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TUZLU SU: Diisiince Bicimleri Uzerine Bir Teori

“Hayat bir bigim, bicim de hayatin kipidir.” ®

I. Olay ne

Hayatla sanat arasinda carpismalar, ikisini birbirine baglayan diugumler vardir.

Bazen sanat yapitlari gibi simgesel diizene ait yapitlarin; hikayeler, tarih ve soylen-
celer araciigiyla imgesel sistemlerimize girmis olaylarin meydana geldigi yerlere
yerlestirilmesi bile sanat yapitlarini doniistiirmeye yeter; s6z konusu yapitlar ayinsel
ve biyull bir hayata kavusur. Baglamlari, bizim eksiklik/mevcudiyet, gergek/imgesel
veya simdi/ge¢mis gibi huzurlu kategori ve ayrnmlarimizi sarsan bir kisa devreye yol
acar. Boyle bir sarsinti sanat yapitlarinin is gérme, fail olma ve diinyay doniistiirme
gibi kabiliyetlerinin 6nlinii agar.

Antropolog Marilyn Strathern’e ilham borcunu kabul eden Donna Haraway (ki ben
de ona olan borcumu kabul ediyorum) sdyle yazar: “Baska meseleleri diisinmek igin
hangi meseleleri kullandigimiz 6nemlidir; baska hikayeleri anlatmak icin hangi hika-
yeleri anlattigimiz énemlidir; digiimleri hangi dugumlerin diigiimledigi, diistinceleri
hangi diisiincelerin diisiindiigi, baglan hangi baglann bagladigi 5nemlidir.”® Bazi
hikayeler hikaye anlatmaya son verir, hayal giictinu kostekler, herhangi bir dontisiime
neden olmaz, herhangi bir diinya gelistirmezler. O halde, bir agacin dallar misali, bas-
ka hikayeler anlatilabilmesi igin birbirimize ne gibi hikayeler anlatabiliriz?

TUZLU SU: Diisiince Bicimleri Uzerine Bir Teori, bir materyalin —tuzlu su- ve diigiimlerle
dalgalarin gelisen imge-bigimlerinin etrafinda donuyor.

Sergi bir kitap; katilimcilan ve sergilenen yapitlari listeleyen, sponsorlara, dostlara,
hamilere ve destekgilere, sergi icin calisan ekibe ve sergiyi yaratanlara katkilar igin
tesekkur eden, ama ayni zamanda bir araya getirdigi yeni yazilarla, sanatgilarin se¢-
tigi metinlerden olusan bir antolojiyle ve ¢izimleriyle (ki bu diistince ve kagis ¢izgileri
kendine 6zg bir sistem gibi isleyen gevsek bir organizma olusturuyor) okura yol gos-
teren elinizdeki bu kitabi meydana getiriyor.

Sergi, ¢izginin nereye ¢ekilecegine, sanatta arastirmanin ve arastirma sureglerinin
diger bilgi alanlari (biyo-bilimlerin, fizik ve matematigin yani sira hikaye anlaticiligi,
felsefe, psikanaliz ve psikanalizin kontrpuani olan gliniimiiz nérobiliminin beyin ince-
lemeleri) ile yeniden iliskisini kuracak organik ve ¢gizgisel olmayan bicimler araciligiyla
nerede geri ¢ekilecegine, nerede yaklasip nerede uzaklagsacagina bakiyor. Bunu da,
acik denizlerde, diiz ylizeyler Uizerinde parmak uglarimizla yaptigi gibi, sualtinin derin-
liklerinde, kat kat sifrelemeler agiimadan énce de yapiyor.

Sergi, otoriter rejimlerde sanatgilarin, 6zglrlesmenin gesitli bicimlerini olusturan ya-
pitlari o toplumlar elestirse de, s6z konusu yapitlar kullanildiklarinda etkinlestirilen
donusturuci eylemlilikleri nedeniyle birer arag gibi kullanilabilirlerse de, cogu zaman
soyutlama yoluyla veya sifrelenmis ve Uistii értiilii dillerle konustuklarini unutmuyor.®
Sergide, sanatcilardan istenmis yapitlarin yani sira, okyanusbilim tarihi, cevre arastir-
malari, deniz arkeolojisi, Art Nouveau, ndrobilim, fizik, matematik ve teosofi gibi alan-
lardan alinmis malzemeler ve 2015'te bir arkadasimla birlikte Robert Smithson’in Great
Salt Lake'teki (Buyuik Tuz Golu) Sarmal Dalgakiran'indan topladigim birtakim kristaller
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sunuluyor. Tarihsel olarak yapitlar, néronu kesfetmis oldugu icin 1906'da Nobel Odiilii
almis olan Santiago Ramén y Cajal’in 1870’te resmettidi bir dalga tablosundan, Annie
Besant ve Charles Leadbeater tarafindan yayimlanmis olan ve modern soyutlamayi
6ngordigu gibi gériinmez olanin tezahiiriine de kalici bir ilgi uyandirmis olan ¢igir agi-
c1 Diistince Sekilleri'ne (1901-05), Fiisun Onur'un hareket eden bir kayikta bir siirin du-
yulabilecegi yeniisine, Ash Cavusoglu’nun Ermenilerin bir bécekten kirmizi boya elde
etme teknigine génderme yaparak hakikatlerin ortadan kaldiriimasi tizerine diisiinen
yeni bir enstalasyonuna, Theaster Gates'in Chicago ile Istanbul arasindaki kiiltiirel
bulugma noktasina varincaya dek genis bir yelpazeye yayilyor.

Rene Gabri ve Ayreen Anastas’in hatirlattidi gibi, “parrhesia” kelimesi eski Yunan'da
dogruyu séylemek anlamina geliyordu. ikna retorigi ve bircok yalanin egemen oldu-
du bir diinyada, parrhesia imkansiz veya en azindan ihtimal dis, belki de ttopik bir
durum gibi gériiniiyor. Yine de, TUZLU SU: Diisiince Bicimleri Uzerine Bir Teori vesile-
siyle Gabri ve Anastas 2007'de katledilmis Ermeni bir Tiirkiye vatandasi olan gazeteci
Hrant Dink’in ve onun 1996'da kurdugu Ermenice-Tirkge Agos gazetesinin biirosuna
yeni bir ad vermeyi tercih ederek “Parrhesia Merkezi” dediler. Niyetleri parrhesiastla-
rin (dogruyu sdyleyenler) bulusmalarina evsahipligi yapmak ve éniimuizdeki yillarda,
14. Istanbul Bienali'nden sonra bile, gesitli ifade 6zgiirligii ve agiksézliiliik bigimleri-
ni stirdiirmekti. Butiin serginin mikrokozmosunu olusturduguna inandigim bu mer-
kez veya bulusma yerini agiklamak i¢in Gabri ve Anastas sunu yazdilar:

Burasi hem zaman hem de mekan bakimindan bir “aralik”: Bununla
sunun arasinda, konusmak ile eylemde bulunmak arasinda, okumak
ile kullanmak, 6grenmek ile 6grendigini unutmak arasinda -sabitlen-
mis sinirlarin sorgulandig1 ve ayirt edilemez, is gormez duruma getiril-
digi bir mekan. “Tarih” diye miras aldigimiz seye nasil layik olabilece-
gimizi ve basimiza gelenlerle nasil basedecegimizi dliistinmeye yonelik
bir mekan. Merkezi ayakta tutansa Parrhesia Dostlar1 Cemiyeti:

Bariyerler ve dislamalarin ortadan kaldirilmasini arzu eden bir cemiyet.
Dilleri harmanlayan ve ufkunda Babil Kulesi olan bir cemiyet.

Kendi kendiyle ¢elisme ve tutarsizlik gibi su¢lamalari kabul eden bir
cemiyet.

Gergekligi, gorintsiin gézden kaybolusu olarak sahnelenmesi sek-
linde anlayan bir cemiyet.

Tarihsel, kiiltiirel ve psikolojik kabulleri sarsmaya ¢alisan bir cemiyet.
Bu cemiyetin dismanlari, kiltiirel uyusmacilik veya uzlasmaz ras-
yonalizm ve “gericilik”le metne veya s6ze el koyanlardir.
Dostlariysa bir olus, sabitlestirmeme, mentese s6kme, calistirma,
hatta anlama siirecini arzu ederler. ¥

TUZLU SU: Diisiince Bicimleri Uzerine Bir Teori dedigimiz tuzlu proje yelpazesinin, an-
gaje ve dobra séz edimleri konusunda ayni durtliyu tasimakla birlikte 6teki ucunda
yer alan Pierre Huyghe, istanbul’da bitmis bir sanat yapiti sunmak yerine bu gecici
sergi kapsaminda bir proje baslatmaya ve is gérmez yapitini 6niimiizdeki yillarda
devam ettirmeye karar verdi.® Huyghe, 2013'teki Gezi Parki isyaninin siddetle bas-
tinimasindan iki yil sonra diizenlenen bir bienalde ve ulus insasi adina etnik kim-
liklerin yok edildigi travmatik bir gecmisi olan bir lilkede, gerek Karadeniz gerekse
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Ortadogu’da etrafi kargasa ve savasla—su anda ben Biyiikada’daki inziva kdsemden
yazarken bile aktif olarak katildi§i savaslarla— cevrili bir Gilkede neler yapilabilecegini
anlamak ve bana tavsiyelerde bulunmak icin 2014'te istanbul’u ve Bogaz'i gezdi.
Gosterigli sanat sergisinin kurdugu iktidarin sistemik diizeni (Adorno bugtin gorse tiiy-
leri diken diken olurdu)® ve “halka agik miize”, “gegici sergi” gibi modern ulus insa mo-
delleri Uizerinde de diistinduiglinden, Huyghe yiiziinii exhibition (sergi) yerine in-hibi-
tion’a (iceri sergileme), yani bir birlikte-ortaya-cikis ayini baslatabilmek icin dogrudan
gOrunurligin eksikligine cevirmistir. Tercihini azametli ama algakgondilli bir jestten,
14. Bienal resmen bittikten sonraki yillarda sualtinda kendi kendine yeten, kendini yeni-
den Ureten bir dlinya ortaya ¢iksin diye denize bir sahne gdmmekten yana kullanmistir:
“Bienal uzun vadeli bir déniisiim ayini baslatmak icin iyi bir vesile,” diyecekti.”

Sectigi mahal Marmara Denizi’nde, Sivriada yakinlarinda ¢ok anlamli bir yer. Sivriada’ya
gayri resmi olarak “Hayirsiz Ada” da deniyor, ¢iinkii istanbul sokaklarindan toplanmis
binlerce képek, Osmanliimparatorlugu’nun son demlerinde, 1910’da sehrin daha “mo-
dern” ve Batili olma ¢abalar esnasinda aglik ve susuzluktan 6lmeye, aci aci Grlimeye
terk edilmis, resmen katledilmisti. Huyghe'lin ge¢mis yillardaki sanatsal icralarindan
artakalanlardan meydana getirilmis bu denize batirlan, yizdiirilemez/satilamaz (un-
sailable/unsaleable) sahne veya gercevenin Ustiine, kayalarin yani sira Akdeniz arke-
olojisinden elde edilmis baska unsurlar éniimiizdeki yillarda dikkatle yerlestirilecek,
bunlar da sualtindaki yasamla 6ngdriilemeyecek bir sekilde iceriden etkileserek bir
diinyay birlikte Uretecekler. “Marmara Denizi’nin dibinde”, diye yaziyor Huyghe,

slirglin adasi olan Sivriada’nin deniz yatagindaki mevcut kaya olu-
sumlarinin etrafina kurulmus somut bir sahne ylizeyden diglanmis
nesnelere, Akdeniz bolgesinin tarihinden artakalmis trtinlere ku-
cak acar. Bu sahne gitgide biytiyen koleksiyonun iginde ve disinda
evrim gec¢iren ve onu siirekli doniistiiren 6zgil deniz yasamini icine
alir. Biyolojik yinelemeler, hayvanlarin i¢gtidiisel davraniglari, dogal
fenomenler ve insan mamullerinin birlikte varolusu bir zuhur, kendi
kendine diizenlenme, yeni olusumlar ve farkli haller tiretir. ®

Sevgili okurlar, sizleri bu yere tekneyle gétiirecegdiz, ama sahnemize rahat rahat
bakabilesiniz diye teknenin tabani cam olamayacak veya o derin karanliga dalasi-
niz diye dalgic kiyafetleri dagitmayacagiz.

Shakespeare’in Firtina’sinda (1610-11), Miranda, bir gemiyi hileyle batiran ve bi-
ylicli de olan babasi Prospero’dan firtinayi bitirmesini ister:

Bu vahsi sular senin marifetinle kiikriiyor olmasin boyle!
Eger Oyleyse, birak artik durulsunlar sevgili babacigim.
Deniz goge uzanip yanaklarindaki atesi sondiirmese,
Pis kokulu zift yagacak yukaridan neredeyse.

Ah, o aci ¢ceken insanlar1 gordiikge,

Ben de ac1 ¢cektim onlarla birlikte. Harika bir tekne

(Ki kuskusuz soylu kisiler tasiyordu i¢inde)

Paramparca olmustu. Ah, her ¢iglk,

Gelip su ylregime ¢arpiyordu.

Zavalli insanlar, hepsi 61dii.”
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Insan bu acl, adaletsizlik ve suiistimal hikayesini anlatarak bir parrhesia durumu orta-
ya cikarabilecegi gibi, sanatin —adaletsizlikleri kinama tizerine kurulu en radikal sanat
yapitinin bile—iktidar sahipleriicin hep bir yanlis biling bigimi olarak is gérdiigiine ina-
niyorsa, yiiziini sualti diinyasina, kompostlamaya, hayatin gezegende serpilmesine
ve doniistimile degisime de gevirebilir. Sanattaki olasi ben-bilirimci manipilasyonlar-
dan ve ¢cogunlukla insanin iradesi disinda manipiile edilen kinayici s6z edimlerinden
kacinmayi amaclayan bdyle bir tercihte alcakgoniilluliik ve hakikat niteligi vardir.
Ayni oyunda, babasini kazada kaybettigini sanan kazazede Ferdinand’a Ariel’in sdy-
ledigi sarkinin ikinci kitasinda, bu tiir bir kompostlama okuruz ve denizin dibindeki
kdpeklerin kemikleri veya karanlik yiizi kdlelik olan Aydinlanma déneminde yizyil-
larca gemilerden atilan bedenler (Ellen Gallagher'in bu sergi icin yaptigi enfes yeni
resimleriyle animsattigi gibi, Atlas Okyanusu, ylzyillarca Orta Gegit'in cesetlerini
yutmustur) ya da yine gemiden atilan bedenlerin turistlerin glineslendigi Sicilya
plajlarina vurdugu bir zamanda giinimiiz Akdeniz’inin sulari aklimiza gelir:

Tam bes kulag dipte yatiyor baban;
Kemikleri simdi mercan oluyor;

Bir cift inci artik gézlerinde duran;
Higbir parcasi yok olmuyor;
Harika bir seye déntiyor bence.
Deniz degisiminden gectikce.”

