the work and the process
in my work necessitates the participation of a
large team of technical staff and actors. Among
the most productive stage of the process is the
one that occurs in the video-recording studio. The
actors in the team and I exhaust, provoke, and
tempt each other to such an extent that by that
stage, one just wants to suspend oneself and
multiply the others. This crazy process actually
merely conduces to the conception of “things.”

As [ was wandering along the shore of the
academia, [ initiated a workshop at the 1st Thilisi
Triennial titled “Offside Effect” (2012), at the
invitation of curators Henk Slager and Wato
Tsereteli. Using an open call to assemble partic-
ipants, I created a space that would expand the
barriers of art institutions and open up my practice
to students. After a seven-month-long preparation
process, “Acting in the Library” was exhibited at the
Triennial as an installation and performative lecture.

Before the Triennial, with an interest gradually
increasing since the “Staging Knowledge” seminar,
we realized in collaboration with Henk Slager and
Jan Kaila in June 2012 at SALT Galata, I had become
inclined to contemplate education and artistic
research methods through performative research
and lectures. My former graduate students from
Yildiz Technical University Faculty of Art and Design,
Ahmet Ogut, iz Oztat, Burak Delier, and my colleague
Zeynep Glnsur Yiceil had also participated in the
seminar. We had in common a distinct perception
of education and art, which we shared with the

audience through unique performative lectures.

In his article “A Manifesto for Performative
Research,” Brad Haseman proposes the performa-
tive paradigm as an alternative to qualitative and
quantitative research methods.2 Barbara Bolt, on
the other hand, builds her thesis on performative
research in a broad sense, encompassing issues such
as artistic research or research as art and drawing
from Jacques Derrida, Gilles Deleuze, and Judith
Butler. There are two aspects of Bolt's argument
that are the most striking to me: her consideration
of artistic research practices and her discussion
about creating an interaction to produce an effect
in the world, rather than merely describing and
modeling the world.? Butler's arguments regarding
performance and the performative are shaped by
comprehensive gender analysis. According to Butler,

“while performance can be understood as a deliberate

‘act’ such as in a theatre production, performance art
or painting by a subject or subjects, performativity
must be understood as the iterative and citational
practice that brings into being that which it names.”
As Bolt states in her text: “The aim of a perfor-
mative paradigm is not to find correspondences
but rather to recognize and ‘map’ the ruptures
and movements that are created by creative
productions.”® As we will also emphasize as we
describe the Co-ACTION DEVICE: A STUDY, the
most significant element here is a transformative
effect that extends over time. As Bolt states,
Here the work of art is not just the artwork/
performance or event, but is also the effect of
the work in the material, affective and discursive



2 My artistic practice, working
methodology, and process, which I have
described, compelled me to research further
into the subject of performative work. As

I was exploring this issue, I encountered
Brad Haseman’s article “A Manifesto for
Performative Research” (2006); John
Langshaw Austin’s book How to Do

Things with Words: the William James
Lectures Delivered at Harvard University

in 1955 (1962), which would constitute the
foundation for research on the issue; and
Barbara Bolt’s 2008 article “A Performative
Paradigm for the Creative Arts?,” with

an artistic approach to the concept of the
performative and drawing from Judith
Butler, Jacques Derrida, and Gilles Deleuze.

3 Bolt, Barbara. “A Performative Paradigm
for the Creative Arts?”. Working Papers in
Art and Design 5, 2008. ISSN 1466-4917.

4 Ibid., p: 4.
5 Ibid,p:8.
6 Ibid.

7  Michel Foucault, in: Butler, Judith.
Iktidarin Psisik Yagami. istanbul: Ayrinti
Yayinlari, 2005 (The Psychic Life of
Power Theories in Subjection). p: 9.

8 Ibid.,p:9.

9 Ibid,p:22.

domains. The problem for the creative arts

researcher is recognizing and mapping the

transformations that have occurred. Sometimes

the transformations may seem to be so

inchoate that it is impossible to recognize them,

let alone map their effects. At other times

the impact of the work of art may take time

to “show itself,” or else the researcher may

be too much in the process and hence finds it

impossible to assess just what has been done.®
In his “Two Lectures” (1976), Michel Foucault had
already established that “we should try to grasp
subjection in its material instance as a constitu-
tion of subjects.” It is possible to consider the
reciprocal constitution of subjection and subjects
and their interdependence within the system as
instruments that will defeat this dependency by
acting with the existing apparatuses of the system.
The strategies that treat space, time, and movement
as instruments of defeat may simultaneously
hold a liberating potential. In the introductory
sentences of her book The Psychic Life of Power
Butler explains this reciprocal dependency:

If...we understand power as forming the

subject as well, as providing the very condition

of its existence and the trajectory of its desire,

then power is not simply what we oppose

but also, in a strong sense, what we depend

on for our existence and what we harbor

and preserve in the beings that we are.®
Butler states that this process also signifies the
process of becoming a subject and proceeds to
answer her question “What is the psychic form
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that power takes?" If subjection is assumed by

the subject and that assumption constitutes the

instrument of that subject’s becoming, then is

this not a vicious circle? The subject’s constantly

reiterating, seemingly withdrawn act results in

subjection to power. Is it not possible to contemplate

strategies that will reverse this state? At this point,

quoting Butler, the following questions should

be posed: “How is it that the power upon which

the subject depends for existence and which the

subject is compelled to reiterate turns against itself

in the course of that reiteration? How might we

think resistance within the terms of reiteration?"®

The oppositional stance starts to take shape in

the argument that power and the subject are not

identical and necessitates the contemplation of the

vulnerability of the subject in the face of power.
While grappling with these questions in

my own artistic practice, I wondered how a

workshop along these lines could be conducted

together with students. The experience of such

a dynamic structure within the possibilities of

art during the forty days of the Biennial called

for a unique working model. Therefore, I named

the model I developed DEVICE and the entire

process CO-ACTION DEVICE: A STUDY.

Co0-ACTION DEVICE: A STUDY
Among the reasons that impelled me to do this

project—both as an artist and a teacher—was the
urge to attest to the destructions and losses brought
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about by the surrounding political tension and
the strong sense of responsibility I felt. I wanted
to bring a different perspective to the under-
standing of art education and transform art and
its possibilities into a milieu where all ideas are
questioned and experienced. Ways to fulfill art’s
transformative potential at a societal scale and
the need to counter the impasses in Turkish art
education were among the issues we discussed
in the forums organized after Gezi. Along with
the questions below, I also considered how the
school could function as an art form and how I
would shape it as a space of artistic activity.

— Isit possible to develop new education methods
in order to unveil the social contradictions
wherein our antagonisms collide and converge?

— Isit possible to turn the school, as an institution
of sociality, into a space of freedom?

— Isit possible to apply contemporary
art's means of expression and form
to education methodologies?

— Canthe school find a space for itself beyond the
boundaries/limitation shaped by the ideological
influences and politics of education institutions?

— How can we activate the transformative power
of artin order to disrupt the constricting bu-
reaucratic structures of existing institutions?

— Can the school achieve a sense of social
responsibility in free individuals?

— Most importantly, how can we tackle art as
an opportunity and, within the dynamism
of the workshop, initiate a process that
will redefine its core function, by shunning

stereotypical methods of traditional
education, refusing to settle for conventional
definitions or to take the easy way out, and
avoiding falling into the trap of slogans?

In 2010, due to the government’s education policies,
I had to resign from my post of more than a decade
at Yildiz Technical University Faculty of Art and
Design, where my colleagues and [ had designed the
curriculum. In Turkey, art education in public univer-
sities is a conduit for the ideology of the dominant
class, while in private universities it is governed
by the investors. However, [ was able to create a
different space for myself with workshops held
at Kadir Has University Faculty of Art and Design,
where [ have been teaching for the past three years.
I began the Co-ACTION DEVICE: A STUDY in light
of these experience and questions and as a result
of my reflections on art education. As I devised the
project, my intention was not to realize a small-scale
replica of Gezi or to transform it into a space of
nostalgia. It was to experience, within the realm
of possibilities art offers us and through individual
and collective practices, that homeland of shared
space that kept us together and forged us into a
community. This spirit that we brought right to the
heart of the 13th Istanbul Biennial, we transported
to the two-hundred- square-meter mezzanine at
the Galata Greek School, a space that had long lost
its community and an epitome of displacement.

I started working a month and a half before
the Biennial by bringing together students from
various disciplines through an open call. Some of

the applicants were former students from Yildiz
Technical University and Kadir Has University
Faculties of Art and Design, and others I had met
recently. The classes held during long days in

my studio and the courtyard of the Galata Greek
School prepared us for the forty-day performative
research. The original group of approximately
sixty students decreased to forty people during
the preparation process, and these students and
I embarked on the project on September 11.

Some of the students, representing fine arts,
design, theater, law, sound design, architecture,
dance, etc., bore the effects of the Turkish education
system: the predicaments of the education they
had internalized without question surfaced during
the process. Given that habits narrow the ways
one can perceive the world, was it possible to do
away with these presumptions in a short span
of time? In such a predicament, performativity
seemed to be an appropriate method, because
only through the inclusion of the body in motion
within time and space could a new sphere be
opened up. And this could be a disconcerting
experience. While researching the codes of the
system in which they are situated, the students
would be able to rediscover their own capacity
and pave the way for a unique creation process.

In the lectures I gave and the meetings we
held, I tried to convey that critical thought is not
limited only to the theoretical disciplines projected
onto artworks or works of political correctness.

I aspired to distance art from the limited act of
translating bright ideas into a material artifact and
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to transfer it to a platform where different forms
of behavior and approach are investigated—and in
the process luring the students into a discussion in
which they also question themselves as beings. The
fact that certain behavior and thinking patterns
are so ingrained and considering the political
urgencies we live in, the situation seemed hopeless
at first. I was often on the verge of giving up. This
taxing process also led me to test myself: I had to
reevaluate my known methods and develop new
strategies. I observed, for instance, how established
art education had transformed drawing into a
template. We developed methods to free drawing
from mere memorization, restore it as a practice
of perceiving and conceptualizing the world, and
reinstate it as a vital function. We were expecting
the students to rediscover themselves with these
means of expression. This, in turn, was possible only
within the existential margins of creative capacity.
Our research process began with the constant
experiencing of that which is political through bodily,
sensory, visual, and discursive practices. The path
there required shutting the door on convenient and
easy approaches to creativity. The challenge was
to simultaneously be naked, to be open to all ideas,
while also being receptive to unsettling encounters
that would allow the questioning of the given norms
and concepts. The students put themselves through
a series of conflicts in order to experience “care”
and “being-in-the-world” within their own spheres
of being. In her work titled Heidegger Reframed
Bolt states, “Heidegger’'s argument that con-
sciousness proceeds from understanding, and this
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understanding is predicated upon our dealings in the
world, offers a radical alternative to the Cartesian
explanation of consciousness. Understanding

is the ‘care’ that comes from handling, of being
thrown into the world and dealing with things."®
It was necessary to transform the dealings, which
are stated in Bolt, into a working method and to
experience it within the flow of narratives, ideas,
objects, space, and movement. Our knowledge on
contemporary art was showing us the richness
and the diversity of the possibilities on this topic.

I think that the path to creating alternate spaces
in the private sphere and within personal memory,
finding new territories for displaced ideas, and
realizing yourself as an effect in the world is made
possible by turning art itself into a functioning space.
This constituted the foundation of the DEVICE
work. The life created in the DEVICE could only pave
the way for the production of creative knowledge
by carrying out research on a common subject
through movement. Then how could I keep this
space alive for the students? By provoking them;
seducing them; countenancing mistakes, slips of
tongue, and stumbles; and keeping the door open
for coincidental encounters. What sort of a habitat
did I need to establish to enable these to happen?

We were trying to deal with problems and
challenges gradually. While the students struggled
with their established discourse and behavior
patterns, they also had to confront the decrepit
systems of movement and meaning with which
performance art saddled them. Therefore, it was
necessary to set up the dynamic habitat that
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would facilitate the emergence of different ways
of relating to the concepts and references, which
were continuously invited to the stage. While
reiterations as well as performative and spoken
readings gave any of the texts its momentum, this
tension—which at times embraced the audience
and at other times repelled them—also allowed
for différance to emerge in a way that enabled
other meanings. Of course, all these possibili-
ties of expression and simultaneous movement
of bodies and of ideas were expected to evolve
into individual and original methods. The trans-
formation of this actuality into an open-ended
process was only possible through performative
research and lectures, which empowered us to
transcend academic and everyday languages,
overcome the confining structure of theory
through “action,” and the physical and sensory
capacity operating together within the “action.”
We attached great importance to the unique
experience of working with our hands, but our
intention was not to create a predictable spectacle
or objects—we did not want to do just for the sake
of doing. We wanted to explore how we could turn
this space into a place of work and an area to
produce knowledge and art, but we also wanted to
integrate the audience into the work. The design of
the area had to render possible other spaces within
the space. We considered how the here-and-now
expectations of the audience could be shifted with
the concepts of the past, future, and borrowed
time. At this stage, the study I had conducted on
performative research served as a resource.

During the frequent meetings we held to discuss
the DEVICE work, we evaluated art’s knowledge
production and signification processes. At the
same time, we tried to turn this into a possibility
for action and movement, a broad expression and
form repertoire already developed in front of us. We
had to start from somewhere. It was necessary to
galvanize all these ideas, forms, and concepts and
uproot them from the contexts with which they are
identified. We had to do something that would unveil
whatever was repressed by patterns of meaning.
This had to be an act of uncovering. We had to find a

way to defeat ideology’s strategy of self-concealment.

Ensuring the operation of the DEVICE was
a big responsibility that would last forty days:
initially coming together to work a full day, then
meeting at designated hours. The concepts and
references probed in this process often came
from one of the books piled up on a bean-shaped
table. The performative readings that continued
for forty days enabled the DEVICE to sustain its
daily rhythm. We had to discover new methods
to stimulate one another and keep the energy
up. Getting down to work—Ilaboring, toiling,
sweating—seeing how ideas would work with
time, space, and movement was exciting. Of course,
throughout this process poetry was always with us.
We had to trust and sometimes surrender to
the DEVICE. While the intertwining of collective
and individual works complicated the notion of
the individual “subject,” this situation allowed
the subject to realize him or herself within
the plurality. The DEVICE proposed a mode of

operation that would enable a sociality in which we
could also relinquish our own will to it. The most
important thing was to reflect the experience of
the Gezi resistance, of which we were all partic-
ipants, in the DEVICE as a dynamic that brought
us all together. What sort of a function were we
going to bestow upon this space of collective
experience, and how were we going to shape our
movement strategies as actors in this devising?
Thus we entered the service of the system we
built as observer, participant, artist, archivist, activist,
student, and teacher. We gave the DEVICE a func-
tionality in itself. Our intention was to allow for un-
anticipated, chaotic, coincidental, and crazy actions
to be transformed through the encounter with the
consistency, logic, and operation in the construc-
tion of a machine. For all of us, the DEVICE was the
space of the communal and received our respect for
its unique mode of operation. This was a work that
could only be experienced and concluded artistically.
Individual and collective works took place
in spaces that opened up onto one another, and
this paved the way for interaction that fostered
productivity. Sometimes one wanted to surrender,
consent, lose one's identity within the process, and
other times enter into a series of controlled, pre-
meditated actions. The methods tested depended
on each student's research topic, which continued
to multiply as space within space, time within
time, method within method. We did not have a
target. Our ambiguous desire was to produce
an “effect” in the world; only that would make
these transitory spaces of being possible.
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Everything had started with a tree;
had it been allowed to live, it would have
no harm save for its shadow...

When I look back at my artistic practice, I see
that it was enriched and deepened by my teaching
experience. Questioning my personal burden and
identity as an artist and expanding my own mental
space drew momentum from that interaction.
Teaching was a good method for me to push the
limits of comfortable and test myself again and again.
As the dynamic workshop I conducted pushed the
students from being passive receivers to responsible
subjects, the hierarchy between teacher and student
suddenly vanished, leaving in its place the energy that
resulted from work and the clashing of ideas. Within
the process, students wandered freely between art
concepts while they discovered their own “cares.”
As [ was producing in my own artistic practice, they
were discovering their own. The workshops created
a momentum that enabled the investigation of art’s
indeterminable dynamics and altered the interaction
between student and teacher. As aforementioned,
the transformation of the production process of
my video works into a workshop allowed me to
create a participatory and autonomous art space
in which I could be one of the actors—as precisely
at a time when we needed this even more than
during the Gezi resistance, no less...The architec-
tural structure of the Galata Greek School, which
allowed for our working space to be viewed from
the second floor, and the memory of the school were
also among the factors that shaped this project.
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I began to question what sort of a working
environment I should set up for the students.
In this habitat, I wanted the following:

— As Jacques Ranciére stated, to facilitate
an “attempt to reconstitute the logic of the
‘aesthetic’ relation between art and politics™,

— Time within time and space within space to
be created, and for unforeseen encounters
to become possible with the connection of
these spaces with disconcerting tunnels;

— There to be reverse research rooms in which
Ece Ayhan's ghost roamed and objects ever ready
to function constantly clashed with concepts;

— Actors to turninto spaces and spaces to actors;

— The world of art and everyday life to
become each other.

I began planning the DEVICE by asking
the following questions to myself:

— Can we accept the meaningless, strange faces
in the world as those we know and trust and
welcome the tension of unfamiliarity in the air?

— Can we test the boundary between the ordina-
riness of the object and the unexpected of art?

— Canthis play facilitate the building of a new
community? Is a poetic form of this possible?

— Can we draw the audience to the status of an
actor through the creation of this transient
situation? Can we reconstruct the territory
of the communal with artistic forms?

— Canthe relationships between bodies,
images, and spaces constantly be re-
constructed and deconstructed?



32 ORTAK EYLEM AYGITI: BIR ETUT | CO-ACTION DEVICE: A STUDY

— Can the school attain a new function as
an artistic form? Can identities changed
by flowing into one another?

— Can communities be formed by constantly
abrading the boundaries of sociality?

— What happens if we lose ourselves in each other?

The Co-aAcTioN DEVICE was shaped at a time
when architecture, one of the most important
institutions of modernity, was warped by the
government'’s expedient politics, turning the
entire city of Istanbul into a massive construc-
tion site. Gentrification projects were among the
issues that triggered the Gezi resistance, and
the construction sector created camps in slums
and displaced people then as it does today.

The installation comprised of architectural
parts with a dry tree at its center, and the DEVICE
provided the students with a living space as well as
a studio and stage. The architectural pieces I used
were originally parts of the works I completed for
my video “Nursing Modern Fall” (2013). The DEVICE
consisted of the staging of concepts colliding in the
space of architectural parallaxes and the actors
constantly striving to ascribe meaning to these
spaces through unavailing reiterations. This time I
continued the trajectory of all my works—drawing,
and the process of imitating, quoting, subverting—
with sketches of Auguste Perret’s Théatre des
Champs-Elysées. As a result of this copying process
that I suspended midway with renunciations and
then resumed with gestures, the theater transfig-
ured into architectural elements. The Ece Ayhan

stage was a rostrum added to a stage comprised
of Andrea Palladio’s staircase drawings. I trans-
figured the forms of underground cells that were
first explored in “Nursing Modern Fall” and applied
them to the space. The stage and workshop spaces,
which facilitated numerous intersections and
recalled a visual matrix when viewed from above,
were constructed. I completed this disrupted
structure, which I later named the “campus,”
with auxiliary elements. The structure is further
expanded with pheasants and hawks, a cypress
tree, urinals, silver skirts and beds, wigs tacked
here and there, a bean-shaped meeting table, and
new stages (at the students’ requests). The stages
I designed were ready to summon new ideas and
host the community trying to activate it. Everyone,
including me, contributed something along the
line of our interest, skills, and curiosities—books of
poetry by Ece Ayhan or Edip Cansever, texts of law,
etc. Each person chose a place; groups were set
up. The students decided their own working hours
according to their school schedule and gradually
became better at their working systems and the
interactions with each other. The students put
forth an incredible diverse range of expressions.
This working style enabled artistic knowledge
and action to be realized in different forms and
practices. The plurality and energy of artistic
expressions enticed the audience to roam around
the second floor and invited them to follow the
various scenes that were in motion simultaneously.
The viewers’ movements constantly altered their
perceptions of space, offering new viewpoints.

This experience is akin to roaming inside a painting,
traveling through its different planes and dimensions.
The visual opulence and color of the space would
also vary depending on the rhythm of the work
taking place that day, in that moment. Though we
only occasionally allowed viewers to enter when
the DEVICE was operating during the early weeks,
during the final two weeks visitors were able to
enter the DEVICE space without an interruption.
Guests invited to the Peripatos School, organized
by Iris Ergiil, ascribed a different matrix of movement
to the spaces. Like Iris, the architects designed
their own school inside the school. Safak Gatalbas,
Pinar Bahtiyaroglu, and a regularly alternating third
person chose as their space a little stage with the fog
machine and a bench. On that stage, they repeated
legal texts with which they embarked on a play of
language. By positioning themselves across each
other in the Co-AcTION DEVICE space, theater
students Nazl Bulum and Ridvan Erdem Kaynarca
was able to explore an acting method based on
imitation and repetitions that allowed for new
possible meanings. Looking into each other’s eyes,
they read Tezer Ozlii's text Journey to the Edge of Life
and Yusuf Atilgan's An Idle Man, affecting the other
students’ actions and paving the way for unanticipat-
ed encounters. The desire to make their cares visible
sometimes led them to transgress the borders of
their own disciplines. There, they encountered the act
of drawing, which is the others’ method of relating
to the world—and thus drawing itself became an
open workshop. Ali Sahan Kuru volunteered to bring
into action Ece Ayhan’s poetry, which for us remains
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forever alive. By constantly reciting aloud and
writing on the blackboards, which are facing each
other under the shade of a cypress and pheasant,
he brought another dimension to poetry. The work
fris undertook in a cell with her friends in order to
construct a body scattered through dark scenes
into the science of anatomy. While conducting the
anatomy study, Betina Hobes, Cansu Giivenkaya, and
Sena Coskun fell into a “perpetrator unidentified
grave”. With the sound of bells in his skirts, Hakan
Kékeu produced diary, script, and poems on his
typewriter and read these, gazing into the eyes of the
audience. Transforming his own body into a sensory
camera, Ferit Katipoglu inserted Gezi experience
into the hustle and bustle at the DEVICE. Ayse Esin
Durmaz explored the limits of being camouflaged.
While Secil Demircan was rediscovering the space
with Samuel Beckett's words, Ece 0z and irem
Nalga—in order to document the perpetually
changing state of the DEvicE—recorded the
events, constantly drawing with the meticulous-
ness of chroniclers, and as a result transformed
their own bodies into pieces of the DEvice. While
performances announced on certain days and hours
were presented to the audience, some actions were
creative texts and others were wall works with
boundless, refined craftsmanship wherein different
planes were superimposed onto one another.
Conditions of a free community became a play in
which broken promises and losses were enacted.
The DEVICE revealed the talents of its residents.
In the space, performative writers turned text into
action within the play, others performed poetry in

order to confer a living form to their experience in
the written language, and those who developed a
different writing method while performing. During
the forty days, viewers who came to the DEVICE
sometimes encountered an empty installation.
Sometimes the visitors saw people searching

for themselves, groveling on the floor in despair,
leaving, hiding within the space, positioning
themselves as a refugee tent, doing nothing except
sitting and reading a book, sleeping, falling in love,
chiseling a femur bone in plaster, or maintaining
the actions they have been doing. Sometimes they
witnessed the enthusiasm of a crowd reciting,
shouting, reading, and dancing in every corner
with extraordinary vivacity. And when they joined
us inside the DEVICE, they drifted from a viewer’s
sheltered position to the chaos of the uncanny.