Dolayisiyla Bogaz'daki bu sergi, diinyamizi siirsel bir bicimde sekillendirip doniis-
turen dalgalarin farkli frekanslarini ve driintilerini, suyun akinti ve yogunluklarini
dikkate aliyor. Sanatla birlikte ve sanat araciligiyla yas tutuyor, hatirliyor, kiniyor,
iyilesmeye calisiyoruz ve kendimizi bu mekanda beraber yasamis bir¢ok toplu-
lugun nese ve canlilik olasiliklarina adiyor, bigcimden yeseren yasama sigriyoruz.
Diizensiz dalga oriintllerini ve organik biiyiimeyi arastiran en agik sanatsal pro-
jelerden biri Christine Taylor Patten’in isi: Sanat¢i minimal malzemelerle, kagit
Uistline, kalem olarak karga tllyli ve siyah murekkep kullanarak, “mikrolar” dedigi
bir inckare ebadinda minicik 2000 ¢izim Uzerinde calisiyor. S6z konusu gizimler
tipki evrenin kendisi gibi bir ilk noktadan ortaya cikip agiliyor:

Milattan sonraki iki bin yil temsil eden dizide ayrintilara girmek i¢in
her bir ¢izim bir 6nceki ¢izimde bulunan bir olaydan yola ¢ikiyor. Bu
minicik alanda, organikten geometrik soyutlamaya varincaya dek
cizimin biitlin s6zvarligi bize bir diinya ifsa ediyor ve ¢izimin evre-
ni muazzam bir 6lgek tizerinde dontstip degisiyor. Zaman, mekan,
enerji, bicim, iste sanat¢inin bir dmiir boyu ¢izginin potansiyel, son-
suz olanaklariyla girdigi angajmana derinlemesine dayali olan bu
siradisi kavramsal projeden zuhur ediyor.!?

Suyun yiizeyinde olan ile suyun altinda olan arasindaki iliski daha genis bir meseleye,
gorunurolanilegenelliklegériilmedenkalanmeselesine baglidir. Sosyalist, teosofistve
feminist Annie Besant'in (1847-1933) on dokuzuncu yiizyilin sonunda gérdugu uizere,
“dusuincesekilleri’ imgeselalanin cisimlesmiskendilikleridir, genellikle gérinmezkalan
seyin goriindrve kipirkipir halleridir. Gergek diinyanin ancak farkindalik, diisiinme veya
dikkat gibi yogun haller i¢inde kavranabilen bicimleridir. Besant'in Charles Leadbeater
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ile birlikte yazdigi ve 1905'te™ yayimlanan ilgili kitabi, modern soyut sanat teorisinin
ilk 6rneklerinden biridir; ve dogrudan dogruya arzu ve diisiincenin urettigi bicimlerin
gorsellestiriimesini ele alir. Katalogumuzda Pietro Rigolo’nun yazdig gibi:

Sanat her zaman diisiince sekillerinin temsilini igcermistir ve bir agi-
dan, bizzat bir dustince seklidir. Bununla birlikte diistince sekilleri,
sanat tizerine diisiinmek i¢in bir model olarak kullanilabilir: ikisinde
de gercek, imgesel ve simgesel dlzeyler i¢ ice 6rilmistiir ve bizler ar-
zumuzla ne yapacagimiza dair etik bir problemle karsi karstyayizdir.*?

Besant, Adyarda (Hindistan) yasiyordu ve Britanya imparatorlugu'na karsiyd;
Hindistan Ulusal Meclisi’ne kabul edilen ilk kadin olacakti. Fabianci bir sosyalist-
ken kadim ve ¢cagdas dinleri karsilastirmali olarak inceleyen ve irk, din ve milliyet
ayrimi yapmaksizin bitiin insanlarin esitligine inanan maneviyatcilara, teosofist-
lere katild1. Teosofistler dogay1 anlamak ve sevmek i¢in bilimi incelemek gerekti-
gine de inaniyorlardi; ilk cevreciler arasindaydilar.

Madam Blavatsky ve Besant gibi teosofistler evrene niifuz etmis ortintli ve dal-
galar (nabzimiz da, nefes alisverisimiz de birer dalgadir) algilama yeteneklerini
egitmislerdi. Yeni bir anlam yukledikleri yogay: pratiklerine dahil ettiler ve her
birimizin goériinmez alani gérme yetenegine inandilar; dénem Nikola Tesla'nin
radyo iletimleriyle ilgili deneylerini yaptigi (1893), Guglielmo Marconi’nin radyoyu
icat edip patentini aldi§i (1896) ve Wilhelm Conrad Roentgen’in X isini dedigimiz
elektromanyetik radyasyonu kesfettigi (1895) donemdi.

Glinimuzde bazi sanatgilarin ve kiiltir pratisyenlerinin gizli iktidar yapilarini anlama
ve dijital toplumun goériinmez sifrelerinden azade olma girisimleri ile bu fikirler arasin-
da bir iligki var (Ed Atkins). TUZLU SU: Diistince Bicimleri Uzerine Bir Teori'deki kimi
sanat yapitlarinin ve yazilarin esin kaynady, iste bu yeni gercekgilik bigimidir (temsilf
gercekgilik degil, bireyler ve sirketlerin hayatimiza yonelik gizli manipulasyonlarinin
somut bir gériinlisii ve zuhuru): Susan Philipsz, Irena Haiduk, Cevdet Erek, Georgia
Sagri, Ania Soliman ve Zeyno Pekiinlirniin yani sira Besant ve Leadbeater’in kita-
bindaki guaslarin Lea Porsager tarafindan gergeklestirilmis el yapimi kopyalari anila-
bilir. Yazilara 6rnek olaraksa Alexander Provan ile Beatriz Colomina'yi zikredebiliriz.
Goruinmez olanin bir maddeselligi oldugunu, dolayisiyla zihin/beden ayrimi diye bir
seyin olmadigini, dusiinceler ile diger maddi seylerin kendi iclerinde etkilestiklerini
algilamak feminist (Karen Barad) ve bilimsel (klasik degil de kuantum fizigi) bir
distinme tarzidir. Zihnin beden tarafindan ve bedenle birlikte belirlendigini diisiin-
mek ve giiniimiizde bir yandan organik olana, 6te yandan da mekanik ve teknik olana
(toplumun teknolojik donanim/yazilim tertibatlarina meraki) duyulan kiiltiirel saplan-
tida bulunan nevrozlarin farkinda olmak ayni zamanda psikanalitik bir diistinme tarzi-
dir (Bracha Ettinger, Senam Okudzeto, Daria Martin, Marcos Lutyens).

Cevdet Erek, yeni enstalasyonu Bir Ritim Mekdni — Otopark’ta Tophane bolgesinin
nezihlestirilmesi sireci iginde yikilmasi planlanan, 1940’ta insa edilmis beton bir
otoparki son bir veda edimi olarak bosaltip temizledi, bdylece bir bosluk meydana
getirdi. Zaman ve mekanin ses ve fiziksel unsurlar araciligiyla bu sekilde birbirine
eklemlenmesi ayni zamanda insanlarin sehir parklar gibi kamusal alanlarda veya
arabanizi park etmek gibi guinliik faaliyetler icinde diger araliklarda toplanmala-
rina gdnderme yapiyor. Bu yapit, Erek’in 2012°'deki Raum der Rhythmen (Ritimler
Odas1)™ isinin deneysel bir tekrari. Erek 2012'de {i¢c katmanli ritimler araciigiy-
la ses ve mekan lzerinde bir deney yapmisti. Kullanilan ritimler gilnliik hayatin
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(gece/glindiiziin dogal ritmi, biyolojik hayatla beden ve toplumsal hayatin ritimleri),
mizikal dl¢ilerin ritimleri ve devrimler, darbeler gibi tarihin ritim ve dalgalarinin so-
yut ritimleriydi.’” Sergi siiresince istanbul i¢cin gerceklestirilen bu acik projede bu
ritimlere yonelik sonu gelmez bir arastirma kat kat acilip degisiklikler gdsterecek.

1l. Olay Nerede Gegiyor

Sergi mekanlari Avrupa ve Asya yakalarinda, Karadenizden Marmara’nin Akdeniz’e
yakin noktalarina dogru pek ¢cok yere yayilmis bulunuyor. Sehrin merkezinden, la-
son ve Argonotlarin Altin Post’u ararken gectikleri séylenen Karadeniz kiyisindaki
Rumeli Feneri’ne dogru seyahat edeceksiniz. Sonra, 8500 yil 6nce su gegidi olarak
acilmis bir sismik fay hatti olan kivrimli ve daracik Bogaz'dan Akdeniz'e dogru, Bii-
yikada’da (Marmara Denizi'ndeki Prens Adalar’'ndan biri. Vaktiyle Bizans impara-
torlar diismanlarini oraya siirgiine génderirlermis, Lev Trocki de 1929-33 arasinda
dort yil bu adada yasamis) Splendid Otel ve Trogki Evi gibi mekanlara, Galata'da
Vault Karakéy The House Hotel'e ve Tophane'de Italyan Lisesine, Kadikdy'de bir
sanatc! atélyesinin yani sira ARTER, Istanbul Modern, SALT Galata ve DEPO gibi
sanata 6zgu mekanlara seyahat edeceksiniz.

Grup sergilerine ev sahipligi yapan sadece dért yer var: istanbul Modern, ARTER,
Rum Okulu ve italyan Lisesi. Istanbul Modern'de “Kanal” adini verdigim uzun, dar bir
mekanda tersten bir Wunderkammer, yani Nadire Kabineleri bulacaksiniz. Kanal, tipki
bir Klein sisesi (icinde bir sey bulundurabilen bir kap oldugu halde i¢i ve disi olmayan
bir bicim)® gibi, farkli kagis cizgileriyle iceri ve disariyi birbirine diigiimliiyor. Bu mate-
matik nesne veya cisimlesmis diistince bicimi, ilk olarak Alman matematikgi Felix Klein
tarafindan 1882'de betimlenmisti. Yonsuiz ylizeyin 6rneklerinden biri ti¢ boyutlu bir M6-
bius serididir (iceriyle disarinin yer degistirebildigi bir yapi) ki sergi icin uygun birimge
olusturuyor. Bir ic mekanin (sergi) kendisine gore nasil bir disari (genel olarak diinya)
yaratabilecegine gondermede bulunuyor. “Kanal” dedigimiz bu Klein sisesinde du-
rup bakanlar, diinyada bulunmus, yapiimis unsurlarin birlikte mevcut oldugu, cesitli
failliklerin anlatimlarinin bir araya getirildigi bir mekanda, nesnelerin sanat alani igin-
de ve disinda olma deneyimine bagl olarak nasil islev gérdiigiine yogunlasabilirler.
istanbul Modern'deki Kanal hem Bogaz'a hem de néronlarimizin “sodyum kanali”na bir
génderme.®Kanal'da Orhan Pamuk’un eskiz defterindeki cizimlerden okyanusbilim-
ci Emin Ozsoy’un Bodazdaki kayitlarina varincaya dek farkl bilgi alanlari arasindaki
soylesiler boy gosteriyor. Kiyaslanamaz, élglilemez goriineni kiyaslamak her zaman
icin zordur. Ozne felsefesine ve arilarin dansina ayni anda bakmak zordur. Ancak farkl
alanlar arasindaki sinirlar korumanin internet caginda pek anlami yok. Derin diisiince-
ye kabiliyetimiz var; ¢esitli ilgili alanlan tizerinde gezinmeye déniik yakin zamanli kabi-
liyetimizle birlikte icra edilmesi, onunla ittifak icine sokulmasi gereken eski bir kabiliyet
bu. Sanat, ister ziyaret¢i olsun isterse sanatgi, bilimci, tarih¢i, kurmaca yazari veya filo-
zof, benzer diislinen insanlar arasindaki bu tiir capraz ittifaklarin deneylenmesi ve icra
edilmesi-ve bu karmasiklidi doymak bilmez bir bilgi achigina diismeksizin, kuskucu bir
aciklikla dustiinmek-icin bir platform olusturuyor. Kanal'da bir dizi unsur birlikte “yiizu-
yor”. Tuzlu suyu diisiinmek suretiyle, Istanbul'daki 1894 depremi gibi gecmis travma
ve serpilme katmanlarinin yani sira on dokuzuncu ytizyil mimarisinde Art Nouveau’nun
gelismesinin arkasindaki itici giicleri, 6zellikle de depremden sonra (istanbul'a 1893'te
gelen) imparatorlugun resmi mimari ve sehrin biyik bir kismini Sultan Abdiilhamid’in
1909'da tahttan indiriimesinden énce Ermeni, Fransiz ve Tiirk meslektaslariyla birlikte
benzersiz bir Art Nouveau islubuyla yeniden insa etmis olan Raimondo D’Aronco 6r-
negiyle ele aliyorum. Art Nouveau, asimetri ve hareketi, organik akma bigimini mimari
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bigimin ve guinlik hayatta etrafimizi saran nesnelerin dikgen karsiti bir 6zgiirlesmesi
olarak gelistirmistir. Bunun icin de dikkatini organizmalara, bitki, hayvan ve ¢giceklerde-
ki dogal blylime seyirlerine ve bunlarin morfolojilerine gevirmistir. Jacques Lacan’in
1970’lerde yaptigi diigum cizimleri, Brezilyali sanatci Frans Krajcberg'in “digimlii”
resimlerinden ve Emile Gallé'nin on dokuzuncu yiizyll sonunda yapmis oldugu Art
Nouveau vazolardan bir secki ve Patrick Blanc’in dikey bahceleri icin hazirlamis ol-
dugu cizimlerle birlikte sergileniyor. Bunlar bir arada, erken dénem organizmaciligin
devrimci potansiyelini glinimuziin biyo-mimarisi ve gevreciligiyle kompostluyor.
Kanal'daki bu unsurlar otuz ayri mekana yayilmis olan Tuzlu Su’nun geri kalani-
ni gezmek igin bir anahtar sunuyor. Kamusal alanin kisa sireli ve gecici yasam
alanlanyla baglantiicinde yeniden kurulmasi 6nermesi cercevesinde, s6z konusu
mekanlarin her biri tek bir katilimcinin veya bir grubun yapitina ev sahipligi yapi-
yor: otel, tekne, eski bir sosyal konut, deniz feneri, diikkan, eski bir banka subesi,
ozel bir ev, derslik, kiitiphane, Trocki'nin eski gegici ikametgahinin kiyisi.

Ill. Tuzlu Su

14. Istanbul Bienali'ni gezerken bu sekilde tuzlu suyun Ustiinde ve icinde epey bir
vakit gegirmis olacaksiniz. Fiisun Onur’un sanat eseri, bir siirin sesli okundugu ku-
¢uk, beyaz bir tekne. Bogaz boyunca bir asadi bir yukari seyahat ediyor. Mekanlar
arasinda, ozellikle vapurlarda seyahat ederken sanat deneyimi biraz yavaslamis
olacak. Bu da ¢ok saglikli bir durum: Tuzlu su solunum sorunlarinin ve bagka nice
hastaligin tedavisine yardimci olur, ayrica sinirleri gevsetir. Endosimbiyotik ic-etki-
lesimle ilgili mevcut teoriler®” en kiigiik hiicre veya bakterinin en eski veya en te-
mel duyu yetisinin su ve tuzun, yani diinyada en fazla bulunan ve her tiirli hayat icin
temel nitelikte olan maddelerin mevcudiyetini duyumsamak oldugunu hatirlatiyor.
Tuzlu su ayni zamanda dijital ¢ag icin en asindirici maddi tehdit anlamina geliyor:
Akilli telefonunuzu tath suya diisurseniz, kurutup muhtemelen kullanabilirsiniz.
Ama tuzlu suya disiriirseniz, telefonunuz malzemede meydana gelen kimyasal
molekiiler degisimler nedeniyle mahvolur. Tuzlu okyanuslanimizda, kiyilardan
binlerce kilometre agikta, sualti irmaklari akiyor ve dijital enformasyon tasiyan
kablolarimizi hi¢ beklenmedik bigimde c¢atlatan tortu ve akintilar getiriyorlar. Bu
iki sistem, organik ve dijital sistemler, tuzla birbirlerinden ayriliyor.

Tuz (sodyum klorir, NaCl) bir metal atomuyla bir ametal atomunun meydana ge-
tirdigi iyonik bir bilesiktir. Bir molekiili meydana getiren baglanmis iyonlardan
dedil, karsit yikleri (biri pozitif digeri negatif) olan iyonlardan olusur. Ancak suda
iki iyon ayridir; biri molekdllin pozitif tarafina, 6buri negatif tarafina cekilmistir. Bu
gizemli birlesme ve hidrolizasyon icinde ayrilma 6rnekgesi, bu elektrik, degisim
paradoksu —hadi buna cekim, itme, arzu, sevgi, gli¢, acgozliliik, nefret, ekonomi
paradoksu veya bu kimyasal diislince bi¢ciminde her ne gérmek istiyorsaniz onun
paradoksu diyelim-iste bu serginin/ige sergilemenin canevinde duruyor.

Eski Cin'de deniz suyu islenerek elde edilen, sonralari Keltler (yani “tuzcular”) tara-
findan ocaktan cikarilip diinyanin biitiin halklar tarafindan toplanan tuz, hem ticareti
yapilan bir madde hem de maaslar tuz olarak 6dendigi dlgtide bir iktidar kaynagiydi
(“asker” anlamina gelen ingilizce soldier kelimesi Latince salario, Eski Fransizca sol-
de’dan tiiremistir). Tuz antikgagda 6nemli bir metaydi, ¢linkii organik maddeleri (yiye-
ceklerimizi) korur, viicutlarimizin ve besi hayvanlarimizin saghdi icin gereklidir. Tuzhem
g0zyaslarimizin suyu hem de hayatin tadi tuzudur; pozitif ve negatif yikli iyonlar mo-
lekulleri bir araya getirerek gezegende hayati mumkiin kilan tuz kristallerini olusturur.
Sodyum nérolojik sistemimizin, dolayisiyla da biitiin yasamsal sistemlerimizin
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calismasini saglar; kelimenin tam anlamiyla bizi hayatta tutar. Sinir hiicrelerimizin zarla-
riniagmalarini, bdylece polarizasyondaki bir dedisme (hareketsizken sodyumlu hiicre-
nin disi pozitif yiikliidiir ama potansiyel eylem sirasinda bu polarite tersine gevrilir) sa-
yesinde enformasyonun elektrikle tasinip beynimizin iletisim kurmasini, viicutlarimizin
hareket etmesini, kalplerimizin atmasini saglar. Néronun igiyle disi arasindaki iletisim
kanallarini uyarir. Clinkii sodyum hiicre zarindaki potansiyel elektrigi ytkseltir, o da dal-
galanir -bigimsel olarak bir dalga érnekgesine bagli oldugunu sdyleyebiliriz. Sézini
ettigimiz elektrik salinimlarinin fiziksel olarak bulundugu yer sinapstir.

IV. Dalgalar ve Diigiimler

Hem zamani askiya alan durdurulmus hareketler vardir (denizler, okyanuslar tize-
rinde insan tasimaciliginin digiimleri, savas, emek, etnik temizlik dugtmleri) hem
de dalgalar gibi daginik ve tekrarlanan hareketler vardir (ayaklanma dalgalari, jou-
issance dalgalar, elektromanyetik dalgalar).

Hem kelimenin diizanlamiyla su dalgalari vardir hem de insan dalgalari, duygu ve ani
dalgalari. Dalgalari teshis ederek, gorerek oriintllerinin farkina variriz—sualtindaki su
oOruinttleri, rizgar oriintuleri. Belki de bir dalga sadece zamandir —bir dalganin yiik-
sek ve alcak noktalari arasindaki farkta duyumsanan his zamani, dolayisiyla mekani
ve dolayisiyla yasami imleyebilir. Dalga sonug itibariyla bir diigiim olabilir mi?
Dalgalarin tekrari ve sagiimayi andiran hareketleri de ayrica dugimlenmis cizgiler
tzerinden distinilerek askida tutuluyor. Tarihin dalgalari vardir ve bir de isya-
nin dalgalari ve bir halk toplanmaya, bir araya gelmeye ve ¢izgiyi cekmeye karar
verdiginde goriiniir olan, 6fkenin ve adanmishigin dalgalari. Boylesi anlarda dii-
glmler meydana gelir ve olugan diigimler dalgalarin akisini askiya alir.
Matematikte, Gi¢c boyutlu uzaydaki bir diigiim kendisiyle kesisimi olmayan kapa-
Il bir dongiidir. Dugum Teorisi topolojide ti¢ boyutlu manifoldlar incelemesinin
pargasidir. 1877 dolaylarinda iskog fizikci Peter Tait iki digimiin ne zaman birbi-
rinden “farkli” oldugunu anlamak icin diigiimlerin kapsamli birinceleme ve listele-
mesine giristi. “Farkli” ile “ayni” konusundaki sezgisel kavrayisi sdyleydi: Dugim-
lerden biri digerine benzeyinceye dek ti¢ boyutlu uzayda (kendisiyle kesismesine
izin verilmeksizin) ydnlendirilebiliyorsa bu ikisi izotopiktir.

Sonraki yillarda Dugum Teorisi Ozellikle matematikgiler/topolojistler tarafindan
arastirnlan bir alan oldu, ama bugiin (William Irvine’in su icinde digiimleri konu
alan calismalari gibi incelemelerle) fizikgilerin evrenine geri déndu. Benim sezgi-
lerime gore, beynin elastikiyetinin —bezemelerde gizgilerin girift st tste ve “alt
alta” binmelerine bakilarak— diistince bigimleri yaratmak icin icra edildigi nokta-
da, s6zgelimi Batil Digum Teorisi tasarlanmadan dnce yapilmis girift halilar veya
karmasik iznik cinileri incelenirken, Diigiim Teorisi bir estetikle baglanti kurar.
Diiglmler birer tutuk hareket, dalgalarin akisinda birer higkinktir. TUZLU SU: Dii-
stince Bicimleri Uzerine Bir Teori sergisi tarihin dalgalarina, ayni zamanda da tarihin
diigimlerine, zamanin yavasladigi ve hareketin —bazen nefes nefese— durduruldu-
gu zamanlara bakiyor. Bu diigiimlii gizgilere hem sarsintilar icinde bulunan zamani-
mizin merceginden hem de arkeolojik agidan, taslar tizerinde ¢alisarak bakiyoruz.
Sanat camiasindaki biiyik digimlerden biri, sanatin siyasi angajmanlari ile icinde
bulundugumuz “bilgi kapitalizmi” caginda sanatin cisimlesmis yaraticiigin bigimleri
olarak dolasimi arasindaki gerilimdir. Sanatin insan toplumlarinin diinyasinda suriip
giden acilara, 1zdiraplara ve sémdrilere yonelik empatisi ile sanatin “finansallas-
masI”, “pazarlar’a girisi arasinda bir gerilim var. Fotodraf, video, dogrudan veya ko-
lektif eylem gibi mecralar sanatgilar iktidar yapilarindan otomatik olarak kurtarmaz.
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Sanatin diinyada failligini yliceltmenin ve buna uygun platformlar sunmanin baska
yollari var. Bunlardan biri, sanat yapitlarinin sonlulugunu istikrarsiziga ugratacak sa-
natsal edimlerle fikir ve duygular seferber etmek, onlari kullanilabilir kilmak ve farkli
tarihsel digumler yaratip katalizlemektir. Ancak bu noktada, hele bizimki gibi kritik
bir cagda, Karadeniz ve Ortadogu bolgelerinde etnik ve dinsel savaslar kizisirken, Er-
meni travmasinin yani sira Kiirt miicadelesi ve Suriye’den siginmaci akini gibi baska
sorunlar ¢éziilmemis halde dururken, sanatci ve entelektiellerin Turkiye'de ve bitiin
diinyada tarihle hesaplasmalari icin bir platform sunmak etik ve tarihsel bir buyruktur.
Savaslarin, etnik temizligin, siyasi ayaklanmalarin tarihi; Turkler, Ermeniler, Rumlar ve
Kdrtler arasindaki iliskiler ve daha yakin zamanda da Suriyeli siginmacilar ve (ben bu
satirlan yazarken) sinir 6tesinde PKK kamplarinin bombalanmasi... —bu topraklarin ta-
rihindeki krizler bu diiguimlerden bazilaridir, halklarin hayatlarinin miistesna anlandir;
kisisel ve kolektif diigiimler nasil da birbirleriyle kiyaslanmaz gériinlyor.