For me, the things that were happening in the
DEVICE were so intense—initially because of my
own ambiguities and fears, sometimes within the
operation of the DEVICE and other times with my
reactions to surprises—I disappeared in an action
that I could seldom control. My artistic practice
and sense of social responsibility impelled me to
take the risk. While even a rehearsed and planned
program fails at times, I saw a much more productive
path opening before me with this spontaneous
approach. Making room for coincidences and
developing the DEVICE's operation to fulfill the
abundant possibilities of human capacity was
extraordinarily exciting. To some, the Co-AcTioN
DEVICE: A STUDY experience may seem too utopian
to be a self-sustaining education model, but it
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certainly entertains the possibility that things may
change. It is also important for me to contribute
to worldwide platforms of discussion on art
education with this experience and to engage in
new projects with those who share this concern.
Within this corrupt political climate, the
students and Iintroduced a political dimension to
our sphere of being by speaking up without being
asked, stamping our feet and making our presence
known, challenging the existing through a fictional
scientific language, and ridiculing the icons of
science and art. We also revealed this political
aspect by forcing, through repetitions, the methods
of making art to produce new meanings with their
own rituals and to expose that which they conceal
and repress, disappearing voluntarily within the
whole as individuals or collectively, breaking and
undoing, redoing over and over again, imitating, and
reading legal texts out loud to reveal the absurdity
of the language in them that has lost its meaning.
During this process, we succeed in becoming a
community in the shadow of the wounded memory
of the Galata Greek School. We made visible
the common cares that created this community
within the possibilities offered by art. We fulfilled
the terms of freedom by effecting change on
earth through art—and this has made us more
resilient. We broadened the space of political
struggle with our bodies, emotions, dreams,
and creativity. With the courage we drew from
the Gezi resistance, we actualized our political
being not by relying on the life-altering power of
art but by living, experiencing, and changing.
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Ece Karasi,
Sivil ve Trassiz

ALI SAHAN KURU

Yort Savul;

Birbirine bakan

bir kara (politikara) tahta
bir kara (poetikara) tahta
ikisi arasinda kelime tasiyan

1. Tahta 2. Tahta

Clinki hersey (igi¢(ece)dir Fizi kk imya igi¢(ece)dir

KOYDUGUMUN bu diinyada

Birbirine kenetlenmis (sivil ve siir) bir ¢ift gibi
(sivil ve sivil)

Siirden Cikis;

Ece'ninicinden Ust katina, dolayimin Ust katina
cikis, neyi-nasil sdylediginin ¢oéziilmesiyle degil,
Neden boyle sdylediginin sezilmesiyle mimkdn.

“Havada asili nesnellik yoktur™
Siir diliimgeye dayali i¢rek bir dil, kendisine ait
bir dizgesi, sistemi var, birebir ¢cozmek olmaz.
Sadece siir icabi olan ‘bagzi’ seylerin neden o
degil de bunlarin kihgina birindigu, yorumlama
yoluyla kismen anlasilsa da, tamamen kendini
ele vermez. Deleuze'un sdyledigi gibi;

‘Nedir’ sorusu ézii ya da ide'yi kegfetmek

icin uygun bir soru degildir. Ozii kesfetmek

icin oldugu kadar ide'ye iliskin daha 6nemli

bir seyi belirtmek igin de kim, nasil, nerde
tirinden sorularin yéneltilmesi gerekir.?

Benim logaritmali ve atonal hayatim dogrusu
ya, bir yanlislikla baslamigtir. Yani béyle
diyebilirim degil mi? (Bakin bagka bir yanliglikla
da bitebilir). Efendim? Etphendos?®

Yeni Bastan;
Poetik dili bir ydntem olarak kullanip gercek
ile kurulan iligkiyi arastiriyorum. Ece'den referans

diyal (etik) ektik.

45

ile olusturmaya calistigim yeni séyleme bigiminin
omurgasini sivil siir ile birlikte Gezi direnisinin ruhu
olusturuyor. Poetika ve politika olarak adlandirdi-
gim birbirine bakan iki kara tahta izerinde yazilan
kelimeler herhangi bir dolayim ya da temsil igermiyor.
Siir ile gergegi ya da olmakta olani ters gevirip

kendi kapali sistemi igcinde onu yeniden kurmay

ve birbirleriyle etkilesim halinde olan kavramlarin
etrafindan dil ile dolasarak zaman iginde birden
fazla boyutu olan okumalar dizisi éneriyorum. Bu
baglamda herhangi bir anakaraya kiyisi olmayan,
anlatinin hiyerarsik dizeninin disinda heterotopik
bir séylem alanini mekana tagiyorum. Ece'nin siirleri
icinden sectigim kelimeleri birbirinden farkl yerlere
yerlestirip hem yan yana hem karsitlik iginde silip
yeniden yazarak, bir an igin ortaya ¢ikip kaybolan

bir s6z dizini olusturmayi deniyorum. Olusturdugum
bu s6z dizinlerini mekan iginde hareket, eylemenin
coskusu ve tepkisel bilincin farkina varmak gibi
yakin zamanda deneyimledigimiz olgularla Ust liste
getirmeye calisarak, kendi igine dogru agilan bir
perspektifle, farkli bicimde sorgulamayi deniyorum...

fgerik; Sivil siir, Gezi ve AyGIT

Yort Savul izerinde duyulur diinya

seviyesinde mitik bir distince olusturdu.

Yort Savul'da,

Devlet ve Kotlik,

Ses ve Soz,

Derinlik ve Yuzey,

Antiform ve Form,

Nesne, yapit ve Siireg, performans,

Uzakhk ve Katilim,

gibi kavramsal kategoriler kullaniyorum. Bu
kategoriler ayni zamanda benim icin kavramsal
malzemelerdir. Bunlarla soyut kavramlar yaratiyor ve
birbirleriyle iliskiye sokarak éneri haline getiriyorum.
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Yort Savul'u olusturan her bir bilesenin teker
teker analiz edilmesi, anlamin ortaya ¢ikarilmasi
icin yeterli bir yontem degil. Butin bu kavramlari
karsilikli tahtalar icinde etkilesime gegirmemin
sebebi, Yort Savul ile birlikte agiga ¢ikan bilginin
hareket halinde ve koksiiz olusu. Bu dikey yer
degistirmenin hizi kavramlarin analiz edilememesini
saghyor. Yort Savul'un dili bitiin iginde sabitlenmis
bir g6steren bir gésterilen bagintisi tagimiyor. Anlam,
sonlu degil. Her bir kavram isgal ettigi pozisyona
gore degisiyor. Hicbir cimle son ciimle degil. Higbir
ctimle diger cimlelerden bagimsiz degil. Gésteren
ile gosterilen birbirinin ardisira bir déngt iginde.
Tek viicut olup somut, sabit, degismez bir gosterge
olusturmuyor. Ayni iliskiler ayni igerikte olmayan
farkli kavramlar arasinda da olusabiliyor. Yort Savul
ayni temayi, farkli iliskiler kurarak degisik bicimlerde
ifade edebiliyor. Deleuze'lin yer degdistirme (de-
territorialization) ile anlattigi gibi; Her bir varhgin
fonksiyonu baglamina gére degisebilir. Farkliliklar,
kontrastlar, tezatlar farkli versiyonlara varir.
Baudelaire, gercekligi yazildik¢a silinene benzetir.
Yort Savul, parcgalayip siler, sildikge olusur, olustukca
gesitlenir, gesitlendikge palimpsest olur. Somut bir
gerceklik anlatmaz, mutlak bir dogruya aracilik
etmez. Derinde var olan sakli bir gergegi su yiziine
cikarmaz. Gomili anlam bulmak igin arkeolojik
bir kazi yapmaz. Metnin digi diye bir yer yoktur,
der Derrida. Hicbir yeni, yeni degildir. Higbir eser
baska eserlerden bagimsiz var olamaz. Palimpsest
metin Gstline metin bindirir. Homeros Odysseus'u,
Joyce Ulysess'i iistiinde tasir. Yort Savul'un silgisi
Rauschenberg'in elindeydi DeKooning'in desenini
silerken. Silmek bastan séyleyebilmektir. Sabitlenip
ylcelestirilen biylk anlami kendi zamanindan
asirip, su an, yeniden, burda sdylemek icin. Bu
anlamin iktidarina karsi ¢ikisi icinde tasir.

Ust Kurgu;

Kendi oyununun farkindadir Yort Savul.
Gergekligin taklidi magaradan cikar. Bir seyin
gercekligini yansitmaz, yansittigi seyi gercek-
lestirir. Kendini olusturur ve bunun da bir kurgu
oldugunu énlimiize strer. Somut olarak sadece
kendini gosterir. Baska bir yerdeki bir gergegi
anlatmak i¢in burada degildir. Temsil degil arz’ dir.

ikinciye Yeni Bastan;

Bu kampin iginde Yort Savul istasyonunda hizmetim
basladiginda sordugum ilk soru, Ece’'nin akkorkara
mermer bavulunu buraya nasil tagiyacagimdi. Ece siiri

hakkinda ¢ok ¢alisma OKUDUM
flhan Usmabag'in Bakigsiz Bir Kedi Kara'sini

bulup DINLEDIM
Chris King ve Poetry Scores'in Blind Cat

Black'ini izZLEDIM

Hatta, Bakigsiz Bir Kedi Kara'nin devlet katinda Bakimsiz
bir kara kediye dénugtini® GORDUM

Bu sirada siirin deniz kiyisindaki sesi'ni duydum.
Denize atilmig siirdir bence
Yurtsayan, yurdu bilinmeyen bir yildiz
Siirin deniz kiyisindaki sesine birakilmig 6limdir
Yanacak saraylarin kestigi bir, yarim ay®

Oku, Dinle, izle, Gér. Ve bir kenara birakip Duymak
icin calismaya bagladim.
Yeryiiziinde hergeyin bir sesi vardir, siirin
de bir sesi vardir ama bilgileri
okulda égretilenlerle sinirli olanlar sesin ancak
ve ancak kulakla ilintili oldugunu disdndrler,
oysa algilar bilinen duyularla sinirli degildir.®

Ece'nin siirleri icinde, bir testerenin baska
bir testereyi kesmesini gagristiran seslerini

karsilikli kara tahtalar Gizerine yazip sesleri
gorsel birer imgeye donlstirmeye calistim.
Algoritma hala aklimda
Kurmaliydi bir baginti gapraz...

Ba Ki gsiz bir KediK ara

K endi K endinin terzisi bir K ambur

bir CaKil Ta$lari gilimsemeSi
aglarmis KarafaKi raKisiyla

S imdi dipsiz K uyularda su olan K inar Hanim'dan

Diiz sa € lariyla ne yapsin S ehzadeba §1
tiyatrolarinda $ apkalarini

T iike Temezmi $ hi €

Siirde benzer seslerin dize sonlarindaki tekrari ve
ritim, okurda bir giiven hissi ve konfor yaratir. Ece ise
tam tersine sesleri diizensiz bicimde yerlestirerek
tekinsiz ve kestirilemez formda Uretiyordu. Eagleton’a
atifla icerigin siyaseti oldugu kadar formun da bir
siyaseti” vard. Ece siiri bize yazilan degil, yapilan

bir seyi gésteriyordu. Sézciiklerin anlami, onlarin
duyumsal deneyimiyle baglantiliydi. Kiigiik harfler
demokratik, biiylik harfler elitistti. Noktalama isaretleri
buyurgan ve siirin akigkan topragini buzullagtiran®
seylerdi. Ece'nin diislincesi ‘direk sinir sistemine’
calisan, baska bir 6zde, 6l¢uslz, uyaksiz, anlami ve
anlamsizligi poetik mekani icinde ikizlestiren ve
karsilikli yeniden kuran bir dayanak noktasiydi. Tam
da bu noktada, Yort Savul; AyGIT'in mekaniiginde
birbirine bakan kara tahtalar, hukuk, mitoloji, mimari,
performans, anatomi arasinda anlasilir ve analiz
edilebilir kavramlarla anlagilamaz olan duyularin
zamanda asili kalmasi deneyimiydi. Araladigi aciklk,
deneyim alaninin agikhgiydi. Tipki Gezi'nin meydan
ruhunu bizatihi iginde yasayarak agiga ¢ikarmasi gibi.
Her biri kendinde olan seylerin rastgele carpisma-
sini sagliyordu. Heidegger'den Benjamin’e pek ¢ok
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1  Ayhan, Ece. Canakkaleli
Melahat'e Iki El Mektup ya
da Ozel Bir Fuhus Tarihi.
Istanbul: Piya Kitapligl, 1994.

2 Delleuze, Gilles. Issiz Ada
ve Diger Metinler. Istanbul:
Baglam Yayncilik, 20009.

3 Ayhan, Ece.
Mordétesi Requiem.
Istanbul: YKY, 2008.

4 Ayhan, Ece. Ece Ayhan
Caglar Anlatiyor. Ankara:
Dipnot Yayinlari, 2012.

5 Ayhan, Ece.
Biittin Yort Savul’lar!.
Istanbul: YKY, 2013.

6 Kemanci, Dogan.

“Bir Konugma”, aktaran:
Erdogan Kul (Ece Ayhan’in
Siirleri Uzerine Bir
Arastirma), Ankara, 1997.
7  Eagleton, Terry. Siir
Nasil Okunur. Istanbul:
Agora Kitaplig, 2011.

8 ag.e
9 ag.e

10 Ayhan, Ece.
Bitiin Yort Savul’lar!.
Istanbul: YKY, 2013.
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digiinir deneyimin kendisinin diinyadan kayboldugunu
soyliyor®. Aurasizlik akademik egitim yasalarindan
toplumsal hayata, siyasete kadar her alana sizmis
durumda. Modern hayatin ve o hayatin hizinin tehdit
ettigi yasantimizda tehlikede olan bizatihi deneyimin
kendisi. Dayanisma ruhu, efsaneler, mitler, bedenin
buyusu. Tikettigimiz sey nesnelestirdigimiz bilgi, olgu,
beden'den ¢ok onlari deneyimleyisimiz. Onlarla ilgili tec-
riibelerimiz, bedensizlesmemiz. Yort Savul'un Ece'den
apardi§i digiiniilemez diisiince kendini ayan beyan
ortaya koymuyor, Gizemi ¢ézmek igin herkesin kendi
kodlarini kullanabilecegi g6z hizasinda bir alan agiyor.
Simdi, bugtinlerde de, cumhuriyete, kentimize
bir kégek génderilmistir: Geleneksel sanatlar.
Mollalarin lakirdisidir. Hal ve gidisine, her anlamdaki
evde kalmighklarini yizlerine vurdugu igin, sifir
verdikleri cagdas sanatlara, 6zellikle siire karsi
¢tkiglarinin, insani bir 6miir boyu giildiirecek
onerileridir, ki, ilk elde eytisimsel dedisme aykiridir,
bu séz her dile gevrilebilir de onlarin diline
cevrilemez, sonra da, zayif akil erdirmelerinin, orta
irfanlarinin tescilidir ve kalplerinin kiit fagizm
kit infirateilik attiginin. Dangalaklar kafalarinin
kayitlarini yanik saraylara yaptirmaya alismiglardir.
Bildigimiz kuraldir, sanatlari imgelemsiz, agilimsiz,
kbkstiz kimesneler, kirkindan sonra béyle bir kék
aramaya kalkigirlar, meyan kokd, hazirlayin! ben
de geliyorum! Biitiin gengliklerini boga akitmig-
lardir, topraga ¢linki. Siyasal komsular, toplumsal
arkadaglar ve lretim iligkileri degismedi mi yoksa
hi¢? ipek bocedi yetistiricileri nerede? ya dut
adaclari? haziranda vuruluncaya tutuklanincaya
iskence edilinceye kadar, gece vardiyalarinda
¢aligmiyorlar miydi onlar yoksa haaa?'
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Eceblack,
Civil and Unshaven

ALI SAHAN KURU

Yort Savul;’

A black (politicoal) board
A black (poeticoal) board
Facing one another

Dial (ethic) ectic carrying words between the two.
1. Board 2. Board
Because everything is Physi cc hemistry is
interlac(ece)d interlac(ece)d
In this DARN world

Like a couple in tight embrace (civic and lyric)

(civilian and civilian)

Beyond Poetry;

Going upstairs from within and through Ece, to the
upper floor of mediation, is possible not by deciphering
how he says what, but by intuiting why he says it so.

“There is no objectivity suspended in midair"?
His poetic language is an esoteric language founded
onimagery. It has a sequence and a system of its
own—verbatim decryptions won't do. Even though
it can be partially discerned through interpreta-
tion, why “certane” things merely for the sake of
poetry are disguised as this rather than that, it does
not give itself away completely. As Deleuze says;

It is not certain that the question ‘what is this?' is

a good question for discovering the essence or the

Idea. It may be that questions such as ‘who? how

much? how? where? when?’ are better—as much

for discovering the essence as for determining
something more important about the Idea.®

Similarly, Ece says;

“My logarithmic and atonal life truth be told,
started with a mistake. I mean I can say that
can't I? (See it might yet end with another
mistake.) I beg your pardon? Etphendos?"

Over Again;

Using poetic language as a method, I am exploring
the relation established with reality. Civil poetry
along with the spirit of Gezi resistance constitutes
the backbone of the new mode of expression that
I am trying to compose with reference to Ece. The
words written on the two blackboards facing each
other, which I have named poetics and politics, do
not entail any mediation or representation. Inverting
poetry and reality, or that which is happening,
and reconstructing it within their closed circuit
and by circling around interacting concepts with
language, I propose a series of readings that have
multiple dimensions over time. I am bringing to the
space a heterotopic field of discourse beyond the
hierarchal order of the narrative with no shores
to any mainland in this context. By inserting the
words I have chosen from Ece’s poems into different
places then erasing and rewriting them both side
by side and in contrast, I am attempting to create
aword index that emerges for a second, only to
disappear in the next. By trying to juxtapose these
word indexes I've formulated with the phenomena
we have recently experienced, such as movement
within a space, gusto of action, and becoming
aware of reactive consciousness, I am attempting
to question them in a different manner, through
a perspective that opens inward toward itself...

Content; Civil poetry, Gezi and DEVICE
Created a mythic idea on the global
level audible through Yort Savul.

In Yort Savul,

State and Evil,

Sound and Word,

Depth and Surface,

Anti-form and Form,



Eceblack, Civil and Unshaven

Object, work and Process, performance,
Distance and Participation
are the sorts of conceptual categories I use. These
categories are at the same time conceptual materials
for me. I create abstract concepts with these and
turn them into propositions by associating them with
one another. Individually analyzing each component
that constitutes Yort Savul is not a sufficient method
for revealing its meaning. My reason for making
all these concepts interact on reciprocal boards
is the astir and rootless state of the information
unveiled with Yort Savul. The speed of this vertical
transposition ensures that the concepts cannot
be analyzed. Yort Savul's language does not have
a signifier-signified correlation fixed within the
whole. Meaning is not finite. Each concept changes
according to the position it occupies. No sentence
is the final sentence. No sentence is independent
from other sentences. The signifier and the signified
are in a loop following one another. It does not band
together and form a concrete, fixed, constant sign.
Similar relations can also emerge between different
concepts that do not bear the same content. Yort
Savul can express the same theme in different ways
by forming dissimilar relations. Like Deleuze explains
with deterritorialization: the function of each being
can change according to its context. Differences,
contrasts, contradictions produce different versions.
Baudelaire likens reality to that which is erased
while being written. Yort Savul dismantles and
deletes, while deleted it becomes, while becoming
it diversifies, while diversifying it turns into a
palimpsest. It does not narrate a tangible reality,
does not mediate an absolute truth. It does not
uncover a hidden reality existing deep down. It does
not excavate an archaeological dig to find a buried
meaning. There is nothing outside the text, says

Derrida. Nothing new is new. No work can exist
independent of other works. Palimpsest juxtaposes
text upon text. Homer carries Odysseus; and Joyce,
Ulysses. Yort Savul's eraser was in Rauschenberg's
hand when he erased de Kooning Drawing. To erase
is to be able to say it over again. In order to usurp

the fixed and glorified grand meaning from its own
time and say it here, at this moment, again. This bears
the resistance against the supremacy of meaning.

Meta Construct;

Yort Savul is aware of its own game. The imitation
of reality comes out of the cave. It does not reflect
a thing's reality; it realizes the thing it reflects. It
constitutes itself and propounds to us that this is
also a construct. It only shows itself concretely. It
is not here to describe a reality that is elsewhere.
Itis not representation; it is presentation.

To the Second New Over Again;®

The first question I asked when my service at the
Yort Savul station in this camp began was how I would
carry Ece's incandescent black marble suitcase here.
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IREAD many works on Ece poetry I found and
LISTENED TO__ilhan Usmanbas's Bakissiz Bir Kedi Kara
I WATCHED Chris King and Poetry Scores's Blind
Cat Black I even SAW Blind Cat Black

transform into a neglected black cat in the hands of
the state®.

Meanwhile I heard the sound of poetry at the shore.
A poem cast to the sea is I think
A homesick star of unknown lands
Death left to the sound of the poem at the shore is
One, half moon cut by palaces to burn’

Read, Listen, Watch, See. And I put all these aside and
began to toil to Hear.
Everything on earth has a sound and poetry
also has a sound but those whose knowledge
is confined to what is taught at school think
sound is only and merely related to the ear, yet
perceptions are not limited to the known senses.®

I tried to transform sounds into visual images by
writing the sounds that evoke one handsaw cutting
another handsaw in Ece’'s poems on blackboards facing
each other.

I still recall the algorithm

Should have formed a correlation matrix...
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BlindCaT BlaCK
A HunC h ba C K who is his own T ailor
SHe cried the smile of Pebble sTones
with the raKi from the Carafe
from Miss K inar now who became
wa TertosTeep wells
with her s T raigh T hair what can S H e do in
the theatre houses of S H ehzadehba S H i
S H e could not have enough ha T's

In poetry the repetition of similar sounds at the end

of verses and rhythm create a sense of security and
comfort in the reader. Ece, on the contrary, placed
sounds irregularly and produced them in uncanny

and unforeseeable forms. Quoting Eagleton, there

was a politics of form as well as a politics of content®.
Ece poetry showed us not something written, but
something done. The meanings of words were linked

to their sensory experiences. Lower case letters

were democratic, whereas capital letters were elitist.
Punctuation marks were imperious and turned the fluid
soil of the poem into glaciers'. Ece's thought worked
‘directly to the nervous system,’ it was an anchor pointin
a different essence, without meter or rhyme, twinning
and mutually reconstructing meaning and meaningless-
ness in poetic space. Precisely at this point, Yort Savul
was the experience of the suspension in time of com-
prehensible and analyzable concepts and incomprehen-
sible senses among blackboards facing each other—law,
mythology, architecture, performance, anatomy in the
DEVICE space. The opening it cracked was the opening
of the space of experience. Just like Gezi revealing the
soul of the square by living in it in and of itself. Each one
was allowing things within itself to randomly clash. The
warning that experience itself is fading from the world
has been issued all the way from Heidegger to Benjamin
and beyond." The absence of aura has oozed through

all spheres from laws of academic education to social
life, politics. What modern life and the speed of that life
is threatening, what is in danger in our life is experience
in and of itself. Spirit of solidarity, legends, myths, magic
of the body. Beyond the information, phenomenon, the
body we objectify, what we are depleting is how we
experience them. Our experience pertaining to them,
us becoming bodiless. The unthinkable thought Yort
Savul pilfers from Ece does not present itself explicitly,
it opens a space at the eye level where everybody
can use their own codes to solve the Mystery...
And now, these days, a frivolity has been sent to
the republic, to our city: Traditional arts. It's the
mullah’s nonsense. They are the proposals that
would make one laugh for a lifetime, rejecting
contemporary arts, especially poetry, the state
and future of which they rate at zero since they
expose their spinsterhood in every sense; proposals
which, to begin with are against dialectic change;
this phrase can be translated to every language
but theirs, and then it's the official record of their
feeble understanding, mediocre education, and
that their hearts beat bang fascism bang isola-
tionism. The numbskulls are used to registering
the records of their heads to burnt palaces. It's
the rule we know, these nobodies whose art is
without imagination, prospect, root attempt to seek
such a root after their forties, sweet root, licorice,
prepare it! iam also coming! Because they have
wasted their entire youth for nothing, drained to
the earth. Didn't the political neighbors, social
friends, and relations of production change at all?
where are the silkworm farmers? or mulberry
trees? or hey were they not working the night shifts
until they were shot, arrested, tortured in june?"

1 Title of abook and its opening poem
by Ece Ayhan. This phrase, meaning
“disperse and get out of the way,” was
used by soldiers shouting at the people
to make way for the Sultan. The phrase is
also used in one of Yunus Emre’s poems.

2 Ayhan, Ece. Canakkaleli Melahat’e
Iki El Mektup ya da Ozel Bir Fuhus Tarthi.
istanbul: Piya Kitapligi, 1994 [Two
rounds of letters to Melahat of Canakkale
or a special history of prostitution).

3 Delleuze, Gilles. Issiz Ada ve Diger
Metinler. istanbul: Baglam Yayincilik,
2009 (L’Tle déserte et autres textes.
Textes et entretiens 1953-1974).

4 Ayhan, Ece. Morétesi Requiem.
Istanbul: YKY, 2008 [Ultraviolet requiem).

5 This title reference to the fkinci
Yeni (Second New) poetry and literature
movement that emerged in the 1950s,
of which Ece Ayhan was also a part.

6 Ayhan, Ece. Ece Ayhan Caglar
Anlattyor. Ankara: Dipnot Yayinlari,
2012 [Ece Ayhan Caglar recounting].

7  Ayhan, Ece. Biitiin Yort Savul’lar!.
Istanbul: YKY, 2013 [Collected works].
8 Kemanci, Dogan. “Bir Konusma”,
aktaran: Erdogan Kul (Ece Ayhan’in
Siirleri Uzerine Bir Arastirma), Ankara,
1997 [A research on Ece Ayhan’s poems].
9 Eagleton, Terry. Siir Nasi!

Okunur. istanbul: Agora Kitapligi,

2011 (How to Read a Poem).

10 Ibid.

11 Ibid.

12 Ayhan, Ece. Biitiin Yort Savul’lar!.
Istanbul: YKY, 2013 [Collected works].
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RIS ERGUL

Bedenin Tesrihi
ve Tespiti

Performanscilar:
Kadavra (iris Ergiil), profesér (Ali Sahan Kuru),
cerrah (Betina Hobeg), gosterici (Segil Demircan),
anatomist (Segil Demircan), hukukgu (Safak
Catalbas), izleyiciler (AvcGrT sakinleri), ressamlar
ve heykeltiraslar (irem Nalga, Ece 0z, Cansu
Giivenkaya), Semseddin-i Itaki (Hakan Kékeii)

Muzik: Dmitri Shostakovich,
Chamber Symphony Opus 110a - III

BEDENI BILMEK (Bir bilgi nesnesi olarak: BEDEN)

Kartezyen teoriye gore kendini “Substantia Cogitans”
yani diisiinen téz olarak bilen zihin; bedenini ondan 6tu-
ri, yani “Substantia Extensa” olarak biliyor. Dlslinen in-
sanin duslincesinin bir uzantisi, extensasi...

BEDENIN IGINI BILMEK

BEDEN, kesilerek acilip Gzerinde calisiimaya baslan-
digr andan itibaren kadavra. Latince “cadaver”, dismek
anlamina gelen “cadere” fiilinin gegmis zamanda ¢ekim-
lenmis halinden gelir. O halde kadavralar diismisler, sa-
vagl kaybetmigler. Onu kesip igine bakma isleminin adi
ise DISEKSIYON. BEDEN hala canliysa, acilip icine bakil-
ma islemi: VIVISEKSIYON.

Bir Mondino de’ Luzzi, bir Andreas Vesalius ve bir
Semseddin-i itaki... Omirlerini bedenin igini arastirma-
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Dissecting and
Detecting the Body

Performers:
Cadaver (iris Ergiil), professor (Ali Sahan Kuru),
surgeon (Betina Hobes), demonstrator (Segil
Demircan), anatomist (Segil Demircan), jurist (Safak
Catalbas), audience (DEVICE residents), painters and
sculptors (irem Nalca, Ece 0z, Cansu Giivenkaya),
Semseddin-i itaki (Hakan Kokcii)

Music: Dmitri Shostakovich,
Chamber Symphony Opus 110a—III

KNOWING THE BODY
(The BODY as an object of information)

According to Cartesian theory, the mind that knows
itself as “Substantia Cogitans”; that is the thinking sub-
stance, knows its body as extension; that is “Substantia
Extensa,” The extension of the thought of the thinking
human being, his extensa...

KNOWING THE INSIDE OF THE BODY

The BODY becomes the cadaver from the first mo-
ment it is cut open and examined. In Latin cadaver is de-
rived from the past tense conjugation of the verb cadere,
which means “to fall.” So cadavers have fallen, they have
lost the war. The act of cutting and looking inside it is
called DISSECTION. If the BODY is still alive, the act of
opening and looking inside it is VIVISECTION.
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ya adayan... Biri Bolonya'da, biri Padua'da, sonuncusu ise
Osmanli'nin Kontantiniyye'sinde...

(Mondino de’ Luzzi)

Halka acik ilk insan bedeni diseksiyonu, Mondino de’
Luzzi tarafindan, iskenderiye Tip Okulu'nda yapilan ka-
pah diseksiyonlardan yaklagik 1700 yil, bunun yasaklan-
masindansa 1100 yil sonra ve Mondino anatomi kitabini
yazmadan tam bir yil dnce gergeklestirilir. Kullanilan be-
den bir idam mahkumuna aittir. BIR KADIN BEDENI ol-
dugu iddia edilir.

Mondino ilk diseksiyonundan bir yil sonra, Padua
Universitesi'nde ilk anatomi tiyatrosunun kurulmasin-
dan tam olarak 278 yil ve Andreas Vesalius'un ondan
esinlenerek De Humani Corporis Fabrica'yl yazmasin-
dan tam 227 yil 6nce ve de listadi Bergamali Galen'in 6li-
miinden yaklasik 1516 yil sonra ANATHOMIA CORPORIS
HUMANTI adli kitabini yazar: insan Bedeninin Anatomisi.
Bu kitap ki, buttiin Avrupa'da 250 yil boyunca en ¢ok bas-
vurulan anatomi metni oldugu séylenir. Dahasi ilk mo-
dern anatomi kitabi diye tasvir edilir ki, bu kitabin yazil-
masi René Descartes'in slpheler iginde boguldugu yil-
lardan yaklasik 321 yil 6ncesine denk diiger.

ANATHOMIA su ciimle ile baglar: “Insan; akli, muha-
keme yetisi, alet yapma yetileri ve ayakta durabilmesi gi-
bi nitelikleri dolayisiyla diger canlilardan USTUNDUR. Bu
tiirden ASIL niteliklere sahip oldudu igin de iizerinde ¢a-
hisilmaya degerdir.” Descartes da diigiinen varlik olarak
insani merkeze alacakti.

(Tasvirler)

Mondino'yla birlikte ilk defa diseksiyon bir sahne, bir
seyirlik halini alir. Mondino’nun metodlarini tasvir eden
bu illistrasyonlarda hiyerarsik dizen acikga okunabil-
mektedir. Profesér ahsap bezemeli bir sandalyede di-
ger herkesten ylksekte oturur ve Bergamali Galen veya
Avicenna'nin kitabini okur. (Aksiyon #1: Profesor latince

:BIRETUT | CO-ACTION DEVICE: A STUDY

Mondino de' Luzzi, Andreas Vesalius, and Semsed-
din-i Itaki...Dedicating their lives to exploring the inside
of the body...One in Bologna, one in Padua, and the last
one in Constantinople...

(Mondino de' Luzzi)

The first public dissection of the human body is per-
formed by Mondino de’ Luzzi, approximately 1,700 years
after the closed dissections conducted at the Alexandria
School of Medicine, 1,100 years after this practice is
banned, and exactly one year before Mondino writes his
anatomy book. The body used belongs to an executed
convict. It is claimed to be A WOMAN'S BODY.

One year after his first dissection—exactly 278 years
before the first anatomy theater is founded at Padua
University, exactly 227 years before Andreas Vesalius
writes De Humani Corporis Fabrica with this inspiration,
and approximately 1516 years after the death of his fore-
father, master Galen of Pergamon—Mondino writes his
book titled ANATHOMIA CORPORIS HUMANI (Anatomy
of the human body). This book is said to be the most
frequently consulted anatomy text throughout Europe
for 250 years. Furthermore, it is described as the first
modern anatomy book and was written approximately
321years before the years during which René Descartes
was drowning in doubt.

ANATHOMIA begins with the following sentence:
“The human being is SUPERIOR to other creatures be-
cause of his intellect, reasoning ability, tool-making
abilities, and upright stature; because he possesses
these NOBLE qualities, man is worthy to be studied.”
Descartes would also place the human at the center of
the universe as the thinking being.

(Portrayals)
With Mondino, dissection becomes a scene, theat-
ric for the first time. In these illustrations that depict
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anatomi metni okur: “Lorem ipsum dolor sit amet, con-
sectetur adipisicing elit, sed do eiusmod tempor incidi-
dunt ut labore et dolore magna aliqua. Ut enim ad minim
veniam, quis nostrud exercitation ullamco laboris nisi ut
aliquip ex ea commodo consequat. Duis aute irure dolor
in reprehenderit in voluptate velit esse cillum dolore eu
fugiat nulla pariatur. Excepteur sint occaecat cupida-
tat non proident, sunt in culpa qui officia deserunt mol-
lit anim id est laborum.”) DISEKSIYON, ondan daha alt
mertebede olan cerrah tarafindan yapilir. (Aksiyon #2:
Cerrah: “Kadavrayl 6nce omuzlardan gégsin ortasina
uzanan verev iki gizgide, sonra da bunlarin ortasindan
kasiga dogru inen bir gizgide keserek bedenin igine ula-
silir” der.) Gosterici elindeki degnekle profesoriin oku-
dugu bolumle alakali beden pargalarini isaret eder ve
bazen de profesoriin sozlerini tekrar eder. (Aksiyon #3:
Gosterici elindeki degnekle kadavrayi siirekli durter.)
Masanin Gzerinde yatay haldeki kadavra bu hiyerarsinin
en alt seviyesindedir. Genellikle bir idam mahkumunun
bedenidir yatan. Diseksiyona gozlemci olarak katilan bir
de hukukgu ve din adami bulunur salonda. (Aksiyon #4:
Hukukgu: “Tiizel kiginin idamina hiikkmen kast olunur!”)
Sponsoru olduklari bu etkinligin gézlemcisi olarak. HU-
KUKGU VE DIN ADAMI.

Bir siire sonra bu seyirlik halkin yogun katilimiyla bir
ritGele dontslr ve tibbi amaci yiter, bir performans hali-
ni alir. Burada aslen yapilan diseksiyonun amaci metnin
saglamasi niteligindedir. Bu agidan metin ve onu okuyan
profesor odak noktasidir. Yatay durumdaki beden ise bu
sematik dlizenin en degersiz pargasidir.

Bu sahneyi temsil eden ahsap ve tas baskilar kadav-
rayl henliz kesilmemis olarak tasvir etmek suretiyle bize
strecin ilk sahnesini gdsterir. Profesdriin merkeziliginin
o6nemi karsisinda, aslinda gereksiz bir eleman gibi gozii-
ken gosterici, otorite ve beden arasindaki iligkiyi kurar.
Cerrahin bigagi bedeni keserken, gdstericinin degnegi
de merakli gézlerin dikkatini metinden ylkselen kanonik
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Mondino's methods, the hierarchical order is clearly dis-
cernable. The professor sits on an ornate wooden chair
above everyone else and reads Galen of Pergamon’s or
Avicenna's book. (Action #1: The professor reads a Latin
anatomy text: “Lorem ipsum dolor sit amet, consecte-
tur adipisicing elit, sed do eiusmod tempor incididunt
ut labore et dolore magna aliqua. Ut enim ad minim ve-
niam, quis nostrud exercitation ullamco laboris nisi ut
aliquip ex ea commodo consequat. Duis aute irure dolor
in reprehenderit in voluptate velit esse cillum dolore eu
fugiat nulla pariatur. Excepteur sint occaecat cupidatat
non proident, sunt in culpa qui officia deserunt mollit
anim id est laborum.”) The DISSECTION is conducted by
the surgeon who is in an inferior position. (Action #2:
The surgeon says: “The inside of the body is reached by
first cutting the cadaver with two diagonal lines from
the shoulders to the middle of the chest and then on a
line from the lines join to the groin.”) The demonstrator
with a stick in his hand points to the relevant body parts
pertaining to the section the professor is reading and
sometimes repeats the professor’s words. (Action #3:
The demonstrator keeps poking the cadaver with the
stick in her hand.) The cadaver positioned horizontally on
the table is at the lowest level of this hierarchy. Usually,
the cadaver is the body an executed convict. A jurist
and a clergyman are also present in the room, and they
participate in the dissection as observers. (Action #4:
Jurist: “The execution of the legal entity is by intended by
default!”) The observers of this event, The JURIST AND
CLERGYMAN, also sponsor it.

After a while these theatrics transform into a rit-
ual with the extensive participation of the people and
loses its medical purpose, it becomes a performance.
Here, the actual aim of the dissection is to verify the text.
Therefore, the text and the professor reading it are the
focal points. The horizontal body is the least valuable
part of this schematic order.
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sozlerin isaret ettigi parcalara odaklar. Bedenin parga-
lari. Pargalanmig beden. Profesérin latince terimlerini
bir tek o anlamaktadir. Bu sekilde, IZLEYEN GOZ, mer-
kezdeki profesdrden cerraha ve gostericiye, oradan da
kadavraya kayarak sahneyi arsinlarken aslinda temelde
BEDEN VE OTORITE arasinda gidip gelmektedir ve bu se-
yir, her seferinde otoritede son bulur.

Mondino’'nun Anathomia’sinin, o 6ldikten tam olarak
167 yil sonra yayinlanan edisyonundaki kapak illistrasyo-
nunda profesor -ki bu muhtemelen Mondino’nun kendi-
sidir- ile elindeki kitabin ilgi odagi olmak igin adeta bir-
biriyle yarismasi dikkat geker. Ve belki de bu hiyerarsik
diizenin en Ust katmanini profesér degil, icinden metin-
lerin okundugu KiTAP doldurur kanonik yapisi dolayisiy-
la. Cerrahin elleri kadavranin organlarindan ayirt edile-
meyecek kadar igeridedir. Oysa bedeni yine de kadavraya
mesafeli bir konumdadir. Gozleri ise ne kadavraya ne de
profesore yonelmistir. Agik gozlerle profesoriin 6niinde
duran metne bakmaktadir. Gésterici sahneden ¢ekilmis-
tir. (Aksiyon #5: Gosterici degnegini cebine koyup seyir-
cilerin arkasina geger.) Ve ondan arda kalan odagi di-
seksiyon yapan 6zne ile diseksiyonu yapilan nesne, yani...
CERRAH ILE KADAVRANIn birbirine karistigi sahne doldu-
rur. (Aksiyon #6: Cerrah parmaklariyla bedeni kurcalar.)
Bu ahsap baskida ayni zamanda YASAYAN VE OLUniin
birbirine gére konumlari da sarsilmistir. Diseksiyon di-
namik ve dramatik bir havada tasvir edilmistir, ¢tinkii bu
sefer beden aciimistir ve igi gdziikmektedir. Siirecin orta
yerinden bir sahneye taniklik ediyoruz.

Diger yandan bu iki illistrasyonun ne denli gercek-
¢i oldugu asikar dedgildir, 6zellikle de Mondino'dan 167 yil
sonra yapildiklari disunilirse.

(Andreas Vesalius)

Mondino'nun dliimiinden tam 188 yil sonra dogmus
bir anatomist: ANDREAS VESALIUS. Modern anatominin
kurucusu oldugu sdylenir: MODERN ANATOM!

The wooden and stone engravings representing
this scene depict the yet-uncut cadaver, showing us the
first scene of the process. In the face of the weight of
the centrality of the professor, the demonstrator—who
seems like an unnecessary underling—actually forms
the connection between authority and the body. As the
surgeon’s knife cuts into the body, the demonstrator’s
stick directs the attention of the curious eyes on the
parts pointed out by the canonical words rising from the
text: parts of the body, fragmented body. He is the only
one who understands the professor’s Latin terms. Thus,
THE WATCHING EYE that paces the scene, shifting from
the professor at the center to the surgeon and demon-
strator and from there to the cadaver, is actually going
back and forth between the BODY AND AUTHORITY. This
course always concludes at the authority.

On the cover illustration of the edition of Mondino’s
Anathomia, published exactly 167 years after his death, it
is striking that the professor—who is probably Mondino
himself—and the book in his hand appear to be compet-
ing to be the center of attention. Perhaps not the profes-
sor, but the BOOK from which the texts are read occu-
pies the topmost level of this hierarchical order due to its
canonical structure. The hands of the surgeon are deep
enough in the cadaver as to be indistinguishable from
the organs. Yet his body is still positioned at a distance
from the cadaver. As for his eyes, they are turned neither
to the cadaver nor the professor. He is looking at the text
before the professor with open eyes. The demonstrator
has retreated from the scene. (Action #5: The demon-
strator puts the stick in his pocket and moves behind the
audience.) And the remaining focus is on the subject per-
forming the dissection and the object being dissected,
that is...the scene where the SURGEON AND CADAVER
merge into one another. (Action #6: The surgeon pokes
around the body with his fingers.) In this wooden en-
graving the relative positions of the LIVING AND THE
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Mondino'nun halka acik ilk insan diseksiyonundan
228 yil sonra, Padua Universitesi'ndeki ilk anatomi tiyat-
rosunun kurulusundan 51 yil 6nce Vesalius, halka agik
diseksiyonda yeni bir sahne kurar. Cerrah ve gdsterici-
yi oyundan cikartir. (Aksiyon #7: Cerrah, aletlerini cebi-
ne koyup seyircilerin arkasina, gdstericinin yanina ge-
cer.) Metni de kaldirir ve spontane konusur. (Aksiyon #8:
Profesor kiirstisiinden asagi inip seyircilerin arasina ka-
rigir.) Sahnede geriye sadece ANATOMIST VE KADAVRA
kalir. Anatomistin bedenle iliskisi gdsterilen-gdsterici
iliskisinden c¢ikar ve performatif bir hal alir.

Kadavra sirtindan bir halatla tavana asilmak su-
retiyle Vesalius ile ayni diizlemde ve dik durmaktadir.
(Aksiyon #9: Kadavra ayaga kalkar ve yukaridan atilan
halati sirtina gegirir. ANATOMIST onun yanina gelip par-
maklariyla bedenini kurcalar.) Kanonik metnin duragan
otoritesinin yerini, dinamik bir performans sergileyen
anatomist alir. Elleri kadavranin icindedir. ANATOMIST
VE KADAVRA. izleyici hem onu, hem kadavrayi izler.
Kendisi de gorsel bir unsura donusmustir. Ve kalaba-
hgin icinde ayakta duran kadavra izleyicilerin arasinda
kaybolur. (Aksiyon #10: izleyiciler mirildanarak kadav-
ranin etrafini sarar. Ressamlar ve heykeltraslar hiz-
I bir sekilde, blylk bir istahla kadavranin eskizini yap-
maktadirlar.) Bu odanin igindeki herkes potansiyel bir
KADAVRA. izlenen sahnenin merkezilesmekten ¢ikmasi,
anlatimci ve dramatik sistemin ¢ékmesine neden olur.
Kadavra, yani izlenen sey ile, izleyici arasindaki sinirlar
belirginsizlesir.

izleyici neden kadavraya déniisiir? Vesalius'a gére
salonda bulunan herkes kendi otoritesini kurar. Herkes
KENDI icin gozlemler.

0ZNE VE NESNE

YASAYAN BEDEN - OLU BEDEN

TEORI VE PRATIK
Teori ve pratik, yani profesér ve cerrah arasindaki ge-
rilim ortadan kalkar. ANDREAS VESALIUS, hem bedeni
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DEAD are also unsettling. The dissection is depicted in
a dynamic and dramatic manner, because this time the
body has been opened and its innards are visible. We are
witnessing a scene from the middle of the process.

On the other hand it is not clear how realistic these
two illustrations are, especially considering they were
made 167 years after Mondino.

(Andreas Vesalius)

An anatomist born exactly 188 years after Mondino's
death: ANDREAS VESALIUS. He is said to be the founder
of modern anatomy. MODERN ANATOMY!

Vesalius stages a new scene in public dissection 228
years after Mondino’s first public human dissection and
51 years before the establishment of the first anatomy
theater at Padua University. He removes the surgeon
and the demonstrator from the play. (Action #7: The sur-
geon puts his tools in his pocket and moves behind the
audience, next to the demonstrator.) He puts the text
away as well and speaks spontaneously. (Action #8: The
professor descends from the rostrum and disappears
among the audience.) Only the ANATOMIST AND THE
CADAVER are left on the stage. The anatomist and the
body no longer have a displayed-demonstrator relation-
ship, which now assumes a performative state.

Hung from the ceiling with a rope around its back,
the cadaver stands erect and on the same plane as
Vesalius. (Action #9: The cadaver gets up and puts
the rope thrown from above around her back. The
ANATOMIST comes beside her and pokes around her
body with his fingers.) The fixed authority of the canon-
ical text is replaced by the anatomist, displaying a dy-
namic performance. His hands are in the cadaver. The
ANATOMIST AND CADAVER. The audience watches both
the anatomist and the cadaver. He himself has turned
into a visual element. And the cadaver standing in the
crowd disappears among the audience. (Action #10:
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performe eden hem de onunla performans sergileyen
bir ANATOMIST. Bu seferki merkez ne anatomistte ne de
kadavradadir, bu iki bedenin, yasayan beden ile 61U bede-
nin birbirine degdigi, karistigi, birbirinden ayirt edileme-
digi yerdedir.

Ayni yil, yani Osmanli'ya Sirvan'dan gelen bir dogu-
lu Semseddin-i itakinin Tesrih-i Ebdan ve Terciiman-i
Kibale-i Feylesufan adli kitabini yazmasindan yakla-
stk 89 yil dnce ve Mondino'nun Anathomia Corporis de
Humani adl kitabini yazmasindan 227 yil sonra Vesalius,
DE HUMANI CORPORIS FABRICA LIBRI SEPTEM adh ki-
tabini yayinlar: insan bedeninin yapisi {izerine yedi ki-
tap. Bunun da ilk modern anatomi kitabi oldugu séylenir.
Kitap, doganin bir tasarima gore yaratildigi anlayisin-
dan ilham alir. Bu distince en iyi Aristoteles'in teleolo-
jisinde vuku bulur. Teleoloji -yani dogadaki her seyin bir
amag, bir TELOS icin var olduguyla ilgili dislince- ana-
tomiye uygulandiginda bazen mimari bir metafor gi-
bi isler. S6yle der Vesalius, Fabrica’nin birinci cildinde:
“Evlerdeki duvarlar ve kolonlar, ¢gadirin direkleri, geminin
omurgasi ve kirigleri neyse, insanin yapisindaki kemikler
de odur. Bedenin bu parcalari diger her seyin altina yer-
leserek temelini olusturur. Kafatasi sicak bir evin catisi
gibidir...”

YEMEK MASASINDA ANATOMI

Vesalius okuyucularina yemek masasinda bir eklemi
keserken bile anatomi yapilabilecegini, bunun igin tetik-
te olmalari gerektigini salik verir ve soyle der: Yemekte
onliniize bir dana, bir kuzu, bir buzagi ya da geng bir
hayvan konuldugunda epifizin dogasini 6grenebilmeniz
mimkindir. Bir “femur”, “humerus”, “tibia", “radius”, “ul-
na" ya da benzer bir kemik etten ayrilarak ¢ikarilinca ve
parcalaninca adeta ondan bir kemigin daha ¢iktigini gé-
ririz. (Aksiyon #11: Anatomist, adi gegen kemikleri kur-
calar.) Buna epifiz denir ve bunu ancak geng hayvanlar-
da gozlemleyebiliriz.

The mumbling audience surround the cadaver. The
painters and sculptors are drawing the cadaver rapidly,
with great appetite.) Everyone in this room is a poten-
tial CADAVER. The decentralization of the scene leads to
the collapse of the narrative and dramatic system. The
boundaries between the cadaver (that is, the observed
thing) and the audience become blurry.

Why does the audience turn into a cadaver? Ac-
cording to Vesalius everyone in the room establishes his
own authority. Everyone observes for HIMSELF.

SUBJECT AND OBJECT

LIVING BODY - DEAD BODY

THEORY AND PRACTICE
The tension between theory and practice—that is be-
tween the professor and the surgeon—is eliminated.
ANDREAS VESALIUS is an ANATOMIST, who both per-
forms on the body and puts on a performance with it.
This time neither the anatomist nor the cadaver are at
the center; the focus is on the place where these two
bodies, the living body and the dead body, touch one an-
other, merge, and cannot be distinguished.