Bu sergiyi diizenlemem istendiginde bir halkin gériinir zincirlerle veya zincirsiz
olarak birbiri pesi sira yiriyen takatten diismis, seyircinin bakisiyla asla kesis-
meyen, disaridan ve “zapturapt eden” bir bakisin kontrol ettigi bir dogrultuya kilit-
lenmis, ip gibi dizili kélelerin olusturdugu bir ¢izgi gibi goriilebilecegdini diistindiim.
William Kentridge'in yillar boyunca sik sik ¢izdigi miilksiizlerin gecit térenidir bu.*”
italyan ressam Giuseppe Pellizza da Volpedo /I Quarto Stato’yu (Dérdiincii
Kuvvet) on yilda resmetti: ilk taslaklarin ardindan tablo son bigimini 1901'de aldi.
Pellizza, Volpedo (Piemonte) diye kiicik bir kasabadaki baris¢il ama enerjik bir
protestocu kalabaligi resmetmisti. Buradaki kalabalik boyun egmis insanlarin ip
gibi dizildigi bir ¢izgi degil, aksine ylzleri dne dénuk ve bakan kisiye dogru yuri-
yorlar. Gengler sukdnetlerini korumayi bilen bilge yaslilardan daha 6fkeli resme-
dilmisler; kadin figurler erkeklerle ayni kosullardalar. Yiilkselmekte olan glinesin
sabahin orta saatlerindeki 1s1§inda merkezdeki figirler (bir erkegin saginda yasl
bir is¢i, solundaysa ¢ocuklu bir kadin var) arkalarindaki ve gcevrelerindeki diger-
lerinden daha biuytkler. Dolayisiyla tablo yeni bir demokratik resim yapisi i¢in
Ronesans perspektifini terse ceviriyor. Tablo 1902'de Torino’da sergilendiyse de
hicbir basar elde edemedi ve Pellizza birka¢ yil sonra, 1907°de intihar etti. Ama
tablo yirminci yiizyilda biitiin diinyada gorilen demokratik hareketler i¢in anahtar
niteliginde birimge olmaya devam etti, sinemanin imge diinyasina da girdi.?
Sivil topluma ve Gezi'den sonraki miicadelelerine saygi durusunda bulunmak igin
bu resmi Istanbul'da sergilemek istedim. Resmin Milano'da iki versiyonu var: La
fiumana (Sel) (1898) ve Il Quarto Stato (Dérdiincu Kuvvet) (1901). Ama ikisi icin de
odiing alma talebimiz reddedildi. Bu birokratik engelden yilmayarak Roma'daki
Galleria Nazionale d’Arte Moderna’da bulunan kesekadidi tizerine yapilmis gergek
boyutlu hazirlik gizimlerini 6diing almaya karar verdik. Ayrica paylasarak ve etkin-
lestirerek yapitin istanbul'da daha cok is gérmesi icin de bir yol aradik. Ozellikle
g6z kamastirici escinsel cevrelerde rafine resim teknigiyle taninan Taner Ceylan,
Pellizza da Volpedo'yu cisimlestirmeyi ve orijinal tabloyu sanatciya, Gezi'ye, Soma
felaketinde hayatlarini kaybeden iscilere ve Tirkiye'de demokrasi ugrunda verilen
biitiin cabalara saygi amaciyla istanbul Bienali icin kopyalamay: kabul etti. Telif hak-
ki yasalari, kopya ¢ikaran ressamin uzun ve zahmetli calismasini kapsamadid igin
Pellizza’nin eserini dikkatli bir sekilde incelemek icin kalktik Volpedo ve Milano’ya
gittik. Eser, Ceylan'in divizyonist resmin noktaciliga yakin olan “kaba” tslup ve tek-
nigini 6grenmesini gerektiriyordu. Mekani figiirlerin bel gizgisiyle dikey olarak ikiye
bdlen matematik bir temsil sistemine yerini birakmis olan daha az “iyi” resmetmenin
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ve protestocularin el hareketlerinin bir dalga oriintlisi yaratmasinin nasil daha
dengeli ve daha gli¢lii bicimde dinamik ve titresimli bir ylizey elde edebildigini gord.
istanbul Modern'deki sergide, 1901/2015 tarihli bu tabloda éne dogru ilerleyen in-
sanlarin sinematik dalgasi Pellizza'nin orijinal gizimleriyle birbirine dugimleniyor.
Cizimler de Michelangelo Pistoletto'nun Venere degli Stracci (Pacavralar icinde
Venus) (1967) baslikli isiyle birbirine digimleniyor. Pistoletto’nun isinde pagavra-
larin olusturdugu kipir kipir yigin, Vietnam Savasr’na karsi yapilan gdsterilerin ve
eli kulaginda bekleyen ‘68 hareketinin oldugu dénemde baska bir yiikselen kala-
baligi temsil ediyor. Digiimdeki bir diger biikiim ise Artikigler Kolektifinin (Ozge
Celikaslan ve Alper Sen) Tekel iscilerinin 2010 Ankara direnisini belgeleyen yeni
video-kolaji ve Cildo Meireles'in Project Hole to Throw Dishonest Politicans (Sah-
tekar Politikacilar Atmak icin Proje Deligi) (2011) adl diisiince bicimi resmidir.
Hayots tseghaspanutyun'dan (Ermenicede "soykirm") sag kurtulabilen bir an-
ne-babanin cocudu olarak Kudiis ve Beyrut'ta yasamis, italya ve Paris'te kalmis
olan Lubnanl Ermeni Paul Guiragossian‘in (1925-93) resimleri de bu “dugim’-
den uzak dedil. 1950’lerin ortasindan 6limine kadar resim yapan Guiragossian,
bir topluluk olusturmanin anlamini irdelemek igin renk ve bigimi arastiran moder-
nist soyut isler yaratti. Pellizza da Volpedo gibi o da toplulugu ip gibi dizili insan-
larin olusturdugu bir ¢izgi seklinde degil, bakan kisiye dogru ilerleyen, soyut bir
renk duvarina doniisen insanlarin 6n cephesi olarak resmetti. Her firca darbesi,
tarihi estetik olarak yeniden hayal eden bir siitunlar ve resimsel isaretler toplulu-
gunda insanligin bir situnu haline gelir.
2015 yili, Ermenilerin geleneksel olarak 1915’|e iligkilendirilen, Osmanli imparator-
lugu’nun sonlarinda halklarinin gaddarca yok edilmesini tanimlamak icin énceleri
Uko br[hrlil (Medz Yeghern) ve ijng gbrlluuultuimlfalnLD (Hayots tseghas-
panutyun) adlarini verdikleri olayin ylziincu yilina denk dustyor. Travmatik bir
gecmisin arastirilmasi ile tarihin gelecek icin verimli bir topraga donustirilmesi
calismasi arasinda bir diyalog vardir. Ancak yitirilenin kabul edilmesi ile travmanin
irdelenmesi paralel sekilde gerceklesirse hayatin yliceltiimesi ve yeni sanat ve ha-
yat bicimlerinin ortaya ¢itkmasi anlamli olur.
Ama bu durum sergide kiratoryal agidan bir “Ermeni bolimu” agilarak degil, bu
bireysel sanatgilarin ve tarihi yankilayan 6zgiil sanat yapitlarinin gi¢li katihmiyla,
bitlin olarak serginin dokusuyla i¢ ice gecirilmesiyle ifade edildi. Bunlar arasinda
cagdas Turkiye’de Ermeni tarihi ve travmasiyla kismen ilgili isler yapan sanatci-
larin (6rnedin Francis Alys, Vernon Ah Kee, Michael Rakowitz, Kristina Buch)
yani sira Arshile Gorky ve Paul Guiragossian gibi Ermeni kdkenli ¢idir agici sa-
natcilari ve Sarkis, Sonia Balassanian, Anna Boghiguian, Haig Aivazian, Hera
Biiyiiktasciyan ve Rene Gabri gibi Ermeni sanatgilari sayabiliriz.
Eski Galata Rum Okulu’nda Misirli ve Kanadali Ermeni sanat¢i Anna Boghiguian
Tuz Ticcarlarrni yaratt. Eski yelkenler, resimler, gizimler, tekne parcalari ve ses ka-
yitlarindan olusan bu biiyiik, heykelsi enstalasyon, vaktiyle Antarktika’da kaybol-
mus tuz tasiyan bir teknenin Milattan Sonra 2300’de buz tabakas! eriyince yeni-
den ortaya ¢ikmasinin hikayesini anlatiyor. Tuz ve demir oksitlenmesi sonucunda
dijital cag sona erdigi icin, diinya ge¢misini bu tekne sayesinde yeniden kesfedi-
yor. Boghiguian iktidar ve adaletsizlige dogrudan ve dolayli géndermeler yapiyor;
tarih icinde tekrarlanan bu géndermeler Via Salaria’daki eski Romalilardan Buyiik
Iskender'in Siva'ya seyahatlerine, Kristof Kolomb’a, Gandhi’'nin tuz yiiriiyiisiine ve
Yunanistan'in bugiinki finansal krizine (ki insanlarin en temel besin kaynaklarina
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yonelik bir saldir oldugu igin buna “ekmek ve tuz krizi” adini veriyor) uzaniyor. Tuz
ticareti ile kolelik arasindaki iliskilere, glinimiizde denizlerde tanik oldugumuz
trajedilere yapilan baska yazili ve resimsel géndermelerle birlikte Boghiguian'in
enstalasyonu ¢izim ve bicim yaratma Uzerine bir risale niteligi tasiyor. Eski okul
salonundaki mekani resmedilmis yelkenlerin ve tuz yiginlarinin asiimasiyla “kat
kat genisletiyor”, bu da bakanlarin katedebilecekleri dev bir manzara yaratiyor.
Bu “dugum”l ele alan diger uluslararasi sanatcilardan Francis Alys Ani'nin Ses-
sizligi bashgini tastyan yeni bir film ve enstalasyon sunuyor. Bu proje Dogu Ana-
dolu’ya yapilan bir arastirma gezisinden sonra gelistirildi; bdlgedeki cocuklarin
belli tiirdeki kuslari cagirmak icin kullandiklar kus 6tiisiini taklit eden flit benzeri
kiiguk “dudukler’den ¢ikan seslerin kaydi tizerine kurulu. Ermenistan siniri yakinin-
daki, vaktiyle kalabalik bir sehirken simdi cocuklarin yikintilar arasinda oynadigi
Ani harabelerinde, her cocuk kus cagirmak icin farkli bir ses ¢ikariyor, bunlarin top-
lami da kuslarin geri gelmesi icin kolektif ama teksesli bir cagri meydana getiriyor.
Alman sanatci Kristina Buch’un yarattigi Such prophecies we write on banana
skins (Muz kabuklari iizerine yazdigimiz cinsten kehanetler) bashkli iki kanalli
yeni video enstalasyonuna da yine Dogu Anadolu ve Ani’ye yapilmis bir seya-
hat esin verdi. Bolgeye gercgeklestirdigi arastirma gezisi sirasina Buch, Surp
Sarkis dahil olmak uzere bircok Ermeni kilisesini gezdi. Surp Sarkis yiiz yil
once tahrip edilip terk edilmis bir kilise; bugiin yeniden tremeyi ve insan sid-
detinin anlamsizhgini akla getiren ciceklerle kelebeklerin istilasina ugramis
durumda. Buch’un yapiti birbirinin neredeyse aynisi ama ayni zamanda taban
tabana ziddi iki patlamayi ses ve gériintii aracilidiyla ima ediyor: Biri insan kiil-
turuintin 6nemli bir kdsetas! (bir miize), 6biuri doganin kosetasi olan Everest
Dagi. Michelangelo Antonioni’nin Zabriskie Point (Zabriskie Noktasi, 1970)
filminin sonundaki patlama sekansinin genel gcercevesini, dekorunu ve ritmi-
ni kopyalayan doga ve kiltir, insan uygarligi ve ¢evre alanlarindaki bu pat-
lama gériintiileri yavasca havada ucusan ses zerreciklerine karisiyor. insanin
modern diinyadaki yabancilagsmasini betimlemek igcin Antonioni bir tiir soyut
gercekgeilik kullanmisti. Yok etme dirtilerimiz ve bosa giden kahramanlik jesti
Gzerine diistinen Buch’un projesi Antonioni’nin sahnesini genisletip asiyor. Bu
projede dislinlisimuziin ve varolusumuzun, yani insan olarak anitsal nitelik-
teki iki glivenli limanimizin tam olarak pargalanmasina tanik oluyoruz: Doga ve
kultdr anitlarinin, bunlarin tanimlarinin, yapilarinin ve simgelerinin ¢ézuliip yok
olmasi. Dijitalin kendi i¢ bosluguna dogru patladigi goriilebiliyor.
Irakl-Amerikali sanat¢i Michael Rakowitz’in yeni projesinin basliginin kayna-
g1, Turkcede hocaya 6grencinin ailesi tarafindan tam yetki verildigini anlatmak
icin séylenen “Eti sizin kemigi bizim” deyimi. Rakowitz'in projesi istanbul’'un
Ermeni tarihiyle glgli baglar iceriyor. 1870’lerde biyiik bir yangin sehrin —“ko-
nak” denen- geleneksel ahsap evlerinin cogunu yok edince kagir yapilarin
egemen oldugu yeni bir ddnem baslar. 1894 depreminden sonra yirminci yiiz-
yilin basinda sehre Art Nouveau’yu getirme sorumlulugu biyuk 6l¢iide mimar
Raimondo D’Aronco’ya aitti. “Istanbul’daki Art Nouveau binalar, Ermeni niifus
etnik temizlemeyle diismek Uzereyken yikselmeye basladi,” diye ifade ediyor
Rakowitz. “Bu binalarin cephelerine yerlestirilen —cogu bugiin de yasayan— do-
kiim ve frizleri yapma sorumlulugu Ermeni cemaatinin bir mensubuna, zanaat-
kar Garabet Cezayirliyan'a diigmiistii.” Istanbul binalarinin “deri”’sinde bulunan
bu al¢i bezeme ve mimari stislemeler Ermeni el ve parmaklarinin izlerini tasiyor,
1910’lar ve 1920’lerde gitgide azalarak bugiinkii kiiglik cemaate déniigsen sehrin
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Ermeni niifusunun yasadigi travmatik tarihe sessizce taniklik ediyorlar. Rakowitz,
projesinin bir parcasi olarak, Sivriada’da 6lmus kdpeklerinkileri de icerebilecek ufa-
lanmig kemikleri cok eski bir gelenekteki gibi algisina karistirdi; bdylece el sanatlari
ile zanaatkarlar yuceltirken bile toplumun celiski, paradoks ve siddetini isledi. Ra-
kowitz'in bu zanaate ilgisi olmasi bilgi ve becerilerin aktarimu, kiiltiiriin yok olmasina
direnmek icin gelenegin surdirilmesi gibi daha genis kapsamli sorulari glindeme
getiriyor. Projenin son bileseni, bitiin sehirdeki binalarin 6n cephelerinden —deri-
lerinden— mimari motifierin kazinmasi, silinmesiyle ilgili; bir mimarlik ve sehircilik
“seans!” yaratarak sehrin zoraki olarak unutulmus sakinlerinin hayaletlerini cagiriyor.

V. Vizesiz Gezegen

Bir giin Orhan Pamuk’u ziyaret etmek i¢in eskiden “Prinkipo” denen ve Lev Trog-
ki’nin (1879-1940) 1929-33 arasinda dort yil siirgiinde kaldigi Buyukada'ya gittim.
Pamuk, bana Trocki’nin adadaki son gegcici evini gosterdi. Catisi yoktu, deniz
kenarindaydi ve gerek yabani gerekse simdiki gorevlinin yetistirdigi bitkilerle
kaphydi. Trocki’nin 1929°da Hayatim baslikli otobiyografisini kaleme aldigi ev ola-
bilirdi bu.®® Sagirmistim, hic plaket yoktu, burada kaldiindan séz edilmiyordu.
Ekim 1917 devriminin Stalin tarafindan burokratiklestiriimesine ve Lenin’in 6limi-
niin ardindan devlet komiinizmi fikrine karsi ¢iktigi icin Trogki glictini kaybetmis ve
1927°de Komuinist Parti'den atilarak Kazakistan'a, Aima Ata’ya gdnderilmisti. SSCB’nin
gerekicindeki gerekse uluslararasi muhalifierine oradan surekli mektuplar yazip ma-
kaleler génderiyordu. Ardindan 1929°'un basinda, Karadeniz'in 6te kiyisindaki Odes-
sa'dan bir buharl yiik gemisiyle istanbul'a siirgiine génderildi. Otobiyografisini Bii-
ylikada'da gecirdigi ilk yilda kaleme aldi. Hayatim’'in girisinde s6yle yaziyor:

Bizzat [bu kitabin] diinyaya gelisi yazarin aktif siyasi hayatina veri-
len araya baghdir. Hayatimin 6ngoriilmeyen ama rastgele olmayan
duraklarindan biri istanbul oldu. Burada konakliyor (ama bu ilk de
degil) ve bundan sonra olacaklari sabirla bekliyorum. Bir miktar
“kadercilik” olmasa bir devrimcinin hayati pekala imkansiz olur.

Dolayistyla Trocki suirgiin ve inzivadaydi, yine de sozlerini ve yazilarini oradan biitiin
diinyaya buyuk bir enerji ve etkiyle génderiyordu. Trogki’nin evini ziyaret ettikten kisa
bir siire sonra Laura Poitras’in 2014'te Edward Snowden hakkinda yaptigi, Snowden’in
gliniimiiz diinyasindaki yasadisi, gizli izleme sistemlerine dair ifsaatini kamuoyuna
aciklamadan 6nce Hong Kong'da bir otel odasinda gazetecilerle gecirdidi iki haftayi
anlatan belgeseli seyrettim. Bugiiniin agorasinin, sehir meydaninda veya parkinda
degil, muhtemelen konaklarken veya olacaklari beklerken Biiyiikada’daki bu mechul
evin daha 6zgur inzivasinda veya bir otel odasinda (tabii gerektigi gibi donatiimissa
ve baskalariyla irtibat kurulabiliyorsa) oldugu dustincesi geldi aklima. TUZLU SU:
Diisiince Bigimleri Uzerine Bir Teori'yi cogunlukla sehir merkezinden uzak ve birbi-
rinden kopuk mekanlarda sergilenen sanat yapitlarinin uyumlu bir sunumu olarak
duizenleme fikri boylece dogdu. S6z agilmisken, bu farkl mekanlar, Wael Shawky’nin
Kerbela'nin Sirlari baglikli yeni enstalasyonunu (Istanbul'un Haclilar tarafindan yag-
malanmasiyla sonuglanan Hagl Seferleri'ni Arap bakis agisindan anlatan filmi) sun-
dugu Tarihi Yarimada'daki Kiiglik Mustafa Pasa Hamamr'ndan Walid Raad’in heykelsi
bir sandik (bu sandiklardan kagiyor gibi gériinen sanatsal objeler yaratici kapitalizm
caginda sanatin Ust Uste yigilmaktan kurtulmasi gerekliligine génderme yapiyor) ens-
talasyonu sundugu Bankalar Caddesi’'ndeki eski bir banka subesine uzaniyor.
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Trogki inzivadayken proletarya devrimini biitiin diinyada devam ettirmeyi umuyor
ve Norveg, Almanya veya Birlesik Krallik gibi siginma hakki taniyacak bir tilkeye
gitmek iizere Tiirkiye’den ayrilmaya calisiyordu. istanbul’dan yaptigi biitiin vize
basvurulari reddedildi, bu iilkelerin hicbiri ona siginma hakki vermedi.®? Haya-
tim’in son bolumu “Vizesiz Bir Gezegen”, dokunakli bicimde zamanimizi ngoriiyor:

Demokratik bir hak olan siginma, bir hiiktimetin kendisininkine ben-
zer gorugler savunan insanlara konukseverlik gostermesi degildir
-bu kadarmi Abdiilhamid bile yapmistir. Demokratik bir yénetimin,
stirgtinleri, stirgiine gonderen hiklimetin izniyle kabul etmesi de
degildir. Siginma hakki (kagit Gsttinde) bir hitkkiimetin muhaliflerine
bile, tlkenin yasalarina uymayr kabul ettikleri takdirde, sigima
imkanm vermesidir. Bazen, demokrasinin ilkeleri konusunda tek
perdelik bir komedinin “pan-Avrupali” icrasmi seyrediyormu-
sum gibi geliyor bana. ... Oyun son derece 6gretici: Vizesiz Avrupa.
Amerika’dan s6z etmeye bile gerek yok. ABD sadece en gliclii degil
ayni zamanda en ¢ok korkan tilke. Gecenlerde Hoover, hobisinin ne
kadar demokratik oldugunu géstermek icin balk avlamaya diskiin ol-
dugunu acikladi. Sayet boyleyse -ki stipheliyim- ABD’de hala mevcut
olan demokrasinin az sayidaki kalintilarindan biridir sonugta. Sigin-
ma hakki uzun stiredir yoktu. Vizesiz Avrupa ve Amerika. Fakat bu iki
kita diger ticliniin de sahibi. Bu da demek oluyor ki vizesiz gezegen.®”

Bilyiikada'da Splendid adinda bir otel var. 1908-11 arasinda insa edilmis; istan-
bul'daki en eski otellerden biri. William Kentridge’in Tide Table (Gelgit Tablosu,
2013) adh 6énceki islerinden birindeki binalardan birini hatirlatti bana. Trocki’nin
bu adada siirgiin oldugunu 6grenince, Kentridge O Sentimental Machine (Ah, icli
Makine) adini verdigi bir yapit yaratmaya karar verdi: Otelin kendisi Trocki, sekre-
teri ve takipcileriyle birlikte bir karakter haline geliyor. Ziyaretcilerin yapiti gérmek
icin Biiylikada’ya yapacaklari uzun yolculuk Trogki’nin Odessa’dan istanbul’a yap-
t1§1 uzun gemi yolculugunu cagristiniyor. Tarihin olaylari karsisinda benligin par-
calanmasina duyarli olan Kentridge, cokkanalli bir ses ve goriintii enstalasyonu
yaratti: Burada ziyaretgi otelin bir koridorunda kapali kapilar ardindaki konusma-
lara kulak misafiri oluyor veya kapi aralarindan icerideki ézel diinyalari goriyor.
O Sentimental Machine Trocki gibi mektuplar gonderip alarak, sekreterine me-
sajlar yazdinp diinyaya gondererek tarihsel olaylara uzaktan katilma duygusunu
arastinyor. Mantiksal argiiman ve dilin —tipki Trogki’nin topyalarinin basarisiz
olmasi gibi- yollari ayriliyor; Gtopyaci dustincenin gerekliligi ve imkansizhigi Trog-
ki’nin sekreteri ile megafon (Trogki’'nin, insanin duygusal ama programlanabilir bir
makine oldugu fikrini temsil ediyor) arasindaki hayali bir ofis askiyla anlatiliyor.