The same year, that is, approximately 89 years before
Semseddin-i itaki, an easterner coming to the Ottoman
Empire from Sirvan writes a book called Tesrih-i Ebdan
ve Terciiman-i Kibale-i Feylesufan (Dissection of bodies
and translation of the forefather of philosophers) and
227 years after Mondino writes Anathomia Corporis
de Humani, Vesalius publishes his book DE HUMANI
CORPORIS FABRICA LIBRI SEPTEM: On the fabric of the
human body in seven books. It is also said that this is the
first modern anatomy book. The book is inspired by the
notion that nature is created with a design. This idea is
best presented in Aristotle’s teleology. Teleology—the
doctrine holding that everything in nature exists for a
purpose, a TELOS (“ultimate end")—when applied to anat-
omy sometimes functions like an architectural metaphor.
In the first book of Fabrica, Vesalius writes, “For what
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Muhtemelen, Vesalius'un De Humani Corporis Fabri-
ca'sini Kutsal Roma imparatoru'na ithaf etmekten baska
sansi yoktu. Bu olaydan yaklasik 89 yil sonra Osmanli'da
Semseddin-i itaki de Tesrih-i Ebdan ve Terciiman-i
Kibale-i Feylesufan adli kitabini IV. Murad’a yazdi§i uzun
bir methiyeyle agacakti. Vesalius'un kitabindaki gizim-
lerin Titian'in bir 6grencisi tarafindan yapildigi iddia
edilir. Kitabi sana, sdhrete kavusturan da zaten bu c¢i-
zimlerin detaylihgr ve ¢izimlerdeki kadavralarin sanki
yaslyormuscgasina jestiiel bir havada kendilerini teghir
etmeleridir.

Bu kitabin insan derisiyle ciltlenmis bir kopyasinin
bugiin Brown Universitesi'nin kitaphginda bulundugu
soylenir. Kitabin yazilmasindan yaklagik 107 yil sonra
René Descartes o gline kadar okudugu tiim kitaplari yok
sayip “Supheliyim”, diyecekti.

(Aksiyon #12: Anatomist sahneyi terk eder. Kadavra
halati ¢ikarip seyircilerin arasina geger.)

(Anatomi Tiyatrolari)

Vesalius'un kiirsii sahibi oldugu Padua Universite-
si'nde onun 6liminden tam otuz yil sonra ilk anatomi
tiyatrosu kurulur. Seyircilerin tiyatronun ortasina yer-
lestirilmis diseksiyon sahnesini Ust galerilerden izledi-
gi anatomi tiyatrolarina davet edilen aristokratlar, ye-
ni sponsorlardir. Bu ritieli bir bilet karsihginda izleme-
ye gelen seyircilere yemek ikrami bile yapiimaktadir.
Sponsorlar arttikca kadavra bulmak kolaylagsmistir. 21.
ylizyll, BODYWORLDS, kadavra ayaginiza geldi, seyirlik
devam ediyor.

(Anatomi Cinayetleri)

Vesalius'un dlimiinden yaklasik bir asir sonra anato-
mi caligmalari canlilik kazanir. Matbaanin yayginlagmasi,
fikir aligverisini kolaylastirir. Ancak anatomi galismalari
yine de bedenin i¢ini insanin kendi gdziiyle gérmesini ge-
rektirmektedir. Bu aglik anatomi cinayetlerine yol agar.
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walls and beams provide in houses, poles in tents, and
keels and ribs in ships, the substance of bones provides
in the fabric of man. These parts of the body underneath
everything else supply the entire body with a kind of foun-
dation....[T]he head resembles the roof of a warm house..."

ANATOMY AT THE DINNER TABLE

Vesalius counsels his readers to be on the alert for
anatomy, which can be done even at the dinner table
when carving a joint: “It is possible to learn the nature
of such an epiphysis whenever part of a calf, kid, lamb,
or any young animal is put on the dinner table. When
a femur, humerus, tibia, radius, ulna, or similar bone
has been cleaned of other matter and handled a little
roughly, we see it as it were another bone that fall from
it.” (Action #11: The anatomist pokes around the said
bones.) “That is called the epiphysis, and we see it only
in younger animals.”

Vesalius probably did not have a choice but to dedi-
cate his De Humani Corporis Fabrica to the Holy Roman
Emperor. Approximately 89 years after this incident,
Semseddin-i Itaki, in the Ottoman Empire, would al-
so begin his book titled Tesrih-i Ebdan ve Terciiman-i
Kibale-i Feylesufan with a lengthy eulogy to IV. Murad. It
is said that the illustrations in Vesalius' book were done
by a pupil of Titan. After all, the elaborateness of these
drawings and the gestural manner in which the cadav-
ers in the drawings expose themselves as though they
are alive are what brings glory and fame to the book.

It is said that a copy of this book bound in hu-
man skin is in the library of Brown University today.
Approximately 107 years after the book was written,
René Descartes would disregard all the books he had
read to date, and say “I doubt.”

(Action #12: The anatomist leaves the stage. The
cadaver takes off the rope and disappears among the
audience.)
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Genellikle kimsesizler, bedenleri diseksiyonda kullanil-
mak Uzere cinayete kurban gider.

(Semseddin-i itaki)

(Aksiyon #13: Semseddin-i itaki bir sandalye cekip
masanin basina geger ve kitabina i¢i agilmis bedenler
gizer.)

Mondino de’ Luzzi'nin 6liminden 278 yil, Andreas
Vesalius'un dogumundan ise tam 90 yil sonra Tesrih-i
Ebdan ve Terciiman-i Kibale-i Feylesufan adli resimli
anatomi kitabinin yazari SEMSEDDIN-1 ITAKI'nin dogdu-
gu yer olan Sirvan'in, Osmanl Imparatorlugu sinirlari igi-
ne dahil edildigi bildirilir. Bu olay oldugunda yaklagik 34
yasinda oldugu tahmin edilen Semseddin-i itaki resimli
anatomi kitabinin girisinde Osmanli ve iran arasinda-
ki savasin yarattigi karisiklktan bahseder ve sdyle der:
“Tanri kelami (izerine, evimi barkimi terk ederek, gurbet
tozuna alin stirmek ve yeni bir iilkede kaderimi denemek
lizere gbge karar verip..."” Yolculugu Kontantiniyye'de
sonlanan Semseddin-i itaki'nin dostlari onu sadrazama
takdim eder ve 60 yasina geldiginde, yani Vesalius'un
Fabrica'yl yazdi§i yastan neredeyse iki kat daha yasliy-
ken, Ali ve ibrahim Efendilerin istegi iizerine TESRIH-I
EBDAN VE TERCUMAN-I KIBALE-I FEYLESUFAN adli ki-
tabini yazar. Semseddin-i itaki'nin, kitabinda kullandig
illistrasyonlari ondan yaklasik 89 yil 6nce yazilmis olan
Andreas Vesalius'un Fabrica'sindan kopya ettigi sdylenir.
0 halde hig diseksiyon yapmadan -Osmanli'da kati bir se-
kilde yasaklanmistir- kitabini yazan ve resimlerle destek-
leyen itaki de ayni Mondino gibi kendinden dnceki kitap-
lardan bilgileri derlemistir. Ondan 6nce ne varsa kano-
niktir, iktidari elestirilemezdir. Oysa René Descartes’in
suphelerle bogulmasina sadece bes yil kalmistir.

Kitabini 6nce peygambere, sonra da tipki Mondino
ve Vesalius gibi, devrin otoritesine methiyeler yazarak
baslatir. Bedeni kurcalamanin korkusuyla belki de...

(Aksiyon #14: Kadavra, Semseddin-i itaki'nin arka-

(Anatomy Theaters)

At the University of Padua, where Vesalius held the
chair of surgery and anatomy, the first anatomy theater
is founded exactly thirty years after his death. The new
sponsors are the aristocrats who are invited to the anat-
omy theaters. There, the audience watches the dissec-
tion scene set up at the center of the gallery from the
upper balconies. The audience purchasing tickets to
watch this ritual are even offered refreshments. As the
number of sponsors increased, it became easier to pro-
cure cadavers. Twenty-first century, BODYWORLDS, the
cadaver has come to your door, theatrics continue.

(Anatomy Murders)

Approximately a century after Vesalius' death, anat-
omy studies becomes more vibrant. The spread of print-
ing houses facilitates the exchange of ideas. However,
anatomy studies still requires the inside of the body to
be seen by the viewer’'s own eyes. This hunger leads to
anatomy murders. Usually bodies of the homeless and
forlorn fall victim to murders in order to be used in
dissections.

(Semseddin-i itaki)

(Action #13: Semseddin-i itaki pulls up a chair at the
head of the table and draws carved open bodies in his
book.)

Exactly ninety years after Andreas Vesalius' birth
and 278 years after Mondino de’ Luzzi's death, it is pro-
claimed that Sirvan, the birthplace of SEMSEDDIN-
ITAKI, the author of the illustrated anatomy book titled
Tesrih-i Ebdan ve Terciiman-i Kibale-i Feylesufan, is in-
cluded within the borders of the Ottoman Empire. In the
preface of his illustrated anatomy book, Semseddin-i
Itaki, who is thought to be around thirty-four years
old at the time of this incident, talks about the con-
fusion caused by the war between the Ottomans and
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sina gegip Tesrih-i Ebdan ve Terciiman-i1 Kibale-i Feyle-
sufan'dan bir béliim okur.)
Meni Bahsinin Tamamlanmasi

Bergamali Galen ve bazi doktorlardan naklolunmus-
tur ki, erkeklerin ve kadinlarin menilerinde, tasvir ve
tasavvur kuvveti vardir; fakat erkeklerin tasvir kuvveti
daha kuvvetlidir. Kadinlarin tasavvur kuvveti daha ¢ok-
tur. (...) Erkeklerin menileri olgunlagsmis ve yogundur...
Kadinlarin menileri soguk kandir. Hakiki meni erkekle-
rinkidir; maya bundadir. (...) ki meninin uyusmasindan
¢ocuk olur... Ruhun baslangici erkedin menisi ve vicu-
dun baslangici kadinin menisi olur.

(Aksiyon #15: Semseddin-i itaki, masadan kalkip res-
samlarin ve heykeltrasglarin arasina geger.)

Masaya yat.

(Sanatta boylu boyunca BEDEN: Estetik nesne)

Michel Foucault. 20. yiizyil. “Bedenin denetim altina
alinmasi ve beden bilinci, ancak bedenin iktidar tarafin-
dan ele gegirilmesiyle kazanilmistir: Jimnastik, askeri ta-
limler, kas gelistirme, ciplaklk, guzel bedenlere évgiler
dizllmesi... Tim bunlar, iktidarin saglikli bedenler (ize-
rinde, gocuklarin ya da askerlerin bedenleri Gizerinde yi-
rittigu araliksiz, inatgi ve titiz galisma sonucu, bireysel
bedenin arzulanir bulunmasini hedefleyen bir cizgi lize-
rinde yeralir.(...) iktidar bedenin icine sizmistir; bizzat be-
denin iginde saldirilara maruz kalir... Cinsel bedenin bas-
kaldirisi, bu sizma harekatina yonelik bir karsi saldiridir.
iktidar nasil karsilik verir buna?.. ‘Evet, soyun... ama be-
denin zayif, giizel ve kararmis olsun!’...” Michel Foucault.

Soru - 1: Asagidaki gorsellerde bulunan bedenleri
tespit ediniz. Bu bir soru degil!
Erkek sanatgilar! Konu: NU

Soru - 2: Asagidaki sanatgilarin bedenlerini tespit
ediniz. Bu bir soru degil.

ing the Body
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Iran, and says: “Upon God’'s word, I left my home and
land, deciding to migrate to brush my head against the
dust of foreign lands and try my destiny in a new coun-
try..." Friends of Semseddin-i itaki, whose journey ends
in Constantinople, present him to the grand vizier, and
when he turns sixty—that is when he is approximately
thirty years older than Vesalius when the latter wrote
Fabrica—he writes the book titled TESRIH-I EBDAN
VE TERCUMAN-I KIBALE-I FEYLESUFAN at the request
of Ali and ibrahim Effendis. It is said that Semseddin-i
itaki copied the illustrations he used in his book from
Andreas \Vesalius' Fabrica, written approximately
eighty-nine years earlier. In this case, Itaki, who wrote
his book and supplemented it with illustrations with-
out performing any dissection—strictly banned in the
Ottoman Empire—also compiled the information from
earlier books just like Mondino. Whatever there is that
predates him is canonical; its authority is incontest-
able. However, there is approximately five years left until
René Descartes drowns in doubt.

He begins his book with eulogies first to the prophet
then the authority of the era, like Mondino and Vesalius.
Perhaps with fear of meddling with the body...

(Action #14: The cadaver moves behind Semseddin-i
itaki and reads a passage from Tesrih-i Ebdan ve
Terciiman-i Kibale-i Feylesufan.)

Concluding the Subject of Semen

It has been conveyed by Galen of Pergamon and cer-
tain doctors that the semen of men and women hold the
power of description and imagination; however, men’s
power of description is stronger. Women have more
power of imagination...Men's semen is matured and in-
tense...Women's semen is cold blood. The genuine se-
men is the men’s; this one holds the yeast...Child is con-
ceived from the consonance of the two semen...Man’s
semen is the beginning of the spirit and woman’s semen
is the beginning of the body.
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Beden iktidar estetik iliskisini elestiren isleriyle gln-
cel sanatin kadin sanatgilari: Konu: BEDEN

Gorsel #1: bkz. Cindy Sherman, Untitled #258, 1992,

Gorsel #2: bkz. Louise Bourgeois, Seven in Bed, 2001,

Gorsel #3: bkz. Kiki Smith, Hard Soft Bodies, 1992.

DIKKAT! DIKKAT! Bu bilgileri adi gegen kitaplardan ve-
ya onlar hakkinda yazilmis yorumlardan ve kullanicila-
rin degistirmesine agik internet sitelerinden derledim.
Ancak dogruluklari hakkinda en az Descartes kadar
stpheliyim.

(Action #15: Semseddin-i itaki gets off the table and
joins the painters and sculptors.)
Lay on the table.

(BODY in art at full length: Aesthetic object)

Michel Foucault. Twentieth century. *“..Mastery
and awareness of one's own body can be acquired on-
ly through the effect of an investment of power in the
body: gymnastics, exercises, muscle building, nudism,
glorification of the body beautiful...All of this belongs
to the pathway leading to the desire of one’s own body,
by way of the insistent, persistent, meticulous work of
power on the bodies of children or soldiers, the healthy
bodies....Power, after investing itself in the body, finds
itself exposed to a counterattack in that same body....
The revolt of the sexual body is the reverse effect of
this encroachment. What is the response on the side
of power?../Get undressed—but be slim, good-looking,
tanned!..." Michel Foucault.

Question 1: Detect the bodies in the images below.
This is not a question!
Male artists! Subject: Nude

Question 2: Detect the bodies of the artists below.
This is not a question.

Women artists of contemporary art with their works
critiquing the relation of body, power, and aesthetics:

Subject: BODY

Image #1: see Cindy Sherman, Untitled #258, 1992,

Image #2: see Louise Bourgeois, Seven in Bed, 2001,

Image #3: see Kiki Smith, Hard Soft Bodies, 1992.

CAUTION! CAUTION! I compiled this information from
the aforementioned books or commentaries on these
books and websites open to user modifications. Yet as
to their accuracy, I'm at least as doubtful as Descartes.
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HAKAN KOKCU

Ilenc, Olgiin Agac ve Tekvin Merasimi

gok glirledi,

yer yarildi

bir lanet

ve saka kuslari
havalandi goge /

kimi kalakaldi
kimi eridi

betonlar sag /
beserler ruh /

bir tufan vurdu

acisi buyik nesli son bahgeye
31 mayis gecesi

baharin son alacasinda
Gezi'ye //

Agaglar can buldu

agaclar kanat

kimi dallarina tutunup erdi gége
kimi kdklerine dolandi

ve sadece bir agac kaldi alemde
tanrininilencine baskaldirdi

ve su lzerinde akar gibi

akt

geziden tophaneye

lanetlendi alem
bir tufan mi demeli
bir yangin mi
kimse bilemez...

diinyada kalmadi beser
sadece betonlar

ve sessizligi yalnizligin

bir agac iste

adi HERM

kaydi yokustan, denize dogru
ve kaybetti yolunu

belkiilahi

belki tesaddfi

kimse bilemez //

agag eskilerden bir binaya sapti
Galata Rum Okuluna

striindi merdivenlerde

ve tirmandi

mekanin merkezine yerlesti
bedenini yitirmis ruhlar

geriye kalan beton yiginlari

ve bir ajag

her sey boyle bagladi //

Butin agaclar yok olsun emrine
karsi ¢cikinca Herm

6zgurluglne 6zgurlik katti, blyutta
kendini kendi rahminde

mekanin ortasinda itaatsizlik
mavrasi buyurunca dallari

dogurdu beni

Benim adim Hubris ve ben

Herm'in itaatsizliginin vicut
bulmus haliyim

ruhlar dolanirken alemi
kimsesizligimden korktum
Ata Herm saklamak igin beni
uzatti elini ve dogurdu
disi haliyle kamuflaj tanrisi Kamuj'u //

KAMUJ - saklaniyorum, gizli ve gizemli
yok ederken var ediyorum

hubris'in etekleri ve dallari Herm'in
varim

Ve sirlar tasmasin mekandan
ruhlar ermesin tamamina

bizi izlesin biri var etsin

Herm Kamuj ile birlesip,

Var etti kor ressam tanrica Lin'i
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LIN - Gérmiiyorum ama varim
cizerken mekanin kuytularini

kagida dokunuyorum

gozlerim sukir olsun Herm'in sunagina

Atese dustu Lin

glin dondii arar oldu gozlerini

ve blyittl kizginligini
kizginhgindan peydah etti Rafe'yi

RAFE - Lin aldi beni ve koydu rahmine
kendi kendine dogurdu
ve s0z{im olsun gézlerim onundur

Kendi kendine ve kendince dogurunca

Lin Rafe'yi itaatsiz Herm sinirlendi

ve disil formda RAfe ile birlesip
dogurdu Kanun tanrisi Rul'u

RUL- Elimde kelimeler ve riiyalar
kimliksiz ve devsirme

buyrun ve alin elinize

kanunlarin tatl ve hiilya

ve soluk kalabaliklagt mekanin iginde
carpismaya basladi havada
carpisan soluklardan dért

kadin whe perisi dogdu

Whe Perileri - Kahkaha atarak
mekanin iginde kogsmaya baslarlar.

Herm'in kékleri yere surttikce
kivilcimlar ¢ikti

ve kivilcimlardan onarim
tanrisi Pete Dogdu

Pete - koklerinden bir dal koparttim
ve gizmeye bagladim Herm'i

ve bir giin biterse

tamam olacakti her sey

ve tamam olacaktim ben

Ruhlar dolanmaya basladikga mekanda
ve iletisime gegince beserlerle

Rul ile Herm birlesip

sinir Tanrigasi Eni'yi getirdi diinyaya.

Ayrilinca beserler ile ruhlarin diinyalari
ortaya ¢ikan fark hubris'in

kelimelerine diistl
Kelimeler ile birlesen Eni

dogurdu ITASLARI

petenin Herm'i gizerken ¢ikardigi sanci

ve Eni'nin kapisinda biriken kederin
birlesiminden dogdu Pine

dolasti durdu mekanin iginde,

dindirmek igin acilari dokundu /

Birikmeye basladi Pine’nin
etekleri altinda Stiphe
ve doguverdi ECE
her yeni siiphe dontsti kelimeye
ve dlistli ece'nin tahtasina
Ve ece ¢are aramaya bagladi derdine

Herm'e sorulunca varolusun asamalari
ve her seyin basladigi yer

Herm Pete ile birlesip

getirdi Mimleri diinyaya
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tamamlamaya basladi pete

ve ¢izdi rafe’'nin elinden tutup Lin
sinirda bekledi Eni

ve mimler boyaya bulandi

iki bikliim ve ters L harfiydi
itaslar

dans dans whe perileri

bitiin varolusu

ve yeniden dogusu
yazdim

Hubris YAzdi

hikayenin arasina satirlarin
arasina ufledim

ufledi

ve dedik

Inanmak istiyoruz

ve dogdu arzulardan inang tanrisi
UGE

ve blyltti omzunda goz bagcisini
AYe gozii de kulagi da oldu UGe'nin

ve her sey boyle basladi.
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Anathema, Jaded Tree
and Genesis Ceremony

thunder roared,
earth cracked
acurse

and goldfinches
soared to the sky /

some stood aghast
some melted away
concretes are alive /
humans are phantom /

a deluge struck

the endangered and deeply
anguished garden

on the night of may 31st

in the last twilight of spring

a deluge struck Gezi //

Trees found life
trees found wings
some clung to their branches
and grasped the sky
some entwined their roots
and only one tree was left in the realm
it rose against the anathema of god
and as if gliding on water
it flew
from gezi to tophane

cursed was the realm
what to call it a deluge
orafire

no one knows...

no humans left on earth

only the concrete

and the silence of loneliness

there a tree

its name HERM

it slid down the slope, toward the sea
and lost its way

perhaps sacramental

maybe coincidental

no one knows //

the tree veered to a building
of days bygone
to the Galata Greek School
it crawled along the stairs
and climbed
settled in the heart of the place
spirits of bodies lost
remnant heaps of concrete
and one tree
that's how everything started //

When Herm defied the order all
trees be demolished

he nourished his freedom with
more freedom, nurtured
itself in its own womb

in the middle of the place when
its branches commanded
spree of disobedience

it gave birth to me

My name is Hubris and I

am Herm's disobedience incarnate

as spirits wandered the realm

i feared my forlornness

To hide me Sire Herm reached
out and gave birth to

Kamuj the god of camouflage
in its female form //

KAMUJ—i hide, mystic and mysterious
i beget while i annihilate

hubris’ skirts and branches of Herm

i exist

and let not secrets spill over the place

spirits reach not fruition

someone watch us call us into being

Herm united with Kamuj,

and brought into being the blind
painter goddess Lin

LIN—i do not see but I exist

as I draw the nooks of the place

i touch the paper

my eyes, praise be to Herm'’s altar

Lin fell into the fire
a day anew she came to
yearn for her eyes
and her anger she nurtured
out of her anger she begot Rafe

RAFE—Lin took me and put

me in her womb
she gave birth to me on her own
and upon my word my eyes are hers



When Lin on her own and in
her own way borne
Rafe Disobedient Herm was enraged
and uniting with RAfe in the female
form gave birth to Rul god of Law

RUL—words and dreams in my hand
without identity and gathered

from here and there
welcome and take in your hand
laws sweet and reverie

and breath got crowded in the space

began clashingin the air

from the clashing breaths four women
the whe fairies were born

Whe Fairies—Begin to run around
the space laughing.

Herm's roots sparked as they
chafed the ground

and from the sparks reparation
god Pete was Born

Pete—i plucked a branch from its roots
and began to draw Herm

and if it was to be completed one day
complete would be everything

and complete would be i

Anathema, Jaded Tree and Genesis Ceremony

As spirits began to roam the place
and communicated with the humans
Rul and Herm united
and brought into the world

border Goddess Eni.

When the worlds of the humans
and spirits separated

the emerging difference fell
to hubris’ words

Eni uniting with words gave
birth to ITASES

From the pain pete emitted
as he drew Herm
united with the anguish piling up
at Eni's door was born PIne
she went round and round the place,
touched to soothe the pains/

Under Pine’s skirts began
to pile up Doubt

and born suddenly was ECE

each new doubt turned to word
and fell to ece’s board

And ece began to seek remedy
for his troubles

When Herm was asked the
stages of existence

and where it all started

Herm united with Pete

and brought into the world Mims

HAKAN KOKCU

pete began to complete

and holding rafe’'s hand Lin drew

Eni waited at the border

and mims got daubed in paint

the bent double and inverted
letter L were

the itases

dance dance whe fairies

the entirety of existence
and rebirth

Iwrote

Hubris WRote

I blew between the story
between the lines

blew

and we said

We want to believe
and born from desires was
the god of faith
UGE
And nurtured on his shoulder
the illusionist
AYe became the eye and the ear of UGe

And everything started thus and so.

il
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Izleyici Listesi
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ORTAK EYLEM AYGITI: Bir ETUT ¢alismasinin
toplantilarina katiimaya basladigimda, fikirler ve
projeler birlikte tartisilarak gelistiriliyordu. Bu sayede
her birey AyGiT'ta yapacagi performansla ilgili
digerleriyle iletisim kurup isbirligi yapabiliyordu.
Avacit'taki kendi projemi segerken mekanin

yapisi ve seyircilerin konumu nedeniyle “gérmek”,
“g6z" ve “bakis agisi” kavramlarina yogunlagsmaya
karar verdim. Bu ayni zamanda gegtigimiz yaz
gerceklesen Gezi direnisiyle de bir baglanti kurmami
sagliyordu. Projeyi kurgularken Gezi direnisi siiresince
yasadigimiz gibi, kaydedilen gériintiler yoluyla olaylari
tekrar deneyimlemeyi AyciT mekanina uyarlamaya
ve Bienal izleyicisini Gezi direnisinde miidahil
izleyiciye donlstirmeye calistim. Béylece sanat
izleyicisini olayin igine ve ortasina gekerek, izleyeni

ve midabhil olani ayni anda deneyimlemek istedim.