Kentridge'in avangard tiyatro ve yirminci yiizyil basinin siyaseten angaje sanat bigim-
lerine (diinyay! yansitmak icin figuratife bagli kalan modernizmin giizergahlarindan
biri) hayranligi burada gayet agik. Sesin (Trocki'nin Fransizca yaptigi bir konusma,
1920’lerden Tirkge bir sarki, eski bir Rus elektronik enstrimani olan theremin ile tre-
tilmis miizik, Rumca bir sarkidan kesitler, Enternasyonal Marsi) lizerine golge oyunu
ve arsiv gériintiilerinden fragmanlar, ayrica Marx Biraderler'in 1933 tarihli Ordek Cor-
basrna (kesmekes yaratan deli bir diktatdrii konu ediyor) géndermeler ve kopuk ko-
puk, bitmemis bir tarihi betimlemek tizere strekli silip yeniden cizme gortintileri ytik-
lenmis. Bu tarihte Trogki mektup ve makalelerini yazdirip diinyaya génderen modern
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bir 6znedir, ama niyet, faillik, mantik, hayranlik ile kudretsizlik arasina sikisip kalmistir.
Adrian Villar Rojas’in, Trocki’'nin evinin kiyisina, ¢akil plajin biraz agiginda deniz
icin yarattigi heybetli heykel entalasyonunda Trocki'ye dogrudan hi¢bir gdnderme
yok. Villar Rojas’in sanat yapiti, kiyidan birka¢ metre ileride denize yerlestirilmis yir-
mi kadar beton kaide lizerinde tek tek veya grup halinde duran yirmi dokuz hayvan
heykelinden olusuyor. Hayvanlarin yiizleri eve dénuik; sanki birinin —belki Trocki’nin
hayaletinin, belki de biz ziyaretgilerin- ¢ikip gelmesini bekliyormusgasina eve
tehditkar gozlerle bakiyorlar. Bu hayvanlar Trocki'nin kabuslarinin, glinimiizden
neredeyse yiiz yil 6nce insanhg lidersiz, saskin ve 6zgiirlesmemis halde birakip
gitmis, memnuniyetsiz bir devrimcinin korkularinin ete kemige buriinmus tezahur-
leri mi? Yoksa, Kleinci psikanaliz terimleriyle, gereginden iyi annenin veya ortalikta
gériinmeyen annenin basarisizigindan duyulan korkuyu mu temsil ediyorlar?@®
Nitekim, Klein'in sanatsal icray travmanin oyunla tekrarlanmasi sayesinde gercek-
lesen tedavi ve onarimin bir bigimi olarak gdéren diisiincesine génderme yapiyor-
muscasina, Villar Rojas’in yapitinin bashdi The Most Beautiful of All Mothers (Tum
Annelerin En Giizeli). Her biri incelikle gerceklestirilmis beyaz fiberglastan olan bu
hayvanlar (6rnegdin goril, ceylan, gergedan, bizon veya suaygiri) yine ayni incelikle
gerceklestirilmis kahverengi toprak renginde birer hayvani sirtlarinda tasiyor (6rne-
gin gorilin istiinde bir aslan var), adeta hayali birer canavar olusturuyorlar. Ustteki
hayvanlar organik atiklar ve atil malzemelerle (deniz kabuklari, balik aglari, kemik-
ler, cam kiriklari, sebzeler ve hatta et) toprak, kum, tuz, asfalt, cimento, dogal pig-
mentler, kompost ve recine karisimindan yapilmis.?” Tipki modern bir tekne gibi
ylizeyi puriizsliz ve tuzlu suya direncli olan alttaki hayvan ile onun sirtinda duran ve
deniz suyuyla asinip ¢iirlimeye elverisli oldugu halde istte olan hayvan arasinda bir
tezat ve ittifak var. Bu hayvanlar belki de denizden aklin zombileri veya canavarlari
gibi yiikseliyor, hepimizin geldigi yerden, ezeli hayat corbasindan geri dontiyorlar
ve yeryliziiniin son sakinleriler; hayali bir gelecekte, Antroposen ¢agin felaketlerin-
den sonra hayalet gibi gezinmek ve topradi geri istemek icin donmisler.

Sanat yapitina ulagmak icin yapilan yolculuk yapitin bir parcasi, dolayisiyla yapit
“ulasma” edimini de kapsiyor. Bastirilanin bu geri déniistine ulasmak igin kiiciik bir
sokakta 6n kapidan gececek ve rezene, yaban brokolisi, incir, gicek ve ¢im kokula-
riyla dolu bir bahgeye girecek, derken asmalar, calilar ve yabani otlarla kaph eski,
catisiz, tugla evin yikintilari arasindan gececeksiniz. Tarih “yapmis” bir kisinin 6zel
alanina gizlice girmis olmanin verdigi tedirgin edici ama sevingli duyguyu lizerimiz-
den atmak i¢in huzurlu bir an arayarak kivrimli bir patikadan denize inebiliriz. Trogki
ve ailesinin, korumalari ve asistanlarinin tizerinden gectigi karolara ayak basacak,
mit ve kurmaca ile guinliik hayat ve gerceklik arasindaki mesafenin bir anligina or-
tadan kalktigini hissedecegiz. Fakat bu sugtan veya utanctan kurtulmayi imit ettigi-
mizigin, evden ¢akil plaja ¢cikmak icin demir kapidan gecer gegcmez, bakislarimiza o
suglayan, ugursuz hayvanlar karsilik verecek, rahatlama istegimize son verecekler.
Bu sergide betimlemek istedigim bir diigiim daha var. Burada, istanbul'da atilmis
bir dugum bu, farkli olaylarla tarihsel anlar birbirine baglyor. Son dugium, Que-
ensland'de Kuzeydogu Arnhem Land’li Yolngu halkinin Aborijin haklari i¢in verdigi
miicadele, bu miicadele sonucunda bitiin Avustralya’da yasalarin degistirilmesi
ve Aborijinlerin haklarinin taninmasi vesilesiyle sanatin sahip olabilecegi dénis-
tirtict eylemlilikten, sanatin kullanilabilirliginden s6z ediyor. Nitekim ayni halk ve
bu soydan gelenler 1935'ten 2000’lerin sonuna kadar Avustralya'da insanlarin ha-
yatini degistiren nesneler ve sanat yapitlari yaratmislardir, dolayisiyla da Tirkiye de
dahil diinyadaki baska toplumsal siregler igin ilging bir 6rnek veya esin kaynagi
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olusturabilirler. Hikaye iki kiicik mesaj ¢ubuduyla -Maak (Natjialma, Maw' ve
Dhangatji Mununggurr, 9 Temmuz 1935) ve Maak (Wonggu Mununggurr, 12 Tem-
muz 1935)- baslayip 1947de kesekadidi lzerine yapilmis bir dizi renkli cizimle,
1963 tarihli Aga¢ Kabugu Dilekgeleri, 1998-2008 tarihli Tuzlu Su Resimleri ve bu re-
simlerin durusmalarda deniz haklarinin kaniti olarak kullaniimasiyla devam etti.
1935'teki ilk mesaj cubuklari Yirrkala seferi sirasinda antropolog Donald Thompson
ile Wonggu Mununggurr arasinda alinip verilmisti. Mununggurr’un ogullari o sirada
Darwin'de hapisteydi. Thompson Wonggu'nun odullarindan iyi olduklarini haber
veren bir mesaj cubugu getirmis, Wonggu'dan da ogullarina bir cevap ¢cubugu gé-
tirmistl. Bu da Yirrkala bolgesinde beyazlar ile siyahlar arasinda bariscil bir iliskiye
onayak olmus, cezalandirma amach seferler yapilarak Yolngu Aborijinleri ile siddetli
catismalara girilmesinin, onlara yonelik baski ve katliamin 6niine gegilmesini sagla-
misti. Hikayenin bir sonraki bolimiinde, 1947°deki Yirrkala gizimleri yer aliyor: Toplu-
lugun kidemli kiiltirel énderlerinden (Wonggu dahil) yirmi yedisi, bilgi ve yasalarini
kahverengi kagit Uizerine gizerek antropolog Ronald Berndt'e vermis, o da bunlari top-
luluktan ayrilirken Perth’e gétiirmus. Resimler biyiik ihtimalle guivenli bir sekilde sak-
lanmak tizere ¢izilmislerdi, ¢ctinkii Pasifik Okyanusu’nda Il. Diinya Savasrnin ve atomik
tahribatin haberleri dalga dalga ve yankilar halinde gelecek, can kaybi ve kiilturiini
kaybetme kaygi ve korkusuna yol agacakti. Bu gizimlerden bir secki simdi istanbul'da.
Katalogun antoloji kisminda, sanat¢i Djambawa Marawili, Kuzey Topraklari Konseyi
Baskani Galarrwuy Yunupingu’nun 20 Agustos 1998'deki “Bunlarin Dogru Oldugunu
Biliyoruz” baslikl 3. Vincent Lingiari Konferansrndan segtiklerini yayimlamaya karar
verdi. Bu metinde Yunupingu, Aborijin yasalari ile Balanda (beyazlar) yasalari arasin-
daki farklardan s6z ediyor. 1960’larin basinda, Yirrkala yakinlarindaki Nhulunbuy bol-
gesinde bir maden sirketinin kutsal bir banyan agacini keserek Avustralya’da toprak
haklari icin ilk muicadeleyi nasil tetikledigini anlatiyor: Toplulugun yashlari halklarinin
haklarini savunmak icin Canberra’daki Federal Hiikiimet'e bir dilekce gdndermeye
karar vermisler. Resimli iki aga¢ kabugu Uizerine yapistiriimis olan 1963 tarihli bu di-
lekge, glinimizde “Agac Kabugu Dilekgesi” olarak aniliyor ve Avustralyada Toprak
Haklarrnin (yani, s6z konusu topluluklara iade edilmis belli toprak alanlar tizerinde
ozerklik) kazanilmasi siirecini bilfiil baglatan belge olarak kabul ediliyor.

Son olarak, Garrangali kutsal bélgesinde 1996'da yasadisi yollardan Asyalevregi
avcihigi yapildigi fark edilince, 2002°de hukuki siire¢ baslatildi. Ticari ve eglence
amacl balik¢ihgin yasaklanmasi i¢in Yolngu sanatgilari, topraklarinin yakinindaki
gelgit havzasi tizerinde bilgi ve gézetim haklari bulundugunu ispatlamak tizere
resimlerini de iceren ¢esitli kanitlar sundular. Tuzlu Su davasi ve temyizi 2005’ten
2008’e kadar siirdii; 2008°de Avustralya Yiiksek Mahkemesi Yolngu halkina “gel-
gitin etkisiyle orantili” Deniz haklarini teslim etti.®

Biyiikada, 3 Agustos 2015 *
Ceviren Savas Kilig

* Bu denemede TUZLU SU: Diisiince Bicimleri Uzerine Bir Teori’nin gériislerini or-
taya koymak iizere sergiden az sayida sanatci ve esere odaklandim. islerinden bu
denemede bahsedilmemis olan arkadaslarimin hepsi, gelecekte isleriniz tizerine
yazacagim, sOz veriyorum.
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SALTWATER: A Theory of Thought Forms

‘Life is a form, and form is the mode of life.”®

I. What it is all about

There are collisions between art and life, knots that tie them together.

Sometimes, simply the act of locating works of the symbolic order, such as artworks,
in places where events have occurred that have entered into our imaginary systems
through stories, history and myth, transforms them, and they assume a ritualistic and
magical life. Their context triggers a short circuit that shakes our pacified categories
and distinctions such as lack/presence, real/imaginary or present/past. Such shaking
initiates their ability to operate, to have agency and transform the world.
Acknowledging anthropologist Marilyn Strathern as her inspiration, Donna Haraway
(whom Iin turn acknowledge) wrote, ‘It matters what matters we use to think other mat-
ters with; it matters what stories we tell to tell other stories with; it matters what knots knot
knots, what thoughts think thoughts, what ties tie ties.® Some stories end storytelling,
they foreclose the imagination, they bring no transformations, no worlds. So what stories
can we tell each other in order for other stories to be told, like the branching of a tree?
SALTWATER: A Theory of Thought Forms hovers around a material — salt water — and
the contrasting image-forms of knots and waves.

It makes a book, this book, which lists the participants and the exhibited works, which
acknowledges the sponsors, the friends and patrons and supporters, the staff and
makers of the exhibition, but also draws together and orientates the reader via some
new essays, an anthology of texts chosen by the artists, and their drawings — lines of
thought and of flight composing aloose organism that operates like a system of its own.
It looks for where to draw the line, to withdraw, to draw upon, and to draw out through
organic and non-linear forms that reconnect research in art and its processes with
other knowledges, including bio-sciences, physics, mathematics, as well as sto-
ry-telling, philosophy, psychoanalysis and its counterpoint in the brain studies of to-
day’s neuroscience. It does so offshore, on the flat surfaces with our fingertips, but
also in the depths, underwater, before the enfolded encoding unfolds.®

It remembers that in authoritarian regimes, artists often speak through abstraction,
or in coded and veiled languages, although their works are critiques of their society,
forms of emancipation, and they can be used, like tools, because of the transformative
agency that is activated through their usages.

It presents commissions by artists as well as other materials from the history of ocean-
ography, environmental studies, marine archaeology, Art Nouveau, neuroscience,
physics, mathematics and Theosophy, and some crystals | gathered with a friend at
Robert Smithson's Spiral Jetty on the Great Salt Lake in early 2015. Works range his-
torically from an 1870 painting of waves by Santiago Ramén y Cajal, who received
a Nobel prize in 1906 for discovering the neuron, to the ground-breaking abstract
Thought Forms published by Annie Besant and Charles Leadbeater (1901-5) that
prefigures modern abstraction and establishes an interest in the manifestation of the
invisible, a new work by Fiisun Onur where a poem is heard on a moving boat, up to
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anew installation by Asli Cavusoglu, which reflects on the removal of truths through
an ancient and lost Armenian technique for extracting red dye from an insect, and a
cultural meeting point between Chicago and Istanbul by Theaster Gates.

The word ‘parrhesia’, Rene Gabri and Ayreen Anastas remind us, indicated in an-
cient Greece the act of speaking truthfully. In a world dominated by the rhetoric of per-
suasion and many lies, parrhesia seems impossible or at least improbable, perhaps a
utopic condition. And yet, on the occasion of SALTWATER: A Theory of Thought Forms,
Gabriand Anastas chose to rename the former Istanbul offices of journalist Hrant Dink,
an Armenian citizen of Turkey who was assassinated in 2007, and of Agos, the bi-lingual
Armenian and Turkish newspaper he had founded in 1996. They called those offices
the Centre for Parrhesia, with the intention of hosting encounters of parrhesiasts, and
hopefully to continue forms of free speech and frankness in the years to come, even
after the closing of the 14th Istanbul Biennial. To explain this centre or meeting place,
which | believe constitutes a microcosm of the entire exhibition, they wrote:

It is - a space and time of interim: between this and that, between
speaking and acting, reading and using, learning and unlearning -

a space where fixed borders are questioned or rendered indiscern-
ible, inoperative. It is a space for thinking how to become worthy of
what we inherit as ‘history’ and to what happens to us.

The Centre is maintained by the Society of the Friends of Parrhesia:

A society that desires the abolition of barriers and exclusions.

A society that mixes languages and has Babel in its horizon.
Asociety that accepts charges of self-contradiction and inconsistency.
A society that understands reality as the staging of appearance

as disappearance.

A society that seeks to unsettle historical, cultural and psychological
assumptions.

Its enemies consist of those who foreclose on text or speech by
cultural conformism or intransigent rationalism and “reactionarism”.
Its friends desire a process of becoming, unfixing, unhinging,
unworking, and even understanding.”

At the opposite end of the salty project spectrum that is SALTWATER: A Theory of
Thought Forms, yet sharing the same impulse to committed, frank speech acts, Pierre
Huyghe decided not to present a finished artwork in Istanbul, but to initiate a project
within the framework of this temporary exhibition, and to continue his inoperative work
over the coming years.® He visited Istanbul and the Bosphorus in 2014, seeking to ad-
vise me and to understand what could be done in a biennial held just two years after the
brutally repressed uprisings of Gezi Park in 2013 and in a country with a traumatic past of
wiping out ethnicities in the name of nation-building; a country surrounded by turmoil and
war both in the Black Sea and in the Middle East, wars in which — even as | write from my
retreat on BlyUlkada — it is actively taking part.

Thinking also about the systemic order of power constructed by the spectacular art exhi-
bition itself, before which Theodor Adorno would shudder today®, and about the failures
of the modern nation-building models of the ‘public museum’ and the ‘temporary exhibi-
tion’, Huyghe turned to in-hibition, to a lack of immediate visibility in order to initiate a rite of
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co-emergence. He opted for a grand yet humble gesture —to sink a stage for an aquatic and
autopoietic, self-generating world to come, underwater, in the years after the 14th Biennial is
officially over: ‘The biennial is the occasion to start a rite of transformation on the long-term.” @
The site he has chosen is a highly charged location in the Sea of Marmara, near Sivri-
ada island, informally called ‘Dog Island’ because it was here that thousands of dogs,
rounded up from the streets of Istanbul, were left on their own to howl and die of thirst
and hunger, effectively massacred at the end of the Ottoman empire in 1910 during the
city’s effort to become more ‘modern’ and Western. On this sunken, un(sail/sale)able
stage or frame, left-overs from Huyghe’s artistic practice over the past years, rocks
as well as other elements from the archeology of the Mediterranean, will be careful-
ly placed in the up-coming years, intra-acting unpredictably with underwater life to
co-generate a world. Huyghe writes,

At the bottom of the Marmara Sea a concrete stage built around existing
rock formations on the seafloor of Sivriada, island of exile, receives objects
excluded from the surface, production left over from the history of the
Mediterranean region. It encompasses specific marine life, which evolves
within and outside this growing collection, constantly transforming it.
Co-existence between biological recurrences, animal instinct behaviours,
natural phenomena and human artifacts generate emergence, self-or-
ganization, new formations and different states of the living.®

We will take you, dear readers, to this place by boat, but it will not have a glass bottom
for you to gaze comfortably at our stage, and we will not give you divers’ suits to go
down into that deep darkness.®

In Shakespeare’s The Tempest (1610-11), Miranda asks her father the magician Pros-
pero, who has tricked a ship to wreck in a sea storm, to stop the tempest:

If by your art, my dearest father, you have

put the wild waters in this roar, allay them.

The sky, it seems, would pour down stinking pitch,
but that the sea, mounting to the welkin’s cheek,
dashes the fire out. O, | have suffered

with those that I saw suffer: a brave vessel,

who had, no doubt, some noble creature in her,
dash’d all to pieces. O, the cry did knock

against my very heart. Poor souls, they perish’d.?

One could tell this tale of sorrow, injustice and abuse, and it might bring a state of par-
rhesia. Or, if one believes that art — even the most radical artwork based on denouncing
injustices — always operates as a form of false consciousness for the powerful, then one
might turn to the invisible underwater world, to composting, to the flourishing of life on
the planet, and to transformation and change. There is a humbleness and a truth-quality
in such a choice, intended to avoid the possible manipulations of self-righteousness and
the denunciatory speech acts in art that are so often manipulated against one’s will.

In the second stanza of Ariel’'s song in the same play, sung to the shipwrecked Ferdi-
nand who believes he has lost his father in the wreck, we read of such composting,
and think about the dogs’ bones at the bottom of the sea, or of the human bodies
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thrown overboard for centuries during the Enlightenment, whose dark side was slav-
ery (as Ellen Gallagher reminds us through her exquisite new paintings for this exhi-
bition, the Atlantic Ocean, absorbed the bodies of the Middle Passage for centuries),
or of today’s Mediterranean waters, again with bodies thrown overboard, at times
washed up on the beaches of sunbathed tourists in Sicily:

Full fathom five thy father lies;

of his bones are coral made;

those are pearls that were his eyes:
nothing of him that doth fade

but doth suffer a sea-change

into something rich and strange.!”

This exhibition on the Bosphorus thus considers different frequencies and patterns
of waves, the currents and densities of water, that poetically shape and transform our
world. With and through art, we mourn, commemorate, denounce, try to heal, and we
commit ourselves to the possibility of joy and vitality, of many communities that have
co-inhabited this space, leaping from form to flourishing life.

Amongst the most evident artistic projects to explore irregular wave patterns and organic
growth is the work of Christine Taylor Patten, an artist who has been drawing a series
0of 2,000 tiny one-inch square drawings titled ‘micros’ with minimal materials: a crow-quill
pen and black ink on paper. These unfold from an initial dot or point, like the universe itself:

Each drawing moving out from some event in the preceding drawing,
to elaborate over the sequence that represents the years of the two
millennia of our common era. In this tiny space, the entire vocabu-
lary of drawing from organic to geometric abstraction reveals to us a
world and its universe becoming and changing on a vast scale. Time,
space, energy, form emerge from the extraordinary conceptual pro-
ject based so deeply in the life-long engagement of this artist with the
potential, the infinite possibilities of line.!?

The relation between what is above the surface of water and what is underwater is
connected to the broader question of what is visible and what remains usually unseen.
‘Thought forms’, as socialist, theosophist and feminist Annie Besant (1847-1933) saw
themin the late nineteenth century, are embodied entities of the imaginal realm, visible
and vibrating states of what remains generally invisible. They are forms of the real world
that can be apprehended in intense states of awareness, meditation or attention. Her
book on the topic, co-authored with Charles Leadbeater and published in 1905,% is
one of the first examples of modern abstract art theory, and concerns visualising forms
directly generated by desire and thought. As Pietro Rigolo writes in this book:

Art has always involved the representation of thought-forms and in
a certain way, it is a thought-form itself. At the same time, thought-
forms can be used as a model to think about art: in both of them, in-
deed, the levels of the real, the imaginary and the symbolic are knot-
ted together, and we are confronted with the ethical problem of what
to do with our desire.!®
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Besant lived in Adyar, India, was against the British empire and became the first wom-
an to be accepted into the Indian National Congress. She had been a Fabian socialist
before joining the Theosophists — spiritualists who studied ancient and contemporary
religions comparatively and believed in the equality of all people, irrespective of race,
religion and ethnicity. They also believed in the need to study science for the purpose
of understanding and caring for nature, and they were amongst the first modern en-
vironmentalists.

Theosophists such as Mme Blavatsky and Besant trained their ability to perceive the
patterns and waves that permeate the universe (our heartbeat is a wave, our breath-
ing is a wave, too). They reintroduced Yoga, and had faith in the broad ability of each
and everyone of us to perceive the invisible realm; this was the age of Nikola Tesla's
experiments with radio transmissions (1893), Guglielmo Marconi’s patented invention
of the radio (1896), and Wilhelm Conrad Roentgen's discovery of the electromagnetic
radiation waves we call X-rays (1895).

There is a relation between these ideas and today’s attempts by some artists and cul-
tural practitioners to understand hidden power structures and become emancipated
from the invisible code of digital society (Ed Atkins). Itis this form of new realism (not
representational realism but a concrete appearance and emergence of the hidden
manipulations of our lives by individuals and corporations) that inspires some of the
artworks (Susan Philipsz, Irena Haiduk, Cevdet Erek, Georgia Sagri, Ania Soli-
man, Zeyno Pekiinlii, as well as Lea Porsager’s hand-made copies of the gouaches
in Besant and Leadbeater’s book) and essays (Alexander Provan, Beatriz Colo-
mina) in SALTWATER: A Theory of Thought Forms. To perceive that the invisible has
materiality, so that there is no mind/body divide, and thoughts and other materials
intra-act, is a feminist way of thinking (Karen Barad?) and a scientific way of think-
ing (Quantum, not classical, physics). It is also an artistic and a psychoanalytic way
of thinking (Bracha Ettinger, Senam Okudzeto, Daria Martin, Marcos Lutyens)
to see the mind as co-determined by and with the body, and thus to be aware of the
neuroses in the current cultural obsession with the purely organic on the one hand (a
simplistic interpretation of neuroscience, for example, where all productions of the
mind would be determined by the physical brain’s chemistry and biology), and the
purely mechanical or technical, on the other (society’s preoccupation with technolog-
ical hardware/software linkages).

In his new installation A Room of Rhythms — Otopark, Cevdet Erek articulates a void
by emptying and cleaning an old car park built out of concrete in 1940 as a last act
of farewell to the building that is scheduled to be demolished as part of Istanbul’s
Tophane district gentrification process. This articulation of space and time through
sound and physical elements also refers to aggregations of people that occur in pub-
lic spaces such as city parks and other spaces of interval or interim in daily activities,
such as parking your car. This work is an experimental iteration of his 2012 Raum
der Rhythmen (Room of Rhythms),"® an experience of sound and space achieved
through three layers of rhythms: everyday life (including natural rhythms of day/night,
the rhythms of biological life and the body, social life); rhythms of musical measure-
ments; and abstract references to historical rhythms and waves of history, including
revolutions, coups d'états, etc.!” An endless research into these rhythms in this open
project for Istanbul will unfold and change over the course of the exhibition’s duration.



XLVIII Carolyn Christoo-Bakargieo

Il. Where it all happens

The locations of this exhibition span many areas on the European and the Asian sides
of the Bosphorus, from the Black Sea to the Sea of Marmara towards the Mediterra-
nean. You travel from downtown Istanbul up to Rumeli Feneri on the Black Sea, where
Jason and the Argonauts are said to have passed while searching for the Golden Fleece.
You then travel down towards the Mediterranean Sea through the winding and narrow
Bosphorus, a seismic fault line that opened as a water channel some 8,500 years ago,
and from the Western side to the Eastern side of the body of water, in spaces ranging
from the Splendid Hotel and the Trotsky House on Bllytikada island — one of the Princes’
Islands in the Sea of Marmara where ancient Byzantine emperors exiled their enemies
and where Leon Trotsky lived for four years from 1929 to 1933 —to Vault Hotel Karakdy in
Galata and the Italian School in Tophane, to art-specific spaces such as an artist’s studio
in Kadikody, as well as Arter, Istanbul Modern, SALT Galata and DEPO in Beyoglu.

There are only four locations housing group exhibitions — Istanbul Modern, Arter, the
Greek School and the Italian School. In a long, narrow space that | call ‘The Channel
at Istanbul Modern, you will find a reversed Wunderkammer or Cabinet of Curiosities.
The Channel knots together inside and outside through different lines of flight, re-
calling a Klein bottle — a form with no outside nor inside, although it is a containing
vessel.®® This mathematical object, or embodied thought-form, was first described in
1882 by German mathematician Felix Klein. An example of a non-orientable surface,
itis a 3D Mdbius strip, a structure where inside and outside can switch places, and it
provides an image for an exhibition. It speaks to how an interior space (the exhibition)
can create a different exterior (the world at large) in relation to itself. In this Klein bottle
‘Channel’, viewers might focus on how objects function in relation to the experience of
being within and without the field of art, in a space of co-presence of elements found
in the world, made in the world, expressions of agencies cobbled together.

The Channel at Istanbul Modern is a reference both to the Bosphorus, and to the
‘sodium channel’ of our neurons.® Conversations between different fields of knowl-
edge occur in the Channel, from Orhan Pamuk’s drawings in his sketchbooks to
recordings of the Bosphorus by oceanographer Emin Ozsoy. Art offers a platform
for experimenting and exercising such transversal alliances between like-minded
people, whether they are visitors, artists, scientists, historians, fiction writers or phi-
losophers — to think this complexity with sceptical openness and without falling into a
voracious mania for information. Here in the Channel, a number of elements “float’ to-
gether. In thinking about saltwater in the Channel, | consider the past layers of trauma
and flourishing, including the 1894 earthquake in Istanbul as well as the driving forces
behind the development of Art Nouveau in nineteenth-century architecture, specifi-
cally in the case of Raimondo D’Aronco, who was the official Ottoman empire archi-
tect after the earthquake (he had arrived in 1893), rebuilding much of it in a unique Art
Nouveau style he developed with Armenian, French and Turkish colleagues before
the deposition of the Sultan in 1909. Art Nouveau developed asymmetry and move-
ment, the organic flowing form as an anti-orthogonal liberation of architectural form,
and of the objects that surround us in our daily life through an attention to organ-
isms, natural flows of growth in plants, animals and flowers, and their morphologies.

(Figure) Jacques Lacan, lecture notes for seminar, 1978 (http://www.ecole-lacanienne.net/fr/p/lacan/m/
nouvelles/paris-7/stenotypies-version-non-j-l-seminaire-xxvi-la-topologie-et-le-temps-1978-1979-98).
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Drawings ofknots madeby Jacques Lacaninthe 1970s are viewed alongside the ‘knot-
ty’ paintings of Brazilian artist Frans Krajcberg, as well as a selection of late nineteenth-
century Art Nouveau vases by Emile Gallé and drawings by Patrick Blanc for his
vertical gardens. Together, they form an argument that composts the revolutionary
potential of early organicism with bio-architecture and environmentalism today.
These elements in the Channel offer a key through which to navigate the rest of Saltwa-
ter, which is located in over thirty other venues. Each hosts the work of one participant or
collective in a proposition that argues for public space to be reconstituted in interlinked
temporary and provisional places of habitation — a hotel room, a boat, an old social hous-
ing pension, a lighthouse, a shop, a former bank, a private home, a classroom, a library, the
waterfront of Trotsky’s former temporary residence.

1l. Salt water

When you visit the 14th Istanbul Biennial, you will thus spend quite a bit of time on/in
salt water. Flisun Onur's artwork is a small white boat with the sound of a poem being
read out loud. It travels up and down The Bosphorus. There is a slowing down of the
experience of art due to the travel between venues, especially on ferries. This is very
healthy: salt water helps to heal respiratory problems and many other ilinesses, as well
as calming the nerves. Current theories of endosymbiotic intra-action®® remind us
that the oldest and most basic sense faculty of the smallest cell or bacterium is the
ability to sense the presence of water and of salt, the most ubiquitous materials in the
world and fundamental to all life.

At the same time, salt water is the most corrosive material threat to the digital age: if
you drop your smart phone in fresh water, you can dry it and it will probably work again.
If it falls into salt water, chemical molecular changes in the materials of your phone
will destroy it. In our salty oceans, underwater rivers flow thousands of miles off the
coasts, bringing sediment and currents that unexpectedly snap our cables carrying
digital information. The two systems —the organic and the digital — are divided by salt.
Salt (sodium chloride, NaCl) is an ionic compound of a metal atom and a non-metal
atom. It is made of ions that are not bonded together to form a molecule, but are of
opposite charges, one positive and one negative. This difference in charge attracts
the one to the other; it unites them in a crystalline structure little affected by changes
of temperature. In water, however, the two ions separate, one attracted to the pos-
itive side of the molecule of water and one to the negative. This mysterious pattern
of coming together and separating in hydrolisation, the paradox of the electrical, of
change - let us call it of attraction, repulsion, desire, love, power, greed, hatred, econ-
omy —whatever you wish to see in this chemical thought form —lies at the heart of this
exhibition/inhibition.