Bu baglamda éncelikle AyGiT ¢alisirken

bazi gérintiler kaydettim. Bunlarin tamaminda “Point
of View" (PoW) yani “bagka bir kiginin gozlerinden
gormek’ ydontemini belirli bir yapiiginde kullandim.
Yarattigim farkli izleyici karakterlerinin kendi bakis
acllariyla ve deneyimleme yoéntemleriyle AygiT'in

FERIT KATIPOGLU

icinde ilerledigini, AyGIT'I gdzlemledigini distinerek
cekimler yaptim. Gezi sirasinda benzer bir yolla
Uretilmis gorintileri, AyciT'taki cekimlerimin yanina
ekleyerek “direnisci - izleyici” deneyimini olusturmaya
calistim. Bu géruntiiler tavandan izlenebilecek sekilde
AYGIT mekaninda projeksiyon cihaziyla yansitildi.

Bu ¢alismadaki 6nemli kazanimlardan birinin,
AvaIT'taki performanslarin birbiriyle kurdugu iliskiyle
bireylerin Bienal boyunca gésterdigi degisim olduguna
inaniyorum. Birgok diisiince ve proje siireg iginde
dénlisime ugradi, bazen basladigi noktadan bambagka
bir yere vardi. Bense projem esnasinda kullandigim
bakis acilarini Ayt igindeki diger yapilara gore
konumlandirdim ve bu sayede daha evvel gérilmemis
bazi noktalarin ortaya ¢ikmasina araci oldum.




When I started attending the meetings of
Co-ACTION DEVICE: A STUDY, ideas and projects
were being discussed and developed together.
Thus, each individual was able to communicate

and collaborate with others regarding the
performance they would do in the DEVICE.

As I chose my project in the DEVICE, due to
the structure of the space and positioning of the
audience, I decided to focus on concepts of “seeing,”

“the eye,” and “point of view.” This also allowed me to
make a connection with the Gezi uprising that took
place this past summer. As I designed the project,

I adapted the re-experiencing of events through

the recorded footage as we did during the Gezi
resistance to the DEVICE space and transformed
the Biennial audience into an audience engaged in
the Gezi resistance. Thus drawing the art audience
into and amidst the event, I wanted to experience the
viewer and the active participant simultaneously.

In this context I first recorded some images as
the DEVICE was working. In all of these I used the
method of point of view (PoW), that is “seeing from
the eyes of another,” within a certain structure.
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I shot the footage bearing in mind that the various
audience characters I created will move within the
DEVICE, observe the DEVICE from their own points
of view and with their own methods of experiencing.
By combining my footage at the DEVICE with images
produced in a similar manner during the Gezi, I tried
to form a protestor-viewer experience. These images
were projected on the ceiling at the DEVICE space.

I believe one of the significant outcomes of
this work was the change in individuals during the
Biennial through the relationships that the perfor-
mances in the DEVICE formed with one another.
Many ideas and projects transformed during the
process and sometimes ended up in an entirely
different place than their initial starting point. As
for me, I positioned the points of view I used during
my project according to other structures in the
DEVICE and was thus able to act as an intermedi-
ary to reveal some previously unnoticed points.







Beckett'la
Kose Kapmaca

Puss in the
Corner with
Beckett

*  Samuel Beckett,

Quad ve Diger Televizyon Oyunlart |
Quad and Other Television Plays

SEGIL DEMIRCAN

Samuel Beckett'in televizyon igin hazirladigi
oyunlari AyGIT'taki mekanla ve ortak
eylemlerle incelenmektedir.

Etitler sonlanmamistir ve degisken calismalardir.

Quad
Dért oyuncu, 1sik ve vurmali galgr igin oyun.
Alan: Kare. Bir kenarin uzunlugu: 6 adim.*

Etiit1 - Quad

Dort oyuncu, bir yazar, bir anlatici,
1sik ve vurmali ¢algr igin oyun.
Oyuncularin her biri kendi belirli
gliizergahinda ilerleyerek verili alani arginlar.

Alan: Geometrik bir sekil.

Mimkiin dort solo’nun tamami bitirilip tiketilir.
Mumkun alti diiet'in tamami bitirilip tiketilir.

Mimkiin dért trio’'nun tamami bitirilip tiketilir.
Mimkin bir kuartet'in tamamu bitirilip tiketilir.

Muzik
Her oyuncunun belirli bir sesi vardir. Girisiyle calmaya
baglar, arsinlarken devam eder, ¢gikisiyla kesilir.

Miimkiin olan tim ses kombinasyonlari bitirilip tiiketilir.

Tim kombinasyonlarda ses arada kesilerek ayak
seslerinin tek basina duyulmasi saglanir.

Ayak Sesleri
Her oyuncunun belirli bir ayak sesi vardir.

Kostimler
Kiyafetler serbesttir.

7

Samuel Beckett's television plays are explored within
the space in the DEVICE and in collective actions.
The études are not finalized and are evolving works.

Quad
A piece for four players, light, and percussions.
Area: square. Length of side: 6 paces.”

Etude - Quad

A piece for four players: a writer, a
narrator, light, and percussions.

The players pace the given area, each
following his particular course.

Area: A geometric shape.

Four possible solos all given.
Six possible duos all given.
Four possible trios all given.
One possible quartet all given.

Music

Each player has his particular percussion, to
sound when he enters, continue while
he paces, cease when he exits.

All possible percussion combinations given.

Percussions intermittent in all combinations to
allow footsteps alone to be heard at intervals.

Footsteps
Each player has his particular sound.

Costumes
Costumes are optional.
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Bir A noktasinailerler.

iki B noktasina ilerler.

Ug C noktasinailerler.

Dort D noktasinailerler.

Bir A noktasindan B noktasinailerler.
iki B noktasindan C noktasinailerler.
UG C NOKEAS....ooecveecverereeeieeris
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One moves to point A.

Two moves to point B.

Three moves to point C.

Four moves to point D.

One moves from point A to point B.
Two moves from point B to point C.
Three moves from point C.............

.“l‘ﬂ__!‘t m & noktasladan d nokt sine 1 ._.- :
| bir sumare o noktasina Llerlex//////IIHIIIIII




Performans sirasinda yazarin yazdiklari. | What the writer wrote during the performance.

Beckett'la Kdse Kapmaca | Puss in the Corner with Beckett

Etiit 2 - Hayalet Ucliisii

Knmimi,

SECIL DEMIRCAN

Etude 2 - Ghost Trio

Toz! | Dust!
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Etiit 3 - ... sadece bulutlar...* Etude 3 - ...but the clouds...*

Artik hazirlayacagim ruhumu
Seckin bir okulda

Okumaya zorlayarak onu
Bedeni yipranincaya,

Kani yavagga kuruyup

Ofkeyle sagmalayincaya,
Yorulup bitkinlesinceye

Ya da daha kotii ne varsa
Basina gelinceye degin -
Dostlarin dliip gitmesi,

Isiyan her géziin sénmesi -
Ufuk karardiginda

Sadece gokteki bulutlari andiran
Ya da bir kugun uykulu éttsini
Giderek koyulagan goélgeler gibi.

*  Eserinbaghg ... sadece

bulutlar... William Butler
Yeats’in uzun siiri “Kule”nin
(1926) son kitasina, 6zellikle son
yedi misraya génderme yapar;
Beckett burada son dort misray1
alintilamstir. (ingilizceden
¢eviren: Cevat Capan)

Now shall I make my soul,
Compelling it to study

In alearned school

Till the wreck of body,

Slow decay of blood,

Testy delirium

Or dull decrepitude,

Or what worse evil come—
The death of friends, or death
Of every brilliant eye

That made a catch in the breath—
Seem but the clouds of the sky
When the horizon fades;

Or a bird's sleepy cry

Among the deepening shades.

*  The title of the work
...but the clouds... makes
reference to the last verse of
William Butler Yeats’s long
poem “The Tower” (1926),
especially to the last seven
lines. In the play Beckett
quotes the last four lines.
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Hukuk-u Hayal
Performatif
Sunum Metni

SAFAK GATALBAS - PINAR BAHTIYAROGLU

Performans: Safak Catalbas, Ali Sahan
Kuru, Sirma Oztas (Secil Demircan, Nazl
Bulum, Ridvan Erdem Kaynarca ve ORTAK
EYLEM AYGITI KOROSU ile birlikte)

Anlatici, asagidaki metni sahnede okuyarak oynar.
Duydudu ilk Latince sozciikleri (“Leges Duodecim
Tabularum”) takiben devreye giren cevirmen, kendi
uydurdugu fakat kulaga Latince gibi gelen bir dilde
dogaclayarak metne eslik eder; onu bu uydurma dile
tercime eder. GCevirmenin varligi ve spontane katkisi,
6nceden yazilmis sunum metnine eklemlenen absiird bir
katman olarak kendi basina bir performansa dondigir.

Ser'i hukuk, beseri hukuk, hukuk-u hayal
Madde 62, 5. bent, 1. fikra
Kanun Sistematiginde Madde

Tim sehir uykudayken,
Sismanlar masa basinda,
Tembeller ay 1s1§inda,
Hatiri sayilir bir barinakta
Evli fareleri denetlerken,
Nisanllik yasalari uyarinca,
Hikimsuz kurullarla
izinsiz toplantilar yaparken

Nerden ¢ikti bu maddeler, madde ile
bellegin dogasi bu kadar farklyken?

Evvel zaman iginde, yaziya gegirilmeleriyle birlikte,
kanunlar degisime ugramaya basladi. S6zIi gelenekte
oncelikle ezberlenmesi kolay olsun diye kafiyeli,

basit ve siirsel olan kanunlar, yaziya dékuldikten
sonra karmasiklasti. Cimleler uzadi ve edilgenles-

ti. Bir cimlenin igine ¢ok sayida yan ctiimle eklendi.

Metinler giderek daha soyut hale geldi. Ayrintilar
cogaldikca daha genel, kapsayici bir dil benimsendi.
Ornegin bir insani bigakla, tabancayla, bogarak
veya asiri dozda ilag vererek dldirmek fiillerinin
tiimii tek bir maddede kapsanir: Oldiirme.

Kasten Oldirme

Madde 82.- (1) Kasten 6ldiirme sugunun;

a) Tasarlayarak

b) Canavarca hisle veya eziyet gektirerek,

¢) Yangin, su baskini, tahrip, batirma veya
bombalama ya da niikleer, biyolojik veya
kimyasal silah kullanmak suretiyle,

d) Ustsoy veya altsoydan birine ya da
es veya kardese karsi,

e) Cocugaya da beden veya ruh bakimindan kendisini
savunamayacak durumda bulunan kisiye karsi,

f) Gebe oldugu bilinen kadina karsl,

g) Kisinin yerine getirdigi kamu gorevi nedeniyle,

h) Bir sugu gizlemek, delillerini ortadan
kaldirmak veya islenmesini kolaylastir-
mak ya da yakalanmamak amaciyla,

i) (EK:29/6/2005 - 5377/9 md.) Bir sugu is-
leyememekten dolayl duydugu infialle,

j) Kan gitme saikiyle,

k) Tore saikiyle,
Islenmesi halinde, kisi agirlastiriimis
miebbet hapis cezasi ile cezalandirihr.

Hukuk kurallarinin yaziya gegirilmesi halkin seffaflik
talebiyle oldu. Roma Imparatorlugu dénemine ait

ilk yazili kanunlar olan 12 Levha Kanunlari (“Leges
Duodecim Tabularum”, M.0. 451-449), Roma halkinin
(pleb) hukuka erigim talebi sonucunda hazirlanmistir.

- Sumumi u sumumi del manta. Sumum cus sum mai
danka. Sum pukika. Saylent les intoraryum sivis pakem
pare moskito. Summitu sun carianta - sie sie paradita.
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Oncesinde Roma halki, soylular (patrici) tarafindan sir
gibi saklanan 6rf ve adet kurallarina gore yonetilmek-
teydi. Halk, bu kurallari 6grenmek i¢in toplumda bilgili
kabul edilen ve cani isterse agiklamada bulunan kisilere
basvurmaktaydi. Ayrica bu kisiler yaptiklari agiklamalar
konusunda yetkili veya sorumlu da degillerdi. Sonunda
halk, keyfi uygulamalara son vermek amaciyla yazili
olmayan esnek orf ve adet kurallarinin herkesin ulasa-
bilecegi yazili bir sisteme donistirilmesini talep etti.
- Sapia dominus arthur. Dominus sapitabeleus.
Fakat zaman icinde bu seffaflik talebiyle ¢elisir

sekilde yaziya dékilen hukuk dili karmasik-

lagmaya ve seffafligini yitirmeye baslad.

- Sapia meskotanta. Kaos strade.

Peki neden - neden?

- So homi insekale?

- Kim bilir?.. Hava atmak, iktidar saglamak, gizli bilgiyi
elinde tutmak, insanlari kendine bagimli kilmak gibi...
- Radiks malaryum eskapilas. Eskapitas

malaryum la barbare...

- Himmm, bunlar bana insani zaaflar gibi geldi.

- Kue kapito non se te tio.

- Kanunlar insan mi acaba?

- Kuepta latina ditto homina huminis homini girtlak?
- Heniiz bilinmiyor ama arastiriliyor. Bazi

geceler gokylziinde parlayarak hareket

ettiklerini gérenler varmis, diyorlar.

- Kuyido huyimon petta, astra.

- Ben bilmem, neme lazim, sahit yazarlar.

- Kuali zartifos, ta reo, no ma pare!

... Oyleyse bu iki kisiyi sahitlerin huzurunda

kari koca ilan ediyorum.

- Nimu varitti prodram, la va bandi, la me huerte.
Gelini 6pebilirsin.

- Kue sarte, puero.

Demek ki; gelini 6Gpme ihtiyaci ortaya

cikinca bir hak talebi oldu.

- Neo bisita neo bici tamba onli bit quaste.

Bu hak talebi kanunlarla diizenlendi ve bir yuva kuruldu.
- Luptes piribus, quare, home. Home totalli.
Oyle mi oldu? Bakalim...

- Homo... Homo quik...

Bir iliskinin anatomisi:

Ihtiyaclar - haklar - kanunlar

- Homo su human naniante aliante

punto - punto della tempra

ihtiyaclar - kanunlar - haklar

- Lestudo el humus loreyne il vertel macistreto
Haklar - ihtiyaclar - kanunlar

- Luptus tribus la viba obvimus

Haklar - kanunlar - ihtiyaclar

- Hora figistlet homi humuni lupus

Kanunlar - ihtiyaglar - haklar

- Lupus hummuni mumo

Kanunlar - haklar - ihtiyaglar

- Humusi humadi mila aliyenti punto
Kombinasyon

- Luptu minibus lirayi tribus e lustiya

omnibus homo homini lupus

insan ihtiyaclari tek tek bireylerin (ve genel olarak
ihtiyaglar da her tiir canlinin) iginde yer alirken,
- Homo su limani min il manti,

insan haklari, bu bireylerin arasinda yer alr.

- Luptis viribus humuni trubus.

Aramizda

sira sira

haklar var

bazen bizi ayiran

ya da yakinlastiran

hatta yapistiran

an be an

Talan!

Anglo-Sakson hukukunda vak'alar esas aliniyor,
hakim daha 6nceki benzer vak'alardaki verilen

hikiimlere bakiyor. Su meshur “Loving Law" vak'asina
bakalim: Mildred Loving, siyah kadin; Richard Loving,
beyaz erkek. Y1l 1967. Yer Virginia. Askin kanunu
yeniden yazildi. Amerika ayaga kalkti. En az iki kisi.
Hak talebi icin en az iki kisi gerekiyor. Kalplerde
1sinan ortak ihtiyaclar hak talebiyle pisince, kanun
nezdinde servis ediliyor. Uzun bir miicadelenin
sonunda, irklar arasi evliligi yasaklayan kanun
Amerikan yiiksek mahkemesince gegersiz kiliniyor.

- Duralez lets sex, do senta distur, do sente dustur
skribente cogito. Desiperi um cestrum gestribum.
il gestriuim de juri, de facto. De facto, occupy.

Sozle eylem bir olunca, s6ziim kanun olunca, samanlik
seyran oluyor. Séyliyorum, dyleyse eyliyorum. Austin'e
selam ediyor, hepinizi kari koca ilan ediyorum.

- Se sentre le rejim iniyotis kasap ipse ipse

les repetita klasse irresete nor no narbeila,
kesanta torto le ges masita barbarian.

Norm ne demektir?

- Bi subeta presa norm?

Normal nedir?

- Bis repetite klase bis repeta “la normal”?

Normlar statik midir, dinamik midir?

- Simus ea statik, simus ea dinamik?

Normlar stirekli degisiyorsa normal sabit kalabilir mi?
- Siges lege interalma interalmale

siges pacen provakemistiker?

Normlar degisebilir.

- Simo suis, in inkrebende.

Normatif eylemler vardir.

- Simus e sim kuade normale.

Bunlar norm olmak zorunda degil.

- Sim sirius sima injuria - sim puika.

Normal ve anormal olarak tanimlanmazlar.

- Sivis pacen parabinnup.

Bir érnek:

- Sis pacye:
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Philadelphia'da bisiklet yolu i¢in kullanilan isaret
eskiden bu sekildeyken (Sekil 1A) yeni sekilde bisikletci
kask giyiyor (Sekil 1B). Bu ekleme, normatif bir eylem:
Bisikletcgilerin kask giymesi gerektigini 6neriyor.
Kask giymek norm haline gelebilir veya gelmeyebilir
ve kesinlikle normal veya anormal olarak da nite-
lendirilemez. Ancak her sekilde kask giymek tesvik
edilerek normatif bir eylemde bulunulmaktadir.

- Diem perdide dies erdid i diyes semper irade,
vittirius e quas, vi quas a dixi, disketti disco.
Scrabenti cogito. Cogito, cogito el bossum.
Normatif bir eylemde bulunulmaktadir.

- Doktus kon libro, domestus vi.

Bir eylemde bulunulmaktadir.

- Doktus vubius, doktum libro, ilberati libre librimo.
Eylemde bulunulmaktadir.

- Dies libro deguel la si sental.

Bulun-ul-maktadir.

- Vittirius.

- Niye béyle pasif konusuyorsun?

- Ive koras kua temporaryos?

- Glnku kanunlar boyle konusuyor.

- Ozne nerede?

- Biks, co sinto?

- Ozne yiirirliikte, gelecek.

- Do sento kon libru.

Bugtin norm alicilar devletlerdir, norm gdnderici ise bir
devletler toplulugu ya da érgitlenmesi, yani evrensel
insan haklariicin biraraya gelen Birlesmis Milletler
Genel Kuruludur; norm nesnesi de tek tek bireylerdir.
- Draku komnients, nante tragablus,

trablus do cento libido domini.

... Bir hayvan, agagc, gok cismi ya da yapi koétilik
kaynagi olabilir; ama norm génderici ve/

veya norm alici olamaz. Ya da modernligin

kurallari geregince biz dyle var sayiyoruz.

- Erare humani eprense e perseviye dia

de kul. El die di kul, kuetempre filaro del
tempre o das humanas mendas.

(burada hayvan, agag, nesneler kullanilabilir)
- El frutto, el hu, cogne satur, emim

tablus, cigarre, mondi...

Kim bu TUZEL KiSi?

- Ecco hommo?

Gercekte olmasa bile en azindan teoride tiizel kisi,
ilgili normlari iki bicimde alabilen bir faildir.

- Ex abstrato, abstratos quan videli.

KORO:

Failatan / Failin /

Mefailtin / FeGlin!

Tuzel kisi 1:

- [li tebum prince:

- Latfen kisisel almayalim...

- [l fakito ilemi piers...

Tuzel kisi 2:

-il dento ibse i dente:

- Hih, muhatabim degilsin.

- e gus tedelse que, ade!

- A. Tuzel kisilik

- Bikura opus.

- A-aaa! Tuzel kisilik

- Bikorun quartos.

Madde 50. -

- Fraktatum les melli.

Tizel kisinin iradesi, organlari araciligiyla agiklanir.
- Ortis et lieber, diagonal, de dalak.
Organlar, hukuki igslemleri ve diger butiin
fiilleriyle tlzel kisiyi bor¢ altina sokarlar.

- Homosu humano mimenti alimenta

puku, puku bonus tadiki, la visa.

Organlar, kusurlarindan dolayi ayrica

kisisel olarak sorumludurlar.

- Ibide minez, enis hominu, iris noche.

...ve bagirsaklari bozulan tuzel kisi, aceleyle odadan ¢ikar.
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- In medio stap briitiis, ol partibus, partibu

slibus, konsettu solicis, tibi tibi turbo.

Kesik kesik, 10 nefes.

- In vino, vitru viva, intro viva, de isto, de isto, de histo.
Fail merkezli bakis acisi bu hukuk paradigmasi

icinde birgok yerde meydana gikar.

-iros so soleil froid de best, ire et dona best.
Birincisi, temel birim faildir'.

- Aytego artini, dela batto.

ikincisi, hukuki bakis agisi “kétilikle basa ¢ikma
yollar1” bashgi altinda (i¢ ydntem kullanmaya ¢ahsir:

- Luvari in verbe magistruano, verteko, vertemuti:
1. Failleri iyi kilma

- Iriverte traleybus

2. Failleri zayif kilma

- Jivestati kamso veylo, macente

3. Failleri pasif kilma

- Maglevenu genelo simto itur, astragata ittur
KORO:

Cezalandirma!

Cezalandirma!

Cennet ve Cehennem

Odiil ve Ceza

Somut failler

- Maraganu, malum 6vgii, malamanus, malum yergi
Hukuk sistemi normlarla ilgisi olmayan

durumlar karsisinda kendini savunur.

- Makte o amito cenerasum quer sikritum.
Sikritum non linere rebetika.

Hukuk sistemi, hukuk istemiyle kendini yeniden bulur.
- Magreti sente karbus, magreta katrium nesesitas.
E. Kisiligin sona ermesi

- Vidi quare kibirut

F. Saklh hikiimler

- Kuegna natura saba

Hikayenin devami, ¢esitli hikimlerde sakhdir.

- Memento ori resemble, memento mori.



86 ORTAK EYLEM AYGITI: BIR ETUT | CO-ACTION DEVICE: A STUDY

Sinirli devam etme, ek maddelerle diizenlenmis
olup, tasfiye amaciyla istege baghdir.

- Mendeso menere otopre, mendeso more otoportre.
Epilog

- Milita tombris

“Benzer benzerini geker.”,

- “Misif dominici.”,

ayna etkisine maruz kalmis bireylerce

kabul edilmis temel bir yasadir.

- modis viviendi il morsel vitta interno.

Hukuk gelenekleriile kiltirlerin diisinme
tarzlari arasinda temel bir benzerlik vardir.

- Multisi mukatti eleveretta simta

vivendi operendi du domineci.

- Anglo-Sakson/iskandinav normatif kiiltirinde
uygun dismeyen normlar atilabilir.

- Avudo sempre anglosakson el kubris

el monere, et trettapra.

Yeni normlar bunlarin yerine gecer.

- E... Elkompenia sere to se, toto retti.

Alman normatif kiiltirinde uygun

diismeyen normlar gizlenebilir.

- Nihiles omnenpartu, siipiiratu.

Eskiden kalan “normlar piramidi”

reddedilmez. Yeni normlar eklenebilir.