Farmed from brine in ancient China and later mined by the Celts (or ‘salt men’) and col-
lected in various ways by all peoples in the world, salt was a matter of trade and power
to the degree that a salary could be paid in salt (salario in Latin, or solde in Old French,
from which the word ‘soldier’ derives). In antiquity it was a prime commodity because
it preserves organic material (our food) and is necessary to our bodies” well-being
and the well-being of our livestock. Salt is the water of our tears, and also the salt of
life, its positively and negatively charged ions assembling molecules into salt crystals,
without which there would be no life on the planet.

Sodium makes our neurological system, and thus all our vital systems, work; it literally
keeps us alive. It causes the neural cells to open their membranes so that information
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can be carried electrically through a switch in polarisation (at rest, the outside of the
cell with sodium is positively charged and the inside negatively charged, but during
the action potential such polarity is inverted) so that our brains can communicate, our
bodies can move, and our hearts beat. It excites the channels of communication be-
tween inside and outside the neuron. Because sodium raises the electrical potential
at the membrane of the cell, and this fluctuates, we could say that formally it relates
to a wave pattern. The synapse is the physical location of these electrical releases.

IV. Waves and Knots

There are arrested movements that suspend time (the knots of human transport across
seas and oceans, the knots of war, of labour, of ethnic cleansing), and there are repet-
itive and dispersive movements like waves (waves of uprisings, waves of jouissance,
electro-magnetic waves).

There are literal waves of water, but also waves of people, waves of emotion and memory.
It is through the identification of waves, the seeing of waves, that we acknowledge pat-
terns — underwater patterns of water, or patterns of wind. Perhaps a wave is simply time
—its high and the low points able to mark the experience of time, and thus of space, and
thus of life. Could a wave ultimately be a knot?

The movements and agencies of waves, which suggest repetition and dispersion, are
also held in suspension with thinking through knotted lines. There are the waves of
history and waves of insurgency, waves of outrage and commitment when a people
decides to aggregate, come together, and draw the line. At those moments, knots are
formed, and knots suspend the flow of waves.

In mathematics, a knot in three-dimensional space is any closed loop having no self-in-
tersections. Knot Theory is part of the study of 3-D manifolds in topology. Around 1877,
the Scottish physicist Peter Tait undertook an extensive study and tabulation of knots
in an attempt to understand when two knots were ‘different’. His intuitive grasp of ‘dif-
ferent’ and ‘same’is that two knots are isotopic if one can be continuously manipulated
in 3-D space (no self-intersections allowed) until it looks like the other.

In subsequent years, Knot Theory became a field explored mainly by mathematicians/
topologists, but today it is back in the universe of physicists (with research such as
that of William Irvine, knotting inside water). To me, intuitively, Knot Theory, connects
with an aesthetics where, by looking at the intricate overlapping and ‘underlapping’ of
lines in ornamentation, one is exercising the brain’s elasticity in creating thought forms,
for example while studying intricate carpets or complex Iznik ceramics, made before
Western Knot Theory was conceived.

Knots are arrested movements, hiccups in the flow of waves. SALTWATER: A Theory
of Thought Forms looks at the waves of history, and also the knots of history, when
time slows down and movement is arrested, sometimes breathlessly. We look at these
knotted lines through the lens of our troubled times, and we look at them archeologi-
cally, turning over stones.

One major knot in the arts community is the tension between art’s political com-
mitments and engagements on the one hand, and its circulation as forms of
embodied creativity in our era of ‘knowledge capitalism” on the other. There is
a tension between art’'s empathy towards the pain suffering and exploitation,
and the ‘financialisation’ of art, its entry into the ‘markets’. Media such as pho-
tography, video or direct or collective action do not automatically free artists
from power structures. There are other ways to celebrate and provide platforms
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for art's agency in the world. One of them is to mobilise emotions and ideas
through artistic acts that destabilise the finiteness of artworks, render them us-
able, and create and catalyse different historical knots. Here, however, it is an
ethical and historical imperative to provide a platform for artists and intellectuals
to come to terms with history in Turkey and worldwide, especially in such critical
times as our own, where ethnic and religious wars are again raging in the region
of the Black Sea and in the Middle East, and when other questions, alongside the
Armenian trauma, remain unresolved, such as the Kurdish struggle and the influx of
refugees from Syria today. The history of wars, ethnic cleansing, political uprisings,
the relations between Turks, Armenians, Greeks and Kurds, and more recently Syri-
an refugees and the bombing of PKK across the border (as | write) — the crises in the
history of those lands, are some of those knots, as are the singular moments of peo-
ple’s lives and the seeming incommensurability of personal and collective knots.
When asked to organise this exhibition, for example, it occurred to me that a people
could be seen as a line of the enslaved, walking one behind the other, queuing pow-
erlessly with or without visible chains, submitted to a direction that is never towards
the gaze of the onlooker, but controlled by an external, ‘policing’ gaze. This is the pro-
cession of the dispossessed so often drawn by William Kentridge over the years.)
The ltalian painter Giuseppe Pellizza da Volpedo painted /| Quarto Stato over ten
years, from early sketches to its final form in 1901. It depicts a peaceful but energised
crowd of protestors in the small town of Volpedo, Piedmont. Here, the crowd is not
a line of subjugated people marching one behind another. Rather they face forward
and advance towards the viewer. The young people depicted are more aggressive
than the elderly wiser people who calm them down, and the female figures are on
equal footing with the male ones. In the mid-morning light of a rising sun, the central
figures (a man flanked by an elderly worker to his right and by a woman and a child
to his left) are larger than the others behind and around them, so that the painting
reverses Renaissance perspective in favour of a new democratic pictorial structure.
The painting was exhibited in 1902 in Turin with no success, and some years later, in
1907, Pellizza committed suicide, although the work went on to become a key image
for twentieth-century democratic movements worldwide and has entered the filmic
imaginary as well.#??

| wanted to exhibit this painting in Istanbul as a homage to the civil society and its
struggles after Gezi. There are two versions of it in Milan, La fiumana (1898) and I/
Quarto Stato (1901), but both loans were declined. We decided instead to borrow the
preparatory life-size drawings on brown paper that are located at the Galleria Nazio-
nale d’Arte Moderna in Rome. We also sought a way to have the work operate further
in Istanbul, by sharing and activating it. Taner Ceylan, known for his refined pictorial
technique in glamorous, gay circles, agreed to embody Pellizza da Volpedo and copy
the original painting for Istanbul as a homage to the artist, to Gezi, to the workers of
the Soma disaster and to all the efforts for democracy in Turkey. Because copyright
laws do not apply to the long, painstaking craft of the copyist painter, we embarked on
a journey to Volpedo and to Milan for a careful study of Pellizza’s oeuvre that required
Tanertolearn the ‘poor’ style and technique of divisionist painting, close to pointillism.
He saw how painting less ‘well’, substituted by a more mathematical structure of rep-
resentation, with the waistline of the figures dividing the space vertically in two, and
the movements of the hands of the protestors creating a wave pattern, might achieve
a dynamic and vibrant surface, with more stability and force.
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In the exhibition at Istanbul Modern, this cinematic wave of people advancing frontally
in the 1901/2015 painting is knotted together with the original drawings by Pellizza.
These in turn are tied together with Michelangelo Pistoletto’s Venere degli Stracci
(1967) where the vibrant pile of rags represents another rising crowd, in an age of an-
ti-Vietnam war protests and the soon to be May '68 movement. A further strand in the
knot is the new video-collage of Artikisler Collective (Ozge Celikaslan and Alper
Sen) documenting the 2010 Tekel workers’ resistance in Ankara and the thought-form
painting by Cildo Meireles, Project Hole to Throw Dishonest Politicians in (2011).
Not far from this ‘knot” are the paintings of Armenian-Lebanese Paul Guiragossian
(1925-93), a survivor of the Hayots tseghaspanutyun (Armenian for 'genocide'), who
lived in Jerusalem and Beirut, and spent time in Italy and in Paris. He painted from the
mid-1950s until his death and created modernist abstract works that explore colour
and form to elaborate what it means to form a community. Like Pellizza da Volpedo he
painted that community not as a line of people one behind the other, but as a frontal
facade of people advancing towards the viewer, becoming an abstract wall of colour.
Each brushstroke becomes a pillar of humanity in a community of pillars and pictorial
marks that reimagines history aesthetically.

The year 2015 marks one century from what Armenians first called Uké bylnl (Medz
Yeghern) and 2wyng ghnwuwwlndncl (Hayots tseghaspanutyun) to define the
brutal cleansing of their people in the late Ottoman Empire traditionally associated
with the year 1915. There is a dialogue between the work of exploring a traumatised
past and the work of transforming history into a fertile terrain for the future. The cele-
bration of life, and the emergence of new forms of life and art can only meaningfully
occur if a parallel recognition of loss and elaboration of trauma takes place. Here,
this is not expressed curatorially through an ‘Armenian section’ of the exhibition, but
through the strong participation of individual artists and specific artworks that echo
this history, interwoven into the texture of the whole exhibition. These include artists
who are making works partially related to Armenian history and trauma in contempo-
rary Turkey (Francis Alys, Vernon Ah Kee, Michael Rakowitz, Kristina Buch, for
example), as well as seminal artists of Armenian descent, such as Arshile Gorky and
Paul Guiragossian, and Armenian artists including Sarkis, Sonia Balassanian,
Anna Boghiguian, Haig Aivazian, Hera Biiyiiktasciyan and Rene Gabri.

Atthe former Galata Greek Schoolin Istanbul, Armenian, Egyptian and Canadian artist
Anna Boghiguian has created The Salt Traders. This grand, sculptural installation
of old sails, paintings, drawings, fragments of a boat and sound recordings tells the
story of the re-emergence in 2300 CE of a boat carrying salt that was lost in ancient
times in Antarctica and that reappears when the ice caps melt. The world rediscovers
its past through this boat, when the digital era no longer exists because it had been
corroded by salt and iron oxidation. Boghiguian makes both direct and oblique refer-
ences to power and injustice, as they repeat over and again throughout history, from
the ancient Romans on the Via Salaria, to the travels of Alexander the Great to Siwa
and Christopher Columbus, to Ghandi’s salt marches and the current financial crisis
of Greece, which she calls a crisis of ‘bread and salt’ since it is an attack on the ba-
sic sustenance of people. With further written and painted references to the relations
between the salt trade and slavery, to the tragedies in the seas of our times, Bogu-
ighian’s installation is a treatise on drawing and form-making. She ‘folds’ the space in
the former school gym through the hanging of painted sails and mounds of salt that
create a giant landscape that the viewer is able to traverse.
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Among the other international artists to address this ‘knot’, Francis Alys presents a
new film and installation titled The Silence of Ani. This project developed after a re-
search trip to Eastern Anatolia and is based on the recording of a number of children of
the region playing a variety of ‘bird calls’, little flute-like instruments that mimic the calls
of various species of birds. In the ruins of Ani near the Armenian border, once a roaring
city where children now play amongst the rubble, each child makes a different kind
of bird call that together become a monodic collective call for the return of the birds.
Also inspired by a journey to Eastern Anatolia and Ani is the new two-channel video
installation Such prophecies we write on banana skins created by German artist Kris-
tina Buch. During her research trip in those regions, she visited several Armenian
churches, including Saint Sarkis, destroyed and abandoned a century ago, overtaken
today by flourishing flowers and butterflies, suggesting forms of regeneration and the
futility of human violence. The work suggests two almost identical yet diametrically
opposed explosions in sound and image, one of a key landmark of human culture
—a museum — the other of a landmark of nature — Mt. Everest. Copying the general
framing, setting and rhythm of the final explosion sequence in Michelangelo Anton-
ioni’s film Zabriskie Point (1970), the suggested explosions of nature and culture, of
human civilisation and the environment, slowly merge into a cloud of sound particles.
Antonioni employed a form of abstract realism to portray the alienation of man in the
modern world. Buch’s project, which reflects on our destructive impulses, and on the
wasteful heroic gesture, expands and transcends Antonioni’s scene. In her project,
we witness the complete disintegration of two of the monumental safe havens of our
human thinking and being: a dissolution of monuments of nature and culture, their
definitions, structures and symbols. The work up to a critique of the virtual realities
that we increasingly face through media and technology. The digital can be viewed as
imploding into its own void.

The Turkish saying, ‘The flesh is yours, the bones are ours’ — meaning that a teacher
is granted influence over the learner by the student’s family — provides the source for
the title of a new project by Iragi-American artist Michael Rakowitz that bears strong
connections to the Armenian history of Istanbul. In the 1870s, fires throughout the city
destroyed many of the traditional wooden houses, inaugurating a new era of stone
structures. Architect Raimondo D’Aronco was largely responsible for introducing
Art Nouveau to the city in the early twentieth century after the earthquake of 1894.
Rakowitz states, ‘Istanbul’s Art Nouveau buildings rose at a time when its Armenian
population was about to fall as a result of the ethnic cleansing. A member of this com-
munity, the artisan Garabet Cezayirliyan, was responsible for crafting the mouldings
and friezes installed on the facades of these edifices, many of which remain visible
today.” These plaster decorations and architectural flourishes found on the ‘skin” of
Istanbul’s buildings bear the traces of Armenian fingers and hands, silent witnesses to
the traumatic histories of the city’s Armenian population which decreased throughout
the 1910s and 1920s to the tiny community it is today. As part of his project, Rakowitz
used an ancient tradition of mixing ground bones in his plaster, including bones from
dogs who may have died on Sivriada, and reflected on the contradictions, paradoxes
and violence of society, even while celebrating craft and communities of artisans.

(Figure) Jacques Lacan, lecture notes for seminar, 1979 (http://www.ecole-lacanienne.net/fr/p/lacan/m
nouvelles/paris-7/stenotypies-version-non-j-I-seminaire-xxvi-la-topologie-et-le-temps-1978-1979-98)
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Rakowitz’ engagement with this craft opens larger questions about the transmission
of knowledge and skill sets, and the maintenance of tradition as a resistance against
cultural erasure. A final component of the project is based on rubbings from the archi-
tectural motifs on the facades—the skins—of buildings throughout the city, creating
an architectural and urban ‘séance’, conjuring the ghosts of citizens forcibly forgotten.

V. The Planet without a Visa

One day, | went to visit Orhan Pamuk on the island of Biytkada, formerly called Prinkipo,
where Leon Trotsky (1879-1940) was exiled for four years from 1929 to 1933. He showed
me Trotsky’s last temporary house on the island. It was roofless, by the sea, and over-
grown with plants both wild and cared for by its current housekeeper. This may have been
the house where Trotsky wrote his autobiography, My Life, in 1929.%%

| was surprised, therefore, that there was no plagque, nor mention of his stay there.

Having opposed Stalin's bureaucratisation of the revolution of October 1917 and the idea
of a state communism after Lenin's death, Trotsky lost power and was expelled from the
Communist party in 1927 and sent to Alma Ata in Kazakhstan. From there he incessantly
wrote letters and sent articles to fellow opponents of the government of the USSR both in
the Soviet Union and internationally. He was further exiled to Constantinople in early 1929,
via steam freighter boat from Odessa across the Black Sea. He wrote his autobiography
during his first year on Blytkada. In his introduction to My Life, he wrote:

The very fact of [this book’s] coming into the world is due to the pause
in the author’s active political life. One of the unforeseen, though not
accidental, stops in my life has proved to be Constantinople. Here
[ am camping - but not for the first time - and patiently waiting for
what is to follow. The life of a revolutionary would be quite impossible
without a certain amount of ‘fatalism’.