- Novi smisero premium non chiente,

non chiente obstrata.

Latin normatif kiltirinde uygun

dismeyen olaylar tek tek ele alinir.

- Non fi fi non su o kuro.

Normatif sistem bagliliktan ¢ok hayranlik nesnesidir.
- Novi se sinsure novi kom tere mium no ce.
Normlar korunur.

- No sete estiembre evidente.

S6zln zarafeti!

- Nun inte eda mimu, sedu edante.

Japon normatif kiltrinde timdengelimci

katiliga daha az, olgular diinyasiyla miiteka-
biliyete daha ¢ok vurgu yapilir.

- Lise domnibes agri domino nom sobis

non yamagashi, inoti tubula.

Ustaca bir yeniden yorumlamayla, normlar yorumlanir?,
- Ute tam bido sedu tam bi tutam.

... ve sikayet aranmaksizin, verilecek

ceza yari oraninda artirilir.

- Num nan kuen es libentum el deus half en halfe.
Somut failler ermis muradina,

- Okire pulus minder quandu kulus,

hikimsuzler kat milkiyetine...

- Occupy Gezi!

1  Galtung, Johan. Insan Haklart:
Baska Bir Agidan Bakzs.
istanbul: Metis Yayinlari, 2013.
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Performers: Safak Catalbas, Ali Sahan Kuru, Sirma
Oztas (with Segil Demircan, Nazli Bulum, Ridvan Erdem
Kaynarca, and the Co-AcT1ON DEVICE Chorus)

The narrator performs by reading the following text

on stage. A translator steps in after hearing the first
Latin words (leges duodecim tabularum) accompanies
the reading of the text by improvising in a language,
which sounds like Latin, that he has made up and
translates the text into this concocted language.

The presence and spontaneous contribution of the
translator turns into a performance on its own as an
absurd layer added to the prewritten presentation text.

Religious law, civil law, law of delusion
Article 62, paragraph 5, clause 1
Article in the Systematics of Law

When the entire city is fast asleep,
Fatties desk-bound,

Slackers in the moonlight,
Inspecting married mice

At a reputable shelter,

As accords the laws of engagement,
Holding unsanctioned meetings
With null and void boards

Where did these articles come from, when the
nature of matter and memory are so different?

Once upon a time, as they were put into writing,

laws started to undergo a change. Laws that were
rhymed, simple and poetic in oral tradition primarily
so that they would be easier to memorize, became
complicated once put into writing. Sentences grew
longer and became passive. Scores of subclauses were

87

added into single sentences. Texts gradually became
more abstract. As details multiplied, a broader, more
inclusive language was adopted. For instance, the acts
of killing a person with a knife, pistol, by strangulation,
or overdose are all covered in a single article: Murder.

Aggravated Homicide

Article 82.- (1) In cases where murder with
intent is perpetrated,

a) Byplan,

b) Savagely or through infliction of torment,

c) Withfire, flood, destruction, sinking, or bombing or
by use of nuclear, biological or chemical weapons,

d) Against any one of the antecedents or
descendants, or spouse or siblings,

e) Againsta child or a person who cannot protect
himself due to corporal or spiritual disability,

f) Against a pregnant woman,

g) By virtue of public office,

h) With the intent to conceal or facilitate the
commission of an offense or to destroy the evidence,

i) (ADD:29/6/2005—5377/9 art.) With the
rage of not having committed a crime,

j) Blood feud,

k) By motivation of custom,

the offender is sentenced to heavy life imprisonment.

Rules of law were put in writing upon the people’s
demand for transparency. The first written legislation
of the Roman Republic era, namely The Law of

the Twelve Tables (“Leges Duodecim Tabularum”,
451—A449 BC), was prepared as a result of the Roman
people’s (plebian) demand for access to law.

- Sumumi u sumumi del manta. Sumum

cus sum mai danka. Sum pukika. Saylent

les intoraryum sivis pakem pare moskito.

Summitu sun carianta—sie sie paradita.
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Until then, the Roman people were governed by

the nobility (patricians) according to the rules of
customs and traditions that were kept like a secret.
In order to learn these rules, people used to consult
individuals deemed knowledgeable by society who
would offer explanations if they felt like it. Moreover,
these individuals did not hold any authority or re-
sponsibility regarding the explanations they made.
Finally, in order to bring an end to the arbitrary
practices, the public demanded the unwritten, flexible
rules of customs and traditions to be transformed
into a written system accessible to everyone.

- Sapia dominus arthur. Dominus sapitabeleus.
However, in a manner contrary to this demand

for transparency, the language of law put

in writing started to become complicated

over time and lose its transparency.

- Sapia meskotanta. Kaos strade.

But why—why?

- So homi insekale?

- Who knows?...To boast, to establish power,

to monopolize classified information,

to make people dependent, etc...

- Radiks malaryum eskapilas. Eskapitas
malaryum la barbare...

- Well, to me these sound like human weaknesses.

- Kue kapito non se te tio.

- Wonder if laws are human?

- Kuepta latina ditto homina huminis homini girtlak?
- Itis yet unknown but is being researched.

Rumor has it that they've been seen sparkling

and moving in the sky on certain nights.

- Kuyido huyimon petta, astra.

- I would not know, no need, don't want

to be put down as a witness.

- Kuali zartifos, ta reo, no ma pare!

...Thenin the presence of witnesses I declare

these two people man and wife.

- Nimu varitti prodram, la va bandi, la me huerte.
You may kiss the bride.

- Kue sarte, puero.

So you see, when the need arose to kiss the
bride, there emerged a demand for a right.

- Neo bisita neo bici tamba onli bit quaste.

This claim was regulated by laws,

and a family was started.

- Luptes piribus, quare, home. Home totalli.

Is that what happened? Let's see...

- Homo...Homo quik...

The anatomy of a relationship:
Needs—rights—laws

- Homo su human naniante aliante
punto—punto della tempra
Needs—laws—rights

- Lestudo el humus loreyne il vertel macistreto
Rights—needs—laws

- Luptus tribus la viba obvimus
Rights—laws—needs

- Hora figistlet homi humuni lupus
Laws—needs—rights

- Lupus hummuni mumo

Laws—rights—needs

- Humusi humadi mila aliyenti punto

The combination

- Luptu minibus lirayi tribus e lustiya

omnibus homo homini lupus

While human needs are in individual persons (and
generally the needs are in all sorts of living beings),
- Homo su limani min il manti,

human rights are between individuals.

- Luptis viribus humuni trubus.

Between us

there are

rows of rights

sometimes separating us

or bringing us closer

or even gluing us together

every second

Plunder!

Anglo-Saxon law is based on cases: the judge looks
at earlier decrees given in similar cases. Let's take

a look at that famous case of Loving Law: Mildred
Loving, a black woman; Richard Loving, a white
man. Year 1967. Place Virginia. The law of love was
rewritten. America is on fire. At least two people.
There must be at least two people to make a demand
for a right. When the common needs warming up in
hearts are simmered together with the demand for
aright, they are served before the law. At the end

of a long struggle, the law that prohibits interracial
marriage is annulled by the American supreme court.
- Duralez lets sex, do senta distur, do sente dustur
skribente cogito. Desiperi um cestrum gestribum.
Il gestriuim de juri, de facto. De facto, occupy.
When word and action come together, when

my word becomes the law, a hayloft becomes
adream castle. I say therefore I do. I salute

Austin and pronounce you all man and wife.

- Se sentre le rejim iniyotis kasap ipse ipse

les repetita klasse irresete nor no narbeila,
kesanta torto le ges masita barbarian.

What does norm mean?

- Bi subeta presa norm?

What is normal?

- Bis repetite klase bis repeta “la normal”?

Are norms static or dynamic?

- Simus ea static, simus ea dinamic?

If norms change constantly, can

normal remain constant?

- Siges lege interalma interalmale

siges pacen provakemistiker?
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Norms can change.

- Simo suis, in inkrebende.

There are normative acts.

- Simus e sim kuade normale.

They don't have to be the norm.

- Sim sirius sima injuria—sim puika.

They are not defined as normal and abnormal.

- Sivis pacen parabinnup.

An example:

- Sis pacye:

The sign that was used for the bicycle lane in
Philadelphia used to be like this (Figure 1A), whereas
the new figure of the cyclist wears a helmet (Figure 1B).
This addition is a normative act: it proposes cyclists
should wear helmets. Wearing a helmet may or may not
become the norm, and it absolutely cannot be qualified
as normal or abnormal. However, by encouraging
wearing a helmet, a normative act is undertaken.

- Diem perdide dies erdid i diyes semper irade,
vittirius e quas, vi quas a dixi, disketti disco.
Scrabenti cogito. Cogito, cogito el bossum.

A normative act is undertaken.

- Doktus kon libro, domestus vi.

An act is undertaken.

- Doktus vubius, doktum libro, ilberati libre librimo.
Actis undertaken.

- Dies libro deguel la si sental.

Under-ta-ken.

- Vittirius.

- Why are you speaking in the passive voice?

- Ive koras kua temporaryos?

- Because the laws speak like this.

- Where is the subject?

- Biks, co sinto?

- The subject is in effect; it will come.

- Do sento kon libru.

The norm receivers are the states, the norm sender
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is the community or organization of states—today
generally interpreted as the United Nations
General Assembly convening for universal human
rights—and the norm objects are individuals.

- Draku komnients, nante tragablus,

trablus do cento libido domini.

...An animal, a tree, a celestial object, or a
structure may be the cause of evil, but it can't

be a norm sender and/or norm receiver. Or we
assume so as per the rules of modernity.

- Erare humani eprense e perseviye dia

de kul. El die di kul, kuetempre filaro del
tempre o das humanas mendas.

(here an animal, tree, objects can be used)

- El frutto, el hu, cogne satur, emim

tablus, cigarre, mondi...

Who is this LEGAL ENTITY?

- Ecco hommo?

If not in reality, at least in theory a legal entity is active
agent who can receive the relevant norms in two ways.
- Ex abstrato, abstratos quan videli.

CHORUS:

Failatiin / Failtin /

Mefailiin / FeGlun!

Legal Entity 1:

- Ili tebum prince:

- Please let us not take it personally...

- Il fakito ilemi piers...

Legal Entity 2:

-il dento ibse i dente:

- Hah, you are not the one [ answer to.

- Ie gus tedelse que, ade!

- A. Legal entity

- Bikura opus.

- A-aaa! Legal entity

- Bikorun quartos.

Article 50. -
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- Fraktatum les melli.

The will of the legal entity is expressed

through its organs.

- Ortis et lieber, diagonal, de dalak.

The organs may put the legal entity under obligation
by legal transactions and all other acts.

- Homosu humano mimenti alimenta

puku, puku bonus tadiki, la visa.

The organs of legal entity are also individually
responsible for their defaults.

- Ibide minez, enis hominu, iris noche.

...and the legal entity who gets diarrhea

leaves the room in a hurry.

- In medio stap briitiis, ol partibus, partibu

slibus, konsettu solicis, tibi tibi turbo.

10 breaths, intermittent.

- Invino, vitru viva, intro viva, de isto, de isto, de histo.
The perpetrator-centered approach appears

in many places in this legal paradigm.

- Iros so soleil froid de best, ire et dona best.

First, the fundamental unit is the perpetrator?.

- Aytego artini, dela batto.

Second, the legal perspective tries to use three methods
under the heading of “dealing with wrongdoing.”

- Luvari in verbe magistruano, verteko, vertemuti:
1. Reforming the perpetrators

- Iriverte traleybus

2. Enfeebling the perpetrators

- Jivestati kamso veylo, macente

3. Pacifying the perpetrators

- Maglevenu genelo simto itur, astragata ittur
CHORUS:

Punishment!

Punishment!

Heaven and Hell

Reward and Punishment

Concrete perpetrators

- Maraganu, malum 6vgii, malamanus, malum yergi
The legal system defends itself in the face

of situations not pertaining to norms.

- Makte o amito cenerasum quer sikritum.

Sikritum non linere rebetika.

The legal system refinds itself with the volition of law.
- Magreti sente karbus, magreta katrium nesesitas.
E. Dissolution of legal entity

- Vidi quare kibirut

F. Reserved provisions

- Kuegna natura saba

The rest of the story is reserved under various
provisions.

- Memento ori resemble, memento mori.

Limited continuation has been regulated with additional
articles and is optional with the purpose of liquidation.
- Mendeso menere otopre, mendeso more otoportre.
Epilogue

- Milita tombris

“Like attracts like,”

- “Misif dominici.”,

is a fundamental law accepted by individuals

who have been subject to the mirror effect.

- modis viviendi il morsel vitta interno.

There is a fundamental similarity between traditions
of law and thought patterns of cultures.

- Multisi mukatti eleveretta simta

vivendi operendi du domineci.

- In Anglo-Saxon/Scandinavian normative culture,
incompatible norms may be discarded.

- Avudo sempre anglosaxon el kubris

el monere, et trettapra.

New norms replace these.

- E...El kompenia sere to se, toto retti.

In German normative culture, incom-

patible norms may be concealed.

- Nihiles omnenpartu, siipiiratu.

The “pyramid of norms” from the past is not
rejected. New norms may be added.

- Novi smisero premium non chiente,

non chiente obstrata.

In Latin normative culture, incompatible
incidents are addressed one by one.

- Non fi fi non su o kuro.

The normative system is more an object

of admiration than alliance.

- Novi se sinsure novi kom tere mium no ce.
Norms are preserved.

- No sete estiembre evidente.

Grace of the word!

- Nun inte eda mimu, sedu edante.

In Japanese normative culture, there is less
emphasis on deductive rigidity and more on
reciprocity with the world of phenomena.

- Lise domnibes agri domino nom sobis

non yamagashi, inoti tubula.

With a masterful reinterpreta-

tion, norms are interpreted?.

- Ute tam bido sedu tam bi tutam.

...and not subject to complaint, the punishment
to be decreed is increased by half.

- Num nan kuen es libentum el deus half en halfe.
Concrete perpetrators lived happily ever after,
- Okire pulus minder quandu kulus,

and the null and void in condominiums...

- Occupy Gezi!

1 Two patterns of Arud meter in Ottoman Divan poetry.

2 Galtung, Johan. Insan Haklari: Baska Bir Acidan Bakzs.
Istanbul: Metis Yayinlari, 2013 (Human Rights in Another Key).

3  Ibid.
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AYSE ESIN DURMAZ

Mimetik Direnis
Mimetic Resistance

Gezi'de 6zel alanin siniri bulaniklagsmisti. Yuzlerce insan
otuz glin boyunca hayatlarina Gezi Parki'nda devam
etti. 0 noktada 6zel hayatlarimiz ortak alanin igine
karismigken, bizler de kamusal alanin bir parg¢asi olduk.
Bu durum beraberinde su sorulari getirdi: Kamu nerede
baslar? Biz nerede biteriz? Kamusal alan kime aittir?
Gezi'de yasadigimiz siireg, kisi kamusal alanin
bir parcgasi oldugunda, kendi 6zelinden génillu
bir vazgecisin bir 6lgtide basladigini gosteriyor-
du. Bdyle bir durumda kisi topluma gére yasiyor,
ona gore sekil aliyordu. Bu kendinden gizlenme,
ortamin sekline biriinme halleri de benim OrRTAK
EYLEM AYGITI projelerimle oldukga drtlistiyor.
AvaciT'ta gegirdigimiz siire boyunca hep etrafimda
varolan sekilleri taklit ettim. flk olarak yer karolarinin
motifini gikartip mekandaki taburelere uyguladim. Bunu
yaparken amacim onlari kamufle etmekti. Bu islem
sirasinda karolarla ayni tonu tutturmaya calismak ise
oldukga zorlu bir stirecti. Ama yukaridan bizi izleyen
ziyaretgilerin algisinda bir yanilsama yaratabilmek
icin karolarin ve taburelerin tamamen ayni tonda ve
desende olmalari gerekiyordu. Orada bulundugumuz
slire boyunca tabureler stirekli kullanildi. Yani katilim-
cilar tarafindan kullanilabilen objelere dontstiler.
Mimarlarin duvara uyguladiklari Gezi Parki haritasi
genel olarak yollarin soyutlanmasini igeriyordu. Ben
de bu haritayi biiylik beyaz bir kagida basip yere

serdim ve kendimi kamufle etmeye bagladim. Uzerime
beyaz diiz bir elbise giyip haritanin (izerine uzandim;
bir kalemle 6nce haritadaki yollarin (izerinden

gectim, sonra haritay kendi Gzerimde devam ettirdim.
Baylelikle bedenim Gezi'nin yollari, meydanlari ve
sokaklari oldu; ve gidilecek tiim rotalari ben belirledim.
Artik ben de ortak alanin bir pargasi olmustum.

At Gezi, boundaries of the private sphere were
blurred. Hundreds of people inhabited and carried
on their lives at Gezi Park for thirty days. At that
point, when our private lives merged into collective
space, we in turn became a part of the public
space. This situation brought forth the following
questions: Where does the public start? Where do
we end? To whom does public space belong?

The process we experienced at Gezi demonstrated
that when the individual becomes a part of the public
space, this, to some extent, instigates a voluntary
renunciation of her own privacy. In such a case, the
individual lives according to society, takes shape
accordingly. These states of hiding from oneself,
assuming the shape of the environment largely
overlap with my Co-AcTION DEVICE projects.

During the time we spent at the DEVICE, I
constantly imitated the shapes existing around me.
First I took the pattern of the floor tiles and applied
it to the stools in the space. My goal in doing this
was to camouflage the tiles. Yet trying to capture
the hue of the tiles during this procedure was a
rather taxing process. In order to create an illusion
for the visitors watching us from above, the tiles
and stools had to have exactly the same hue and
pattern. Throughout our time there, the stools were
used constantly. That is to say, they transformed
into objects that could be used by the participants.

The map of Gezi Park the architects applied to
the wall entailed an overall abstraction of the roads. I
printed this map on a large white piece of paper, laid
it on the floor, and began to camouflage myself: I
put on a plain white dress and lay down on the map.
First I went over the roads on the map with a pen
then I extended the map onto myself. Thus my body
became the roads, squares, and streets of Gezi; and I
myself determined all the routes to be traveled. Now
I had also become a part of the collective space.









SIRMA OZTAS

Karanhlk Alan | Dark Space

Del ushtika ah der uis doel artist

Kel un dirshtia ape finanses

Dakayishta mesil deramun da health issuesa
Mor un des moneya di otobus ape methro
Odei kamal da eat kipan human

Artista human...

Wi harben delun mia mimiu

Wi zange dish arn beautia

Wi bostia un fho joye

Bilayka despairus undel suffertia

Delish nia dezarvi

Wi beiall lovarz.

Deliish te gimson beautia
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HILAL MENLIOGLU

Canh Kartografya

Balmumcu, 6 Ekime baglanan gece 2013

ORTAK EYLEM AYGITI henliz kurulmamisken
bile bu stirecin pek ¢ok sekilde belgelenmesine
ihtiyac duyulacagini hissetmistik. Ilk toplantilardan
itibaren siirekli not alip fotograf ¢ekimi ve ses kaydi
yapiyorduk. Cogunlugu mimarhk okuyan bir grup
olarak bu isi ve tim sureci bir tir haritalamayla
belgeleyebilecegdimizi dusiindik. Bu mekanda bulunan
her bir par¢a, mimari bir referansa sahipti ve tekrar
mimari anlatim bigimleriyle ifade edilebilirlerdi.

IIk fikir sadece Galata Rum Okulu'nu ve AYGIT'In
pargalarini kapsayan basit bir krokiydi. Mimarlar
bu metodu hem analizleri hem de tasarimlari
ifade etmek icin sikga kullanirlar. Yani hem olmus
olanlari, hem de olabilecek olanlari. Ve bunlar,
bilimsel harita temizliginden uzaktir. Mimarlarin
haritalari (aksi de pek tabii miimkiin) gercekdisi ya
da muglak veriler de icerir; duygular, duyular, anilar
ve hayaller de. Ote yandan harita zaten “g6z ve
parmak ile takip edilen seydir” — uzamlarin tarihi.

Haritalama yontemi (izerine kafa yordukga, bunun
bir belgelemenin 6tesinde basl basina bir calismaya
donisebilecegini fark ettik. Bu kisisel gegmislerimizi,
Gezi Parkiile Galata Rum Okulu'ndaki ortak deneyim-
lerimizi, gelecede dair tasavvurlarimizi icerecek dev
bir belge olarak islenecekse; hem anlatim bigimleri

hem de kavramsal iliskiler tizerine distinilmesi ve
arastirilmasi gereken bir konu olacakti. Bu noktada son
Grln( bir arkeolojik buluntu gibi hayal etmeye basladik.
Bin yillar sonra bugiint anlamak isteyen arastirmaci-
larin géziimleyecegi cok katmanli bir belge, resim ya
da fresk gibi. Bu galismaya en uygun olabilecek alan
AYGIT'In bembeyaz ve bos “niteliksiz” duvari idi. Duvara
cizmeye basladik. Duvarin kabul ettigi sekilde. Duvar,
Uzerine yapistirilanlari kisa bir slire sonra atiyordu.
Pek cok malzeme bu sekilde elendi. En sonunda sadece
kalem ve firgalarla boyayarak yapistirmadan - ug uca
eklemeden - (ist iste ekleyerek hikayemizi anlatmaya
karar verdik. Bu ise baslarken uzaya yollanan
“Pioneer Plaque” en sade haliyle insani ve diinyamizi
anlatmaya calisan bir belge olarak karsimiza ¢ikti.
Insanlarin hep karsisindakinin algisini hayal ederek,
kendi hikayesini anlatmaya ¢alismasinin bir kaniti
gibiydi. Bizim cagimiz da Walter Benjamin'in deyisiyle
“kendisinden sonraki ¢cagi hayal ediyor"du. Bizim
yapmamiz gereken de belki gelecek ¢aglarin algisina
yaklasarak, simdimizi anlatmanin yollarini desmekti.
En bastaki kelimemize geri dondiik bir siireligine.
“Harita nedir”, onu anlamak istedik. Amacimiz haritanin
ne oldugunu bilerek tanimin igine sikismamakti.
Sonra Jacques Derrida’nin bir climlesi bu arastir-
mamiza karsilik verdi: “Deconstruction loves what it
deconstructs”. Bir yapiyi bozmanin onu tanimadan

mumkin olmayacagini séyliyordu. Tarihteki ilk
haritalarla, kartografya bilimi gelistikten sonraki
donemde ¢izilen tanimdisi haritalar arasindaki
benzerlik de dikkat ¢ekiciydi. Sehri ve sehirciligi o
zamana kadarkinden farklh yorumlayan sitliasyo-
nistlerden 6zellikle de Constant'in “Yeni Babil”le ilgili
cizimlerini, gok sade bir grafik anlatimla pek ¢ok
seye imkan taniyan sehir kurgularini ve flaneur ruh
halini arastirmamiz boyunca zihin agici bulduk. “Yeni
Babil"i kurgulayan Constant diyordu ki “yarin hayat
siirde ikamet edecek”. Cesurca kurguladigi kentsel
mekanda bir sinirsizlik 6nerebiliyordu; ¢iinkl kentte
olan en olaganiisti 6zglrlik durumunda duvarlara
“siir sokaktadir” yazilirken, o sokaklari siire tasiyordu.
Biz hala kavramsal arastirma ve anilarimizla
mesgulken AyGiT'ta yasam basladi. Hareketlerimizi
planlayabilmek ve 12 metrelik bu blytik duvara hakim
olabilmek igin ihtiyag duydugumuz ¢cok ham ilk ylizeyi
boylece olusturduk. Bunu althk olarak adlandirdik.
Yari-soyut bir Taksim haritasi. Bir flineuriin kati
kutlelere takilmadan sehir merkezinde hareketini
anlatan bir gizim. Ozel ve yari-6zel alanlari kat
kutleler olarak ele aldik. Sonrasinda bu ¢izimi bazen
sadece grafik bir sayfa dlizeni olarak gordik, bazen
de temsil ettigi mekanlarin anilarini yol gosterici
kabul ettik. Zamanla pek ¢cok katman olustu. Bunlarin
ortak ve ayrik noktalarini biliyoruz ancak katmanlar
arasinda hiyerarsik veya kronolojik bir sira gdzetmedik.
Bu zamanla hig bitmeyecek bir ise déndu. Biz de
cizmeye devam ettik. bzzzzzzttztztztzttzzt
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HILAL MENLIOGLU

Living Cartography

Balmumcu, night leading up to October 6, 2013

Even before Co-acTioN DEVICE was constructed,
we had felt there would be a need for this process to
be documented in various ways. We were constantly
taking notes, photographing and sound recording
the process from the initial meetings. As a group
comprised mostly of architecture students, we
thought we could document this work and the entire
process as a form of mapping. Each piece in this
space had an architectural reference and could be
reconveyed with an architectural form of expression.

The initial idea was merely a simple sketch of the The
Galata Greek School and parts of the DEVICE. Architects
often use this method to express both analyses and
designs. That is to say, both that which has been done
and that which can be done. And these are far removed
from the tidiness of scientific maps. Architects’ maps
entail unreal or ambiguous data, as well as emotions,
sensations, memories, and dreams. (The opposite is,
of course, also possible.) On the other hand, a map is
anyway “a finger and an eye"—a history of spaces.

As we continued to ponder the method of mapping,
we realized this could turn into a work of its own, beyond
documentation. If this was to be treated as an immense
document encompassing our personal histories, our
shared experiences at the Gezi Park and the Galata

Greek School, and our vision of the future, it would be a
subject that would require thought and research both
in forms of expression and conceptual relationships. At
this point, we began to imagine the ultimate product as
an archeological artifact—like a multilayered document,
painting, or fresco that future researchers would
analyze thousands of years from now to understand
our present day. The most suitable space for this work
was the very white and empty “unqualified” wall of
the DEvVICE. We started to draw on the wall. To the
extent the wall would allow. The wall was shedding the
things pasted on it after a little while. A good number
of materials were eliminated in this manner. Finally, we
decided to tell our story using only pencils and brushes
without pasting—appending things side by sided—but
by layering one on top of another. As we embarked on
this process, we came across the Pioneer plaques sent
to outer space to document and describe the human
world in the simplest forms. It was proof of how human
beings always try to tell their own story by imagining
how they would be perceived by the other. Like every
epoch ours was also “dreaming its successor,” as Walter
Benjamin put it. And what we have to do, perhaps,
is to imagine the perception of future generations
and probe the ways of expressing our present.

We went back to our initial phrase for a while. “What
isamap?” is what we wanted to understand. Our aim

was to know what a map is and not be constricted
by definitions. Then a sentence of Jacques Derrida
responded to ours inquiry: “Deconstruction loves
what it deconstructs.” He is saying that it is not
possible to deconstruct a structure without knowing
it first. The resemblance between the first maps in
history and the indeterminate maps drawn after the
development of cartography was also striking. We
found the situationists—whose interpretation of the
city and urban development was different from their
predecessors—eye opening throughout our research,
especially Constant’s “New Babylon” drawings (his
urban constructs that allowed for numerous things
through a very simple graphic expression) and the
flaneur state of mind. Constant, who concocted

the “New Babylon”, said, “Tomorrow life will reside

in poetry.” He was able to propose an infinitude in
the urban space he boldly conceived: during the
most extraordinary state of freedom in the city,

as “poetry is in the street” was being written on

the walls, he was bringing the streets to poetry.

While we were still busy with our conceptual
research and memories, life started in the DEVICE.
That's how we put together the very raw first surface
that we needed in order to plan our movements and
dominate the huge 12-meter-wide wall. We named it the
base. A semiabstract map of Taksim. A drawing narrating
a flaneur's movement in the city center without heeding
the solid masses. We treated the private and semiprivate
spaces as solid masses. Later, we regarded this drawing
sometimes merely as a graphic page layout; sometimes,
we recognized the memories of the spaces it represented
as beacons. Numerous layers formed gradually. We
know their common and discrete points, yet we did
not seek a hierarchal or chronological order among
the layers. This eventually turned into a never-ending
work. And we kept drawing. bzzzzzzttztztztzttzzt









®

Agacin
Omurgasindan

NAZLI BULUM - RIDVAN ERDEM KAYNARCA

Alexi: lyi aksamlar, hepiniz hos geldiniz. Ne
guzelsiniz dyle... Bugln bizim igin ¢gok heyecanli bir
guin. Bu kiiclik kentin halki elli yil sonra ilk kez birbir-
lerinden baska kisilerle karsilasiyor; biz ise ¢ok daha
uzun bir stredir... Bugiin onlar igin yeni bir yagam
basliyor. Bizim igin de... Bu buraya bir veda; o ylizden
o6zel olsun, biraz konusalim istedik. Zaten bilinmesi
gereken birkag sey var, onlari da sdylemek gerek
dedik. Canlarim ya, onlar buraya yerlesmeseydi hi¢
kimse burada oldugumuzu bilmeyecekti. Biz cok
zamandir buradayiz ya! Cook zamandir. Neyse, arka-
daslarimizin hikayesini anlatmak ve buradan yalniz
ayrilmadiklarindan emin olmak igin buradayiz.

Eleni: 2013 yihinda uzun zamandir evimiz
olan bu okulda otururken bazi sesler duymaya
basladik. Tam olarak ne oldugunu anlayamadik
clinki buradan disari gikamiyorduk.

Alexi: Bagliyiz biz buraya.

Eleni: Evet, neyse! Aslinda basta ¢ok da
umursamadik ¢linkii her zaman cesitli guraltiler
olurdu. Yillar gegtikce de artmaktaydi. Biraz
telaslandik; sizin de buraya gelirken kullandiginiz
dis kapiyi birilerinin agmaya calistigini duyduk.

Alexi: Daha 6nce de gelenler olmustu.
Zamaninda burasi pek civil civil bir yerdi hee.

Eleni: Evet! Ve burada gordiiginiz
kisiler kosusarak, bagirarak, aglayarak
buraya girdiler. Onlarin bagiriglari bizimkilere
benziyordu. O zamandan elli yil énceki bize.

Alexi: Asir olmus resmen.

Eleni: Basta biraz yabancilik ceksek de zamanla
kaynasmaya basladik. Ilk tanistigimiz kisi Deli Bilgin'di,
yani sizin taniyacaginiz adiyla inci Eviner. Arkasinda
su agaci tasiyan bes kisi vardi. Hilal, Ceren, Ecem,
Omercan ve Eser. Agaci buraya kadar siiriiklediler. Deli
Bilgin 0 agacin énemiyle ilgili bir seyler anlatiyordu.
Biz duygusal bir sey oldugunu distindiik ¢lnki
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digerleri agliyordu. Hatta aglamaktan gézlerini
zor agiyorlardi. Arkalarindan arkadaslari Hakan
geldi, biraz kafamiz karisti. Bir problemleri oldugu
belliydi. Stitleri falan vardi, yizlerine sikiyorlardi.

Alexi: Tabii basta biz gériinmedik onlara.
Herkes aliskin degil bizlere sonugta; ama acidik
tabii, kiyamam ya. Durumlarini gérip yardim ettik.

Eleni: Tam olarak dyle olmadi degil mi? Neyse,
buraya oturup tartigsmaya basladilar. Bazilar
siginak yeri olarak burayi bir seyden... Neydi?

Alexi: Twitter.

Eleni: Heh, iste oradan yazmay: teklif ediyordu.
Ama cekmiyormus(?) burada seyler... internet.
Onlar tartigirken yine bir gimbirti koptu ve
baska bir grup kosarak buraya geldi. iris, Sena,
Emin, Betina, Onur, Cansu ile de béyle tanistik.

Alexi: Onlara da st siktilar. Selamlagsma
sekilleri pek degismis.

Eleni: Asagi katta saklanan bir gruptan
bahsettiler. Bir b6limu onlari getirmeye gitti.
Saklananlar Ece anne, Safak, Pinar ve Onur'mus.
Onur yukari ¢ikarlarken élen bir cocuktan ve
bayilan anneyi nasil zar zor kagirdiklarindan bah-
sediyordu. O bir gazeteciymis ve olaylar sirasinda
kafasina darbe almis. Bu sirada iki avukat olan
Pinar ve Safak’in sakinlestirmeye calistigi Ece
anneyi gérmus ve hep beraber buraya gelmisler. 0
anlatirken kapida yine bir gimburti koptu. Asagi
inip baktigimda irem ve Ali Sahan gelmislerdi.

Alexi: Belli bir sire sonra burada hararetli
tartismalar dénmeye basladi; biz de gériinmemenin
verdigi rahatlikla onlari izleyip dinliyorduk. irem her
konustugumuzda kafasini bize dogru geviriyordu. O bizi
duyabiliyordu. Biz de onlarla arkadas olabilecegimizi
distnip tam gériinmeye karar verdik onlara. Zaten
bizim aslinda ne oldugumuzu o hengamede kavrayana
kadar ¢oktan iyi niyetimizi anlamiglardi, korkmadilar.
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Eleni: Ik birkag giin burada kaldiktan sonra
artik gikabileceklerine karar verdiler. Onlar kapiya
ilerlerken agac ¢atirdadi ve icinden dort peri ve bir
kadin ¢ikti. Bir siire panik yasandi. Periler konugmuyor,
sadece hareket ediyorlardi. Kadin da dyle. Kadin
kocaman bir ¢adir seklindeydi. Buradan ¢gikamadilar;
ama buna da isyan etmediler. Ortak bir hayal olustu.
Utopya gibisinden. Kalmak bir karar olmustu artik,
zorunluluk degil. Sonra konustuk, konustuk. Planlar
kurduk. Mimarlar burayi ¢izdi. Hepimiz insa ettik.
Deli Bilgin bir saman inancindan bahsetti: Eger bir
yetenegin varsa ve onu kullanmiyorsan, cezalan-
dirtlirsin. Bunu benimsedik ve herkes 6nceden ne
yapiyorsa onu yapti. ihtiyaclarimiz oldukga Ecem bize
getiriyordu. Glinku o burada yasamamayi se¢misti.
Agaca yemin etti. Disarida olanlari buraya, burada
olanlari disariya anlatmayacakti. Her giin gelip bizim
dig diinyadan ihtiyaglarimizi 6grenip, gidip getiriyordu.
ilk zamanlar gazete getiriyordu mesela, ama sonra
buradakiler onu okudukga mutsuz olmaya ve kavga
etmeye basladilar. Bir zaman sonra gazete geldigi
an aga¢ kurumaya basladi. Bu yiizden baglantiy
tamamen kestik. Yillar icinde anladik ki, onlarin da
bizim gibi biiylimesi durmustu. Yaslanmiyorlardi.
Hem de hig. Iste bu kent ve yasam béyle kuruldu.

Alexi: Bundan on yil 6nce de bizi bu gline getirecek
olaylar basladi. Iceriye yapilan bir insaat sirasinda,
dev bir kemik yigini buldular. Pargalarindan bazilari
eksikmis falan. Bu umut gibiydi. Bir sey olmustu. Bir
sey olmayinca ¢ok sikici oluyor zaten, insan bir sey
olsun istiyor. Béyle seyler hep olmaz sonugta. Bu garip
kemik yigini pelvismis. Biyoloji dersinden hatirliyorum
ben zaten. Etrafini gevirdiler buranin ve adina “vanitas”

dediler. Herkes icin bir seyleri temsil eder oldu bu kemik.

Eleni: Bu, 2013 yilinda kaybettikleri arkadaslarinin
hayaletlerini itopyaya getirecekti; hatta belki de onlari
yeniden canlandirma ihtimali dogacakti. Tabii bizi de...

Alexi: Ama korkutucu olan, bu sayede disari gikma
fikri gelmisti tekrardan akillarina. Gok korkung...

Eleni: Calismalar basladi. Her sey iyi gidiyordu.
Ama gectigimiz ay,

Alexi: Kemiiikkk calindinn!!!

Eleni: Tamam. Sakin ol ama... Bu olay Ustiline
buradaki bitln huzur bozuldu. Zaten buradan artik
¢ikilmasi gerektigini distinen bir grup ve ¢ikmayi
reddedenler vardi. Huzur bozuldu, kavgalar ¢ikti.

Deli Bilgin iki hukukgumuzu gorevlendirdi. Kemik
bulunacakti. Hukukgular da kiiglk kentimizi kontrol
altina almak igin sikiydnetim ilan ettiler ve elimizdeki
tek kaynak olan Tiirk Ceza Kanunu ile bir hukuk
yaratmaya basladilar. Herkes birbirini suglamaya
baslamisti. Yirmi yil 6nce aniden beliren bukalemun
bir numarali siipheliydi; fakat hi¢c konugsmadigi

icin kendini savunamiyordu da... Bitiin bunlardan
sonra buranin da kagtiklari yere benzeyecegini fark
ettik. Bagka diger toplumlar gibi. Ve bizi yalnizliktan
kurtaran arkadaslarimiza bunu yapmak istemedik.

Alexi: Biz ¢aldik. Aslinda ¢almadik yani sakladik
diyelim. Koépekler a¢ sokakta, o yizden aldik. Tamam
sanirim tatmin etmedi bu pek... peki tamam cgaldik.
Caldik cunkd, alistik biz size. Gitmeyin istedik. Siz yokken
cok sikiliyorduk biz. Yani sikildigimizi bilmiyorduk.

Siz gelince, 6nceden pek de bir sey yapmadigimizi

fark ettik iste. Kemik olsa gitmek isterdiniz kesin. Ve

biz artik sizi durduramazdik. Evet bir sey daha itiraf
ediyoruz. Aslinda siz hep disari ¢ikabilirdiniz. Biz bu
okula bagh oldugumuzdan burada biraz etkimiz var
elbet. Kapilari biz agmadik. Ama yaslanmamaniz agagla
ilgili, onu biz yapmadik, sasirdik da hatta. Sanirim

bunu agikladigimiza gore artik sizi burada tutmaya
hakkimiz yok. Istediginiz gibi gidebilirsiniz. Acik kapilar.
Disarida yeni bir seyler yapabilirsiniz. Yapmalisiniz da.

Eleni: Kemigi caldik ¢link(; korkuyorduk. Eger
canlandirma gercgeklesseydi burada yapabilecedimiz

higbir sey yoktu. Buraya ilk geldigimiz Eylil'lin 7'sinden
beri bu sehirde kimsemiz yok. Bizden geriye birkag terk
edilmis bina kaldi. Bunu onlara sdyledik ve canlandir-
mayi denememeye karar verdiler. Bunun igin tesekkir
ederiz ve 6zir dileriz, kendi dlilerini higbir zaman bu-
lamayacaklar. Ama biz dahil Glkenin bitin faili meghul
cocuklari ait olduklari yere gidiyorlar. (Gokyizini
gosterir) Onlarin sayesinde. Fazla zamanimiz kalmadi.
Artik ayriliyoruz. Onlar buradan gikinca ilk olarak
agacimizi aldiklari yere geri goétirip tekrar dikecekler.
Eger ona iyi bakilirsa bize sagladigi glizellikler devam
edecek, butiin sehre yetecektir. Arkadaslarimiz

da artik sizlerle yasayacaklar. Yaglanacaklar.

Alexi: Hadi artik gitmemiz gerek (Eleni'yi
cekistirerek kapiya dogru gitmeye baglar.)

Eleni: Insanlar kendi acilari olmadikga baska
hikayeleri merak etmiyorlar. Onlar bizim hikayemizi
paylagmasaydi sonsuza kadar bu okulda sikismis
olacaktik. Bu ylizden sizlere hepimizin hikayesini
anlatmamiz 6nemliydi. Onlara digsarida yardimci
olmanizigin. Dinlediginiz igin tesekkurler. Hosca kalin!
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From The Tree's Backbone

Alexi: Good evening, welcome everyone. How
beautiful you are...Today is a very exciting day for us.
The people of this little city are meeting outsiders for
the first time in fifty years; as for us, it has been much
longer. Today, for them, a new life is beginning...And
for us...This is a farewell to this place. So we wanted
it to be special, to talk a little. Anyhow, there are a
couple of things that should be known; we thought
we should tell those as well. Oh dears, had they
not settled here, no one would have known that we
are here. We've been here for oh so long! Soo long.
Anyway, we are here to tell the story of our friends
and make sure they don't leave this place alone.

Eleni: In 2013, as we were sitting in this school
that has been our home for a long time, we began to
hear some sounds. We couldn't exactly understand
what it was, because we couldn't get out of here.

Alexi: We are bound here.

Eleni: Yes, whatever! Actually at first we
didn't care all that much, because there has
always been some noise or the other. But they
were increasing as years went by. We got a little
flustered, as we heard some people trying to
open the outer door you also used to come in.

Alexi: Others had come here before. In its
day, this was a very lively, chipper place, yeah.

Eleni: Yes! And the people you see here

came in running, shouting, crying. Their shouts
resembled ours. Us from fifty years ago.

Alexi: Been a century downright.

Eleni: Though we felt a little distant, uneasy at
first, in time we began to warm up to one another.
The first person we met was Crazy Sage—that is
Inci Eviner as you would know her. Behind her were
five people carrying that tree. Hilal, Ceren, Ecem,
Omercan, and Eser. They dragged the tree all the way
here. Crazy Sage was telling something about the
importance of that tree. We thought it was something
emotional because the others were crying. They
could barely open their eyes from crying actually.
After them, their friend Hakan came. We got a bit
confused. It was clear they had a problem. They had
milk and stuff; they were spraying it on their faces.

Alexi: Of course at first we did not appear
to them. Not everyone is used to us after all; but
we felt sorry for them of course, poor dears.

We saw the state they were in and helped.

Eleni: That's not exactly what happened,
is it? Anyway, they sat here and began to
argue. Some proposed announcing this
place as a shelter on...what was it?

Alexi: Twitter.

Eleni: Yeah, there. But no reception (?)
here for something...Internet. As they were

arguing again, a clamor broke out and another
group came in running. And that's how we
met Iris, Sena, Emin, Betina, Onur, Cansu.

Alexi: They sprayed milk on them as well. Their
greeting styles have changed a great deal.

Eleni: They talked about a group hiding downstairs.
Some went to get them. Those hiding were mother
Ece, Safak, Pinar, and Onur. As they were coming
up, Onur was talking about a child who died and how
they barely rescued the mother who fainted. He was a
journalist and recieved a blow to the head during the
incidents. At that time, he saw mother Ece—who two
lawyers, Pinar, and Safak were trying to soothe—and
they all came here together. As he was telling these,

a clamor again broke out at the door. When I went
down and looked, irem and Ali Sahan had arrived.

Alexi: After a while, heated discussions began
here, and we were watching and listening to them
with the luxury of being invisible. Each time we
spoke, irem turned her head toward us. She could
hear us. And thinking we could be friends with
them, we decided to fully appear to them. Anyway,
in that commotion before they could realize what
we actually were, they had already understood
our good intentions. They weren't scared.

Eleni: After staying here the first few days, they
decided they could go out. As they moved toward the
door, the tree cracked and four fairies and a woman
came out of it. There was panic for a while. The fairies
didn't speak, they only moved. Same with the woman.
The woman was shaped like a huge tent. They couldn’t
get out of here, but they did not revolt against this
either. A shared dream materialized. Sort of like a
utopia. Staying had become a decision now, not an
obligation. Then we talked and talked. We made plans.
Architects drew this place. We all built it. Crazy Sage
talked about a shamanist belief: if you have a talent and



From The Tree's Backbone

you are not using it, you will be punished. We embraced
this idea and everyone did what they used to do before.
When we needed things Ecem would bring them to us.
Because she had chosen not to live here. She swore by
the tree. She would not talk about what was going on
outside, nor would she tell the outside world what was
happening here. She would come every day, find out
what we need from the outside, and go and get them.
At first, she would bring the newspaper, for instance,
but then the ones here would get upset and fight as
they read it. After a while, the tree started to parch
once the newspaper came. So we cut the connection
completely. As years went by, we understood that, like

us, they had also stopped growing. They were not aging.

Not at all. That is how this city and life were founded.

Alexi: And ten years ago the incidents that
would bring us to today started. During an interior
construction, they found a gigantic heap of bones.
Some of its pieces were missing and whatnot. This
was like hope. Something had happened. Anyways, it
is very boring when nothing happens, people want
something to happen. After all, such things don't
always happen. This strange heap of bones was a
pelvis. I remember from biology lessons anyway.
They enclosed this place and called it “vanitas.” This
bone came to represent some things for everyone.

Eleni: This would bring the ghosts of the friends
they lost in 2013 to utopia; perhaps the possibility of
resurrecting them would also arise. Us too, of course...

Alexi: Butwhat's scary is that the idea of
going out had reoccurred to them. Terrifying...

Eleni: The preparations started. Everything
was going well. But last month—

Alexi: The bonnneee was stolennnnl!!

Eleni: All right. Take it easy...With this incident
the entire peace here was disrupted. There was,
anyway, a group that thought they should get out of

here already and those who refused to leave. The
peace was disrupted and quarrels started. Crazy
Sage assigned two jurists to the task of finding the
bone. And the jurists declared martial law to bring
our little city to order and started to create jurispru-
dence with the only source we had at hand: the Turkish
Criminal Code. Everyone had started to accuse one
another. The chameleon that had appeared out of the
blue twenty years ago was the prime suspect, but
since it never talked it could not defend itself either...
After all this we realized that this place would also
come to resemble the place they had run away from.
Like other societies. And we did not want to do this
to our friends, who had rescued us from loneliness.
Alexi: We stole it. We did not actually steal it—let’s
say we hid it. Dogs are going hungry on the streets;
that's why we took it. All right, guess that wasn't very
convincing...ok fine, we stole it. We stole it because
we've grown used to you. We did not want you to leave.
We were very bored when you weren't here. I mean we
didn't know we were bored. There, when you came we
realized that we weren't really doing much before. If
the bone was here, you would definitely want to leave.
And we would no longer be able to stop you. Yes, we are
making another confession. Actually you could have
always gotten out. Since we are bound to this school,
surely we have some influence here. We were the ones
who did not open the doors. But you not aging; that's
got something to do with the tree. We did not do that;
we were even surprised. I guess now that we have
disclosed this, we do not have the right to keep you
here anymore. You can leave as you wish. The doors are
open. You can do new things outside. And you should.
Eleni: We stole the bone because we were afraid.
If the resurrection had happened, there was nothing
we could have done here. Since the 7th of September,
when we first came here, we have had no one in this

NAZLI BULUM - RIDVAN ERDEM KAYNARCA

city. All that's left from us are a few abandoned
buildings. We told them this, and they decided not to
attempt the resurrection. We thank you for this and
we apologize—they will never find their own dead.
But all the country’s children slain by unidentified
perpetrators, including us, are going to the place
they belong. [Points at the sky] Thanks to them. We
don't have much time left. We are leaving now. When
they get out of here, they will first carry our tree
back to where they took it from and replant it. If it is
well cared for, the marvels it has conferred us will
continue; it will suffice for the whole city. And our
friends will now live with you. They will grow old.

Alexi: C’'mon, we must get going. [Pulling
at Eleni, starts going toward the door]

Eleni: People are not curious about other
stories unless they have their own sorrows. Had
they not shared our story, we would be stuck in this
school for eternity. That's why it was important to
tell you the story of all of us. So that you will help
them outside. Thank you for listening. Good-bye!

m
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Peripatos Okulu:
Avacir Icinde Okul

RIS ERGUL

ORTAK EYLEM AYGITI, heniz AYGIT'In duvarlari
yukselmeden dnce kararlastirildigi ve AYGIT'In
icinde slire¢ boyunca deneyimlendigi (izere sanatla
siyasetin birbirine degdigi, birbiriyle cakistigi ve
catistigi noktalar Gzerinden ¢aligmaya bagladi.
fktidarlarin kurdugu binalarin igine yerlesmis
Universitelerde, Latince adi olan “Universitas”tan
bildigimiz Gzere bilgiyi talep edenlerle arz edenleri
birlestiren kurumlarda; bilimsel bilginin, felsefi
bilginin ve sanatin lrettigi bilginin -Heidegger'in
deyisiyle sanatin hakikatinin- icraati ne denli
0zgir olarak deneyimlenebilmektedir?

Akil yiratmeler, diyaloglar, tartigsmalar, bilginin
dogum sancilari, bugiin Gniversite dedigimizde
akhmiza gelen binalarin igine hapsolmadan 6nce,
Antik Yunan'da stunlar arasinda, arenalarda, ¢atisiz,
duvarsiz mekanlarda yasanir ve icra edilirmis. Catisi
olmayan ve duvarlarinin hicbir seyi saklayamaya-
cak kadar alcak oldugu bir mekanin icine yerlesen
ORTAK EYLEM AYGITI bize iktidarlarin, hiyerarsik
duzenlerin igine sizmadigi bir tartisma, arastirma
ortami saglayabilir mi? Bu mekanin iginden
bilginin iktidarla iliskisine sanatsal, performatif
arastirma metodlariyla tekrar tekrar bakilabilir mi?
Peripatos Okulu bu sorular esliginde performatif
bir okul olarak kuruldu. Peripatos, Atinali olmayan
Aristoteles’in Atina'da “Lyceum” denen ve halkin
bulusma noktasi olarak kullanilan agaglik bir alanda

kurdugu okula onu izleyenler tarafindan verilen addir.

0 halde filozofun, bir “bilgi severin”, Atinali olmadigi
icin milk sahibi olamayacagi bir sehirde kurdugu
mulksuz bir okuldur. Talebeler yani “Peripatetic”ler
ve kendisi, agaclarin arasinda dolasirken bir tiir

bilgiyi deneyimleme alani olusturmaktadirlar.
Peripatos Okulu’'nun davetlilerinden Cengiz
Aktar'in AyGIT'in slirecini anlamak lizere
yonelttigi soru tam da okulun kurulus amacina
isaret etmektedir: “O halde burasi girilemeyen
ve ¢ikilamayan bir mekan mi?” Peripatos
Okulu, AyGIT'in disariya agilan kapisidir. Bilgi
aligverisini, talep eden ve arz eden iligkisinden
cikarip ortak bir deneyime doniistirmeyi ve
AYGIT'In otonom yapisiyla 6rtiisecek sekilde
davetlilerle bir ortaklik kurmayi hedefler.
Performatif sunumlarin ve performanslarin
yapildigi 9-10 Ekim ve 19-20 Ekim 2013 tarihlerinde
AvaIrT sakinleri ve Peripatos Okulu'na davet edilen
Cengiz Aktar, Nazl Giirlek, Ahmet Ogit ve Ozgiir K.
& Iz Oztat ile birlikte AYGIT'In ortasindaki agacin
etrafinda dolasirken politika ve poetika, ekoloji ve
devlet, devlet dersinden ¢akanlar, milkiyet, hosgora-
hosgdrusulzliuk, kampus-karargah, medeniyet
ve lizerinden yol gegcen agaglar, bereket ve bir
sembol olarak nar, fikri milkiyet ve anonimlik,
performans ve performatiflik ve de sanat olmayan
sanat gibi kavramlar etrafinda performatif
bir okul deneyimledik ve Joseph Beuys'tan bir
sarki ile yagmura ragmen giinesi savunduk.
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Peripatos School:
The School
Inside the DEVICE

As was decided before the walls of the DEVICE were
erected and experienced throughout the process
within the DEVICE, the Co-AcTION DEVICE began
to operate through the converging, intersecting,
and clashing moments between art and politics.
How freely can the practice of scientific knowledge,
philosophical knowledge, and knowledge produced
by art—in Heidegger's words, the truth of art—be
experienced in universities situated in buildings
constructed by those in power; that is, as we
know from its Latin word “Universitas”, in insti-
tutions that assemble together those demanding
knowledge with those supplying knowledge?
Before reasoning, dialogues, discussions, labor
pains of the birth of knowledge were confined into
the buildings we think of when we say university
today, they were practiced between columns, in
arenas, in spaces without roofs or walls in Ancient
Greece. Can the Co-AcTION DEVICE, Which does
not have a roof and is situated in a space with
walls to low to hide anything, provide us with an
environment for discussion and research that ruling
powers, hierarchical orders do not infiltrate? Is it
possible to look again and again into the relation-
ship between knowledge and power from within
this space through artistic, performative research
methods? Peripatos School was established with
these questions in mind as a performative school.
Peripatos is the name given by the followers of
the non-Athenian Aristotle to the school originally
called “Lyceum”, which was founded in Athens in a
grove referred to as the public meeting place of the
people. Then, it was a school without ownership
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founded by a philosopher, a “wisdom lover,” in a
city where he could not be a proprietor because he
was not Athenian. As Aristotle and his disciples, or
the Peripatetics walked about the trees, they were
creating a space for experiencing knowledge.

The question posed to understand the
DEVICE process by one of the Peripatos School
invitees, Cengiz Aktar, corresponds directly to
the founding objective of the school: “Then, is
this a space that cannot be entered or exited?”
The Peripatos School is the door to the outside
world. It aims to transform the exchange of
knowledge from a supply-and-demand relation-
ship to a collective experience, and establish a
collaboration between DEVICE participants and
the School invitees that reflects the environment
within the autonomous structure of the DEVICE.

As we walked around the tree in the middle of
the DEVICE together with the DEVICE residents
and Peripatos School invitees (Cengiz Aktar, Nazli
Girlek, Ahmet Ogut, and iz Oztat & Ozgiir K.)
on October 9th, 10th, 19th, and 20th when the
performative presentations and performances
were held, we experienced a performative school
through the exploration of the following concepts:
politics and poetics, ecology and state, those
who flunked the state course, ownership, toler-
ance-intolerance, campus-headquarters, civiliza-
tion and trees woven with highways, fertility and
pomegranate as its symbol, intellectual property
and anonymity, performance and performativity,
and art that is not-art. And with a song by Joseph
Beuys, we championed the sun despite the rain.






Olii Agaclar

Cengiz Aktar
Peripatos Okulu’nda

BIiRINCI ZIYARET

Cengiz Aktar: Su 6li agacin kadim zamanindan
simdiki zamana, 6l agagtan 6ldtrilmis adaclara
gelmek istiyorum. Bu gérdiguniz agaglik alan
cok yakin zamanda tiraglandi, daha birkag glinlik
fotograflar bunlar. Burasi benim mantar topladigim,
sehrin kuzeyindeki orman ve bu agaclar artik
yok. Gordiguniz gibi kiyafetim bile ayni, o eski
gémlegi giydim. Bu defa mantar bulamadim tabii
ki, oysa tam da mantar zamaniydi. Yeterince
yagmur yagmisti ve glines de yeterliydi; ama orman
kizdi galiba... Yollar medeniyet demek; medeniyet,
kalkinma ve ekonomi gelirken, ekoloji hizla gidiyor.

Ayse Esin Durmaz: Burasi G¢iincu
képrinin yapilacagi yer mi?

CA: Evet, Istanbul Belediye Baskani'nin deyimiyle

“cinayet mekan!”. Hangisinin? Tayyip Erdogan’in “Uglincii

képri yapilirsa cinayet olur” deyisini hatirlayalim.
Cinayet mekani, 61t agaglar mekani, 6l agaclar
zamani... Bundan yaklasik yirmi yil dnceki cinayet
kavramiyla buglinki arasindaki farki gériyoruz. Zat-i
muhterem cinayet olur demisti; iste cinayet. Ne yazik
ki bu cinayetin uygulayicisi kendi hiikimeti oldu.

CA: Bence buranin kalbi Ece Ayhan istasyonu. Devlet
dersi tabii butiin bunlar. Dedigim gibi ben Mekteb-i
Milkiyeliyim... Miilk, devlet. Devlet dersi bu. Devlet

dersinden anlarim. Devletten ve dersinden. Ekonomi
de devlet. Devlet dersinin tezahiir(. Devlet dersinden
kalan ¢cocuklar var. Bugiinki devlet dersimiz de bu.

CA: Arkadaki kus alici kus, onunla birlikte burada
yasayan bitiin hayvanlar da gitmis. Ormanda dolagtim.
Benimle birlikte ormanda yaban domuzu da vardi, onlarin
izlerini bilirim. Kuslar 6tmiyordu ve dedigim gibi mantar
yoktu, sepetim de bostu. Bu bereketsizlige ragmen,
ben yine de size bir bereket timsali olan nar getirdim.

Ali Sahan Kuru: Burasi tabiatimiz, burasi devletimiz;
ve bizler de devletin ve tabiatin ortasindayiz.

CA: Anlattiklarimla fevkalade uygun...

Yani savasile baris.

ASK: Poetika ve politika.

CA: Yort Savul istasyonunun duvarlariigin
ekonomi ve ekoloji de diyebilir miyiz? Ekonomi burada,
ekoloji orada. Bu istasyonlar bana Duran Adam'’i
cagristirdi. Istasyon durmak demek. Bu durma eylemi
mikemmel. “Durmak yok, yola devam”la da ¢akisiyor.
Yol orada, durmuyoruz, devam ediyoruz. Ama ayni
zamanda duruyoruz da, ¢iinkii durmamiz gerekiyor.
Bir blogda okuduguma gére lglinci képrinin
temel atma téreninde Bagbakan ihaleyi alan yabanci
sirketin adamina “quickly quickly” dedi. Yoldaki gocuk
da orada diyor ki “ya dur biraz, hele bir dur”...

fris Ergiil: Ece Ayhan'in “atlaslari getirin, tarih
atlaslarini, en genis zamanli bir siir yazacagiz" dizeleri
bana merkezinde yine insanin oldugu baska bir anatomi
atlasi yazma ilhami verdi. Eger Ayt bir heykelse,
biz de bunun igine bir heykel daha yerlestirmeye
karar verdik ve bir iskelet yapmaya bagladik. Ama bir
insan iskeleti degil, icinde nesli tiikenmis hayvanlarin
kemiklerini de barindiran hibrit bir iskelet...

CA: Bu bana “aslanlar okuma yazma 6grenene kadar

"7

bitln av hikayelerini insan yazacak” diyen bir Afrika
6zdeyisini hatirlatti. Burada bizim higbir zaman da bile-
meyecegdimiz bir sey var ve merkez meselesi cok 6nemli.

IKINCI ZIYARET

CA: Gayrimislimlerin altin ¢agi hep ¢dkilis nedeni
olarak anlatilir; ama o Tanzimat'tan bu yana gelen tiim
reformlar iyi ya da kotii 6zellikle Gayrimiislimlerin
altin ¢aginin temelidir. Biliyorsunuz ki okul 1909'da
aciliyor ve 1964'te Milli Emlak okula el koyuyor. Gelecek
yil, Istanbullu Rumlarin kovulmasinin iizerinden 50 yil
gecmis olacak. 1909 ve 1964 yillari... 2012 yihinin Mart
ayinda ise okul iade ediliyor. Vakfin yoneticisi Meri
Komorosano ve Korhan Giimis okulun geri alinmasinda
fevkalade 6nemli rolu olan kisiler, sag olsunlar. Bu
okul tekrar yasamaya basladi; okul olarak degil, ama
Peripatos Okulu olarak. “Peripatetikos” burada okuyan
cocuklarin adi, hepiniz “peripatetikos’sunuz, dogru mu?

Korhan Giimiis: Bu zaten neo-klasik ¢agin aslinda
tersine uygulanmasi demektir. Ciinkii tim bu kimlikler,
bir modele dénustu. Benzerlikler diinyasindan, kendi
topografyalarindan ¢alindilar ve tamamen semantik
bir siddetle prototiplestirildiler. Alfabe, edebiyat, siir,
sanat... Simdiyse bunu geri kazanmanin, bu neo-klasik
parantezi kapamanin deneyi yapiliyor. Glincel sanat
dedigimiz sey nedir? Ginlimuzln sanati boyle bir
0zl yansitir mi? Yoksa giincel sanat bu meseleyle
bas etmeye ¢alisan bir sey midir? Buna iki ugtan
yaklagsmak mimkiin. Hem karsiliklilik iligkisi tagtyan
siyaset ve tasarim, mimarlik, sehircilik; hem de kar-
silikhilik iliskisini sorgulayan sanat yoluyla yaklasmak.
istanbul Bienali ve Istanbul Tasarim Bienali'nin
burada olmasi da bana bu agidan anlamli geliyor.

CA: ikisi de burada, Galata Rum Okulu'nda yer aldi.

Korhan Giimiis: Evet, ikisi de burada ve
iki ayri ugtan ayni konuya yaklasihyor.
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Dead Trees

Cengiz Aktar
at the Peripatos School

FIRST VISIT

Cengiz Aktar: I would like to turn from the
ancient time of this dead tree to the present time,
from the dead tree to the murdered trees. This
woodland that you see has been razed very recently—
these photos are only a few days old. This is the
forest at the north of the city, where I used to pick
mushrooms, and these trees don't exist anymore.
As you see, even my clothes are the same, I'm
wearing that old shirt. I couldn’t find mushrooms
this time around, and yet it was right in the
mushroom season. It had rained enough and there
was enough sun, but I guess the forest was angry...
Roads mean civilization; as civilization, development,
and economy arrive, ecology rapidly departs.

Ayse Esin Durmaz: s this the place
where the third bridge will be built?

CA: Yes, in the words of the Istanbul mayor, it
is “the scene of murder.” Which one? Let us recall
Tayyip Erdogan saying, “It will be murder if the third
bridge is built.” Scene of murder, scene of dead
trees, time of dead trees...We can see the difference
between the concept of murder almost twenty years
ago and the one now. The venerable sir had said it
would be murder; here is murder. Unfortunately, the
perpetrator of this murder is his own government.

CA: I think the heart of this place is the Ece Ayhan
station. Of course these are all “courses on state”. As
I said, I am from the School of Civil Service...Territory,
property, the state. This is a course on state. I am very
familiar with the course on state. With the state and its

course. The economy is also the state. The manifestation

of the course on state. There are children flunking the
course on state. And this is our course on state today.

CA: The bird at the back is a bird of prey. With it,
all the animals that lived here have also left. I walked
around the forest. There was also a wild boar with
me in the forest. I know their trails. The birds weren't
singing, and as I said, there were no mushrooms and
my basket was empty. Despite this barrenness, I still
brought you a pomegranate, a symbol of abundance.

Ali Sahan Kuru: This here is our nature;
here is our state. And we all are in the
middle, between the state and nature.

CA: Perfectly in line with what I've been
talking about...That is to say, war and peace.

ASK: Poetics and politics.

CA: Can we also call the walls of the Yort Savul
station economy and ecology? Here is economy; there
is ecology. These stations remind me of the Standing
Man at Gezi resistance. Station means to stop, to
stand still. This act of standing still is perfect. It also
corresponds to “Don't stop, carry on forward up the
road.” The road is there, we're not stopping, we're
carrying on. But at the same time, we are standing
still, because we have to stop. According to what I
read in a blog, at the sod-cutting ceremony of the
third bridge, the prime minister told the man from
the foreign company that was awarded the project:

“Quickly, quickly.” There was also a kid on the road at the
ceremony, saying, “Just hold on a sec. Just you stop...”

Peripatos Okulu | Peripatos School

iris Ergiil: Ece Ayhan’s lines “Bring the atlases!
The history atlases! / We will write a poem in the
most expansive present tense” inspired me to write
another anatomy atlas with the human being at its
heart. If the DEVICE is a sculpture, we decided to
install another sculpture—of a skeleton—inside
of it. But not a human skeleton, a hybrid skeleton
that holds the bones of extinct animals...
CA: This reminded me of an African proverb:
“Until the lions have their own historians, the history
of the hunt will always glorify the hunter.” There
is something that we will never know here, and
the issue of the center is very important.

SECOND VISIT

CA: The golden age of non-Muslims is always
recounted as the cause of decline of the Ottomans, but
all the reforms since the Tanzimat—good or bad—are
the foundations of the golden age of non-Muslims.?
As you know, the school opens in 1909 and National
Property appropriates it in 1964. Next year, it will
have been fifty years since the deportation of istanbul
Greeks. The years 1909 and 1964...And in March 2012
the School was restituted. Meri Komorosano, the
director of the foundation, and Korhan Giimus have
played extremely important roles in the restitution
of the school; we're much obliged. This school was
revitalized—not as a school but as the Peripatos
school. Peripatetic is the name given to the pupils who
study here. You are all peripatetics, is that right?

Korhan Giimiis: After all, this actually implies
the reverse application of the tenets of the neo-
classical age—because all these many identities
were transformed into a single model. They were
usurped from their familiar realms, from their own



topographies, and were prototyped with semantic
violence. Alphabet, literature, poetry, art...And now
the experiment being conducted is one of reclaiming
this, closing this neoclassical parenthesis. What is it
that we call contemporary art? Does the art of our
present day reflect such an essence? Or is contem-
porary art something that strives to deal with this
issue? It is possible to approach this from two ends:
through politics and the reciprocal relationship it
has with design, architecture; and through art that
questions this reciprocity. And it is in this respect I find
it significant that these two biennials—the Istanbul
Biennial and Istanbul Design Biennial—took place.

CA: Both of them took place here
at the Galata Greek School.

KG: Yes, both of them were here, approaching
the same issue from two different ends.

1 The election campaign slogan of
the Turkish governing party, AKP.

2 The Tanzimat was period of reform and
reorganization in the Ottoman Empire.



120 Peripatos Okulu | Peripatos School

0ZGUR K. & 1z OZTAT

Anonim Forum | Anonymous Forum

“Ortak Eylem Aygiti: Bir Etiit” kapsaminda performans

Kamusal Bilgi Alanina ithaf edilmistir

Ozgiir K. ve iz Oztat, ORTAK EYLEM AYGITI: Bir ETUT katiimcilarini proje
mekaninda anonim bir forum diizenlemeye davet etti. Kablosuz internete bag-
lanabilen cihazlariyla proje mekanina dagilan katilimcilar, kendilerine verilen
anonim kullanici adlariyla proje igin gegici olarak olusturulan bir web sitesinde
anlik yazili mesajlagmalarla foruma katildilar. Forum, gergek zamanli olarak
projeksiyon cihazi ile mekana yansitildi. Anonim forumun sonunda olusan metin,
katihmcilara e-posta olarak génderildi; milkiyeti ve sonraki paylasim bigimleri
katilimcilar tarafindan birlikte belirlenmek tizere web sitesinden silindi.

Bienal boyunca ORTAK EYLEM AYGITI: Bir ETUT'(, glindelik algi ve
davranig bigimlerinin diginda bir tahayyull davet ederek treten ve tretilen bir
slire¢ olarak gézlemledik. “Anonim Forum®da da internetin politik kullaniminin
sunabilecegi 6zgirlik potansiyeliyle anonimligi AyGit'in fiziksel mekaninda
deneyimlemeyi énerdik.




“Anonim Forum” sirasinda
ORTAK EYLEM AYGITI'ndan goriintii, 2013

Fotograftaki yiizler ObscuraCam

(https;//guardianproject.info/apps/
obscuracamy) ile anonimlestirilmistir.

View of CO-ACTION DEVICE
during “Anonymous Forum”, 2013

Faces in the photograph have been
blurred by ObscuraCam (https://
guardianproject.info/apps/obscuracam/).

Dedicated to The Public Domain
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Ozgiir K. and iz Oztat invited the
Co-ACTION DEVICE: A STUDY partici-
pants to organize an anonymous forum
at the project space. Participants—using
the anonymous usernames they were
provided—dispersed around the venue
with their Wi-Fi devices and participated
in the forum by sending text messages
to each other via the temporary website
created for the project. The forum was
screened with a projector in real time at
the venue. The compilation of texts that
emerged from the forum was emailed
to the participants. It was then deleted
from the website, and the participants
collectively decided its copyright and
the forms of further dissemination.
Throughout the Biennial the artists
observed Co-ACTION DEVICE:
A STUDY as a process that creates and
is created by invoking the imagination
beyond the daily modes of perception
and behavior. Within the physical
space of the DEVICE, the “Anonymous
Forum” reveals the potential freedom
and anonymity the use of the Internet
as a political tool may offer its users.

A performance, within “Co-action Device: A Study”
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1982 yilinda Joseph Beuys “Sonne statt
Reagan” (Yagmur degil, Giines) isimli

bir pop muzik klibi kaydetti ve sarkiyi
bizzat kendi seslendirdi. Bu, kelime
oyunu yaparak Almancada “yagmur”
anlamina gelen “Regen” kelimesiyle
dénemin Amerika Birlesik Devletleri
Baskani “Reagan”i degistirdigi savas
karsiti bir sarkiydi. ORTAK EYLEM
Avacrtr'na Peripatos Okulu dahilinde
yaptigim ziyarette bu sarkiyi grup olarak
tekrardan yorumladik ve tartistik. Ben
de dahil gogunlugu Almanca bilmeyen
grupla sézleri Turkce okunusuyla
ezberleyip, sarkinin deneysel bir
yorumunu hep beraber seslendirdik.
Amag, sanatin étesinde bagka giincel
kanallari kendine malzeme olarak segen
bir sanatgi olan Beuys'tan esinlenerek,
o dénemin sicak gelismelerini tarihi bir
veri olarak tartigsmak ve bugtniin glincel
politik gercekligiile iliski kurmakti.

AHMET OGUT

Peripatos Okulu | Peripatos School

Hep Beraber, Birlikte: Sanat-Olmayan Sanat

In Unison, Together: Art That is Not-art

In 1982 Joseph Beuys recorded the
pop-music video titled “Sonne statt
Reagan” (Sun intead of Rain) and he sang
the song himself. In this anti-war song,
the artist created a pun by replacing the
word Regen, meaning “rain” in German,
with “Reagan”, the name of president

of the United States of America at the
time. During my visit to the Co-acTION
DEVICE, we performed a version of this
song as a group at Peripatos School.
The majority of the group, including
myself, was not well-versed in German.
We memorized the lyrics with their
Turkish pronunciation and sang an
experimental rendition of the song
together. Drawing inspiration from
Beuys, who employed other contem-
porary media besides art, we explored
the important developments of that
period as historical data to create

links with the current political reality.
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Galata Rum Okulu’nun
Kisa Tarihcesi

Galata Rum Okulu, 20. yiizyil bagindaki
gelismelere bagli olarak agilan kokli ve
modern egitim kurumlarindan biridir.
Neo-klasik mimari Gislubuyla Istanbul'un
en eski semtlerinden Galata'da yer alan
okul, 1885 yilinda yaklasik otuz yillik

bir inga streci sonunda tamamlandi.
Bélgedeki degisimlere bagl olarak
1906 yilinda okul binasi yeni bir ingaat
slirecine girdi ve nihai haline 1909 yilinda
kavusarak egitim hayatina basladi.

Okul, 1935 yilina kadar sadece erkek
6grencileri kabul ederken, 1936 6gretim
yilindan itibaren karma olarak egitimine
devam etti. Ozellikle 1960 ve 70’li yillarin
ardindan bag gésteren demografik
sorunlar karsisinda caresiz kalarak,
tarihinde ilk defa 1988 yilinin Eylil ayinda
faaliyetine ara vermek zorunda kaldi.

Ogrenci kapasitesini arttirmak ve
6grenim kalitesini ylikseltmek amaciyla
2000'li yillarin basinda kismi tadilati
yapilan okul, 2001 yilinda anaokulu olarak
yeniden hizmet vermeye basladi. Ancak
2007 yihinda bir kez daha 6grenci yeter-
sizliginden 6tiri kapanmak durumunda
kaldi. Galata Rum Okulu, Rum cemaatine
2012 yilinda geri verildi. O tarihten
itibaren okulun ve kentin tarihini,
bellegini ve gelecegini arastirmayi ve
guncel bir dil ile donustirmeyi amaglayan
nitelikli, deneysel, 6zglr, yaratici, farkli
kultirleri biraraya getirecek faali-
yetlere ev sahipligi yapmaktadir.

A Brief History of
Galata Greek School

The Galata Greek School is among the
longest-established modern-education
institutions, founded on the cultural
developments of the early twentieth
century. Located in one of Istanbul’s
oldest districts, Galata, was originally
completed in 1885 in a neoclassical
architectural style, after almost thirty
years of construction. Paralleling the
changes taking place in the district, the
school building entered a new phase
of construction in 1906 and acquired
its final structure in 1909, at which
point it reinstated its education life.

Galata was a boys’ school until 1935,
when became co-educational institution.
Unable to survive the demographic
problems arising especially after the
1960s, the school suspended its activities
for the first time in September 1988.

A part of the school was renovated
in the early 2000s in order to increase
student capacity and improve
education quality. It reopened in 2001
as a preschool. However, it had to
shut down once again in 2007 due
to low enrollment.The Galata Greek
School was restituted to the Greek
community in 2012. Since then, it
has been host to quality experi-
mental, independent, and creative
activities to united different cultures.
Using a contemporary language, the
events at the school research and
transform the history, memory, and
future of the school and the city.
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