So Trotsky was exiled and on retreat, and yet from there his words and writings
were sent out into the world with enormous energy and impact. Shortly after visit-
ing Trotsky’s house, | watched Laura Poitras’ 2014 documentary film about Edward
Snowden, Citizenfour, which portrays two weeks of Snowden’s life with journalists in a
hotel room in Hong Kong, just before going public with revelations about illegal secret
surveillance systems in our contemporary world. It occurred to me that the agora of
today may not be in the public square, or park, but possibly in the freer retreat of an
anonymous house on Buyukada, or in a hotel room, camping or waiting for what is to
come, if properly wired and connected to others. This was the start of the idea to orga-
nise SALTWATER: A Theory of Thought Forms as a concerted presentation of isolated
artworks in venues, mostly remote from the city center and isolated from each other,
ranging from the K¢tk Mustafa Pasa Hammam in the Old City where Wael Shawky
presents a new installation of the Secrets of Karbala, his film about the Crusades from
an Arab perspective which ends with the sack of Constaninople by the Crusaders, to
a former bank vault on Bankalar Street where Walid Raad presents sculptural instal-
lation of crates from which art objects seem to have escaped, referring to the need for
art to be freed from its hoarding in the age of creative capitalism.

While on retreat, Trotsky hoped to continue the proletariat revolution worldwide and
he was attempting to leave Turkey for a country where he would be given asylum,
such as Germany, Norway or the United Kingdom. Every application for a visa from
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Constantinople was refused and none of these countries gave him asylum.®
The last chapter of My Life, titled ‘The Planet without a Visa’, poignantly prefigures
our own times:

The democratic right of asylum obviously does not consist in a gov-
ernment’s showing hospitality to people who hold views similar to its
own - even Abdul Hamid did that. Nor does it consist in ademocracy’s
admitting exiles only with the permission of the government that ex-
iled them. The right of asylum consists (on paper) in a government’s
giving refuge even to its opponents, provided they undertake to ob-
serve the country’s laws. At times, it seemed as if | were attending
a ‘pan-European’ performance of a one-act comedy on the theme of
principles of democracy. ... The play remains very instructive: Europe
without a Visa. There is no need to mention America. The United
States is not only the strongest, but also the most terrified country.
Hoover recently explained his passion for fishing by pointing out the
democratic nature of this pastime. If this be so - although I doubt it
- itis at all events one of the few survivals of democracy still existing
in the United States. There the right of asylum has been absent for a
long time. Europe and America without a visa. But these two contin-
ents own the other three. This means - The planet without a visa.*?

On Blyukada, there is a hotel called Splendid. Built in 1908-11, it is one of the oldest
hotels in Istanbul. It reminded me of a building in an early work by William Kentridge
called Tide Table (2003). Learning of Trotsky’s exile on the island, Kentridge chose to
create a work titled O Sentimental Machine where the hotel itself would become a char-
acter, along with Trotsky, his secretary and his followers. The long journey of visitors to
reach BuyUkada island to view the work reacalls Trotsky’s long sea journey from Odes-
sa. Sensitive to the fragmentation of the self before the events of history, Kentridge cre-
ated a multichannel audio and video installation where the visitor is caught in a hallway
of the hotel overhearing conversations behind closed doors, or seeing through those
doors into private worlds inside. O Sentimental Machine explores the sense of partici-
pating in historical events at a distance, by sending or receiving letters, like Trotsky dic-
tating messages to his secretary and sending them off into the world. Logical argument
and language break down into different tracks, just as utopias such as Trotsky’s failed,
and the need and impossibility for utopian thinking is expressed through an imaginary
office romance featuring Trotsky’s secretary and a megaphone, which represents
Trotsky’s idea of the human as a sentimental but programmable machine.

Kentridge’s fascination with avant-garde theatre and the politically engaged art forms
of the early twentieth century — a trajectory of modernism that holds on to the figura-
tive as a way to reflect the world — is evident here. He overlays sound (a speech by
Trotsky in French, a Turkish song from the 1920s, the music produced by the There-
min — an early Russian electronic instrument — fragments of a Greek song, the Inter-
nationale) with shadow play and fragments of archival footage, as well as references
to The Marx Brothers’ Duck Soup of 1933 (about a mad dictator who creates havoc)
and new footage made from constant erasure and redrawing, to depict a fractured,
unfinished history, where Trotsky is a modern subject attempting to dictate his let-
ters and articles to the world, but who is stuck between intention, agency, logic,
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fascination and impotence. There is no direct reference to Trotsky in the grandiose
installation of sculptures that Adrian Villar Rojas has created for the sea, just off
the pebble beach and waterfront of his house on Blyukada. Villar Rojas’ artwork is
comprised of over twenty-nine sculptures of animals placed, alone or in groups, on
twenty cement plinths in the sea just a few meters off the shore. The animals face
the house, gaze menacingly back at the house, as if waiting for someone — per-
haps Trotsky’s ghost or perhaps us, the visitors to the exhibition — to appear. Are
they embodied manifestations of Trotsky’s own nightmares, the fears of an unsat-
isfied revolutionary having let down a leaderless, disoriented and disenfranchised
humanity almost 100 years before? Or, in Kleinian psychoanalytic terms, do they rep-
resent the fear of failure of the too good mother, or the absent mother??® Indeed,
the work is titled The Most Beautiful of All Mothers, as if Villar Rojas is referring to a
Kleinian view of artistic practice as a form of healing and reparation through repetition
of traumain play. Each highly finished white fiberglass animal (a gorilla, gazelle, rhino,
bison or hippo, for example) carries another equally highly crafted brown earthy ani-
mal on its back (a lion is on top of the gorilla for instance), combining like a chimera.
The upper animals were made by combining organic waste and inert materials found
in Istanbul area and also brought from other countries — from seashells to vegetables,
fishing nets, bones, shards of glass, vegetables and even flesh —with a mixture of soil,
sand, salt, asphalt, cement, natural pigments, compost and resin.®?

There is a contrast and an alliance here between the lower animal, whose surface is
smooth, like a modern boat, resistant to the corrosion of salt water, and the animal on
its back, much more prone to corrosion and decomposing in the sea water, yet safely
held above. Perhaps these animals rising like zombies or monsters of the mind from
the sea, return from whence we all came, the primal broth of life, are the last inhabitants
on earth, who have returned, in some imaginary future, after the catastrophes of the
Anthropocene, to haunt and reclaim the land.

The journey to reach the artwork is part of the work, which thus comprises the act of
‘arriving’. To arrive at this return of the repressed, you pass through the front gate on a
little street and enter a garden filled with scent of fennel, wild broccoli, figs, flowers and
grasses, and then through the ruins of the roofiess old brick house, itself overgrown with
vines, bushes and weeds. Perhaps in an attempt to shed the uncomfortable yet exhila-
rating sensation of having intruded into the private space of a person who ‘made’ history,
we may walk down a winding path towards the sea, in search of a peaceful moment. Our
feet tread on tiles that were walked upon by Trotsky and his family, guards and assistants,
and we feel the momentary cancellation of the gap between myth and fiction, onthe one
hand, and daily life and reality, on the other. But just as we hope for a release of this quilt
or shame as we pass through the iron gate to exit the house onto the pebble beach, our
gaze is returned by the accusing, ominous creatures, halting our search for relief.

There is one more knot in this exhibition that | would like to describe. Has been
knotted here, in Istanbul, folding together different events and historical moments.
It speaks about the transformative agency and potential that art can have, its use-
ability, through the struggles for Aboriginal rights of the Yolngu people of North-
east Arnhem Land in Queensland, and how their struggles have resulted in laws
being changed and rights being acknowledged throughout Australia. Indeed,
the same people and their descendants, created the objects and artworks from
1935 through the late 2000s that changed the way people live in Australia, and
may provide an interesting example or inspiration for other social processes in the
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world, including in Turkey. The story starts with two small bark message sticks —
Maak (9 July 1935) by Natjialma, Maw’ and Dhangatji Mununggurr, and Maak (12
July 1935) by Wonggu Mununggurr — and proceeds through a colourful series of
drawings on brown paper made in 1947, through the Bark Petitions of 1963, followed
by the Saltwater Paintings of 1998- 2008 and their use as evidence in trials for sea
rights. The early 1935 message sticks were exchanged at the Yirrkala mission be-
tween the anthropologist Donald Thompson and Wonggu Mununggurr, whose sons
were jailed in Darwin at the time. Thompson brought a message stick from Wonggu’s
sons, saying they were well, and brought back a reply message stick from Wonggu
to his sons. This initiated a peaceful relation between whites and blacks in the area of
Yirrkala that avoided violent confrontation, repression and massacre of the Yolngu Ab-
originals through punitive expeditions. The next chapter is the Yirrkala crayon draw-
ings of 1947, where twenty-seven senior cultural leaders of the community, including
Wonggu, drew their knowledge and laws on brown paper so that anthropologist Ron-
ald Berndt could take them back to Perth upon leaving the community. They most
probably drew them as an act of safe keeping, since at the time the news from the
Pacific Ocean of World War Il and the Atomic destruction will have been arriving in
waves and echoes, causing anxiety and the fear of losing lives and one’s culture. A
selection of these drawings is now in Istanbul. In the anthology section of this cat-
alogue, the Yolngu artist Djambawa Marawili decided to reprint a selection of the
Third Vincent Lingiari Memorial Lecture, titled ‘We Know These Things to Be True’,
delivered on 20 August 1998 by Galarrwuy Yunupingu, Chairman of the Northern Land
Council. In that text, Yunupingu speaks of the differences between Aboriginal law and
Balanda (white people’s) law. He tells the story of how a mining company cut down a
sacred banyan tree at Nhulunbuy near Yirrkala in the early 1960s, thus provoking the
first struggle for land rights in Australia because the elders of the community decided
to send a petition for the rights of their people to the Federal Government in Canber-
ra. Glued onto two pieces of painted bark, it is today known as the ‘Bark Petitions’ of
1963, and it effectively initiated the process of achieving Land Rights in Australia, that
is autonomy over certain areas of land, effectivetly restituted to those communities.

Finally, after the discovery of illegal barramundi fishing in 1996 at the Garrangali sacred
site, alegal case was lodged in 2002. In order to exclude commercial and recreational
fishing there, Yolngu artists gave evidence, including their paintings, to prove their
knowledge and thus custodianship rights over tidal waters near their lands. The Salt-
water trials and appeals ran from 2005 until 2008, when the High Court of Australia
effectively granted the Yolngu people Sea rights ‘to the extent of the tidal influence’. %

Buyukada, 3 August 2015

*In this essay, | have focused on a small number of artists and artworks in the
exhibition in order to illustrate the arguments of SALTWATER: A Theory of Thought
Forms in a succinct manner. To all my friends whose work has not been discussed in
this essay, | will write about your work in the future, | promise.
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Henri Focillon, Life of Forms in Art [Sanatta Bigimlerin Yagsami] (New York: Zone Books, 1992, birinci
baski, La Vie des Formes, 1943), s. 33.
Henri Focillon, Life of Forms in Art (New York: Zone Books, 1992, first ed., La Vie des Formes, 1943), p.33.

Donna Haraway, “SF: Science Fiction, Speculative Fabulation, String Figures, So Far” [Bilimkurgu,
Spekiilatif Masallastirma, Sicim Figiirleri], 2011 Pilgrim Odiilii Konugmas: http://adanewmedia.
0rg/2013/11/issue3-haraway/ (Erisim tarihi: 26 Temmuz 2015). Donna Haraway, ‘SF: Science Fiction,
Speculative Fabulation, String Figures, So Far’, 2011 Pilgrim Award Speech, http://adanewmedia.
0rg/2013/11/issue3-haraway/ (accessed 26 July 2015).

Burada Laura Marks'in betimledigi kivrim agma ve kivirma estetigine bagvuruyorum: “Onerdigim
kivrim agma ve kivirma estetiginde li¢ diizey —imaj, enformasyon ve sonsuz- birbirini kivirir ve
birbirinden agilir. “Kivirma” terimini kuantum fiziginden 6dling aliyorum; bu terim, birbirinden
uzakta duran ama her biri tiim digerlerinin ne yaptigini “biliyormus” gibi hareket eden atomalt
parcaciklarin davraniglarini gézlemleyen David Bohm’tin yazilarinda ¢ok giizel agiklanmistir.
B6hm, kuantum diizeyinin altinda biitiin maddelerin karsilikli baglantili oldugu sonucuna
varmistir. Bohm’uin “sakli diizen” teorisi, evrenin goriilemeyen temel bir diizenini agiklar; bu
diizen ancak algilanabilir etkileriyle bilinebilir. Ornegin elektronlarin hareketi, bir dalga denklemi
bakimindan anlasilabilir. Dalga, maddede, elektronun davranisinda kivriimis haldedir; elektronlar
dalgadan itibaren agilir... Goriintiiler ve enformasyon diinyaya gelir ve hi¢ durmayan bir agilma
ve kivrilma akisi iginde sonsuza geri yuvarlanir... gordiigiimiiz, duydugumuz ve dokundugumuz
algilanabilirliklerin altinda yatan bir kod katmani vardir. Kod ise baska bir seyin arayiiziini
olusturur: Programcilarin kod yazdiklari, sanat ¢alismalarinin diislendigi, kar elde edildigi veya
zarar edildigi ve dahasinin, sonsuzca daha fazlasinin gergeklestigi maddi ve imgesel diinya.”
Laura Marks, Enfoldment and Infinity. An Islamic Genealogy of New Media Art [Kivriima ve
Sonsuzluk: Yeni Medya Sanatinin islami Bir Soykiitiigiil, Cambridge: MIT Press, 2010, s. 5-6.
[Bknz bu katalog, s. 254-255].

| refer here to aesthetics of unfolding and enfolding as described by Laura Marks: ‘In the aesthetics
of unfolding and enfolding that | am proposing, three levels —image, information, and the infinite —
enfold each other and unfold from each other. | borrow the term enfoldment from quantum physics,
where it was most beautifully expressed in the writings of David Béhm, who observed the behavior
of subatomic particles that are far apart but act as though they “know” what each other is doing.

He concluded that beneath the quantum level, all matter is interconnected. B6hm’s theory of the
implicate order describes an underlying order of the universe that cannot be seen; it can be known
only through its perceptible effects. For example, the action of electrons can be understood in terms
of awave equation. The wave is enfolded in matter, in the electrons’ behavior; the electrons are
unfolded from the wave ... Images and information come into the world and roll back into the infinite
in a ceaseless flow of unfolding and enfolding ... There is a layer of code underlying the perceptibles
we see, hear, and touch. Code in turn forms an interface to something else: the material and imaginal
world in which programmers write code, artworks are dreamed up, profits are reaped or lost, and
more, infinitely more.” Laura Marks, Enfoldment and Infinity. An Islamic Genealogy of New Media

Art (Cambridge, MA: MIT Press, 2010), pp.5-6. [See this catalogue pp.255-256].

Rene Gabri ve Ayreen Anastas’in 16 Temmuz 2015 tarihli e-postasi (vurgular benim).
E-mail from Rene Gabri and Ayreen Anastas, 16 July 2015 (italics added).

“Is gérmez” kelimesiyle, insanin hayatini anlamli ve eksiksiz olarak yasamasi duygusu ve anlayis
reten ama miibadeleye uygun maddi veya gayri maddi metalari illa ki imal etmeyen, béylece tiretim
toplumunun “disinda kalan”, yine de ayni zamanda sanat bigimleri olan birtakim hayat bigimlerini
imal etme cabalarina génderme yapiyoruz. Daha 1995'teki ilk icralarindan itibaren Huyghe is gérmez
bir icradan yana olan “L'Association des Temps Libérés (AT.L. — Ozguirlestirilmis Zamanlar Dernegi)”
onerisinde bulunmustur. Bkz. Giorgio Agamben, The Kingdom and the Glory: For a Theological
Genealogy of Economy and Government [Krallik ve $an: Ekonomi ve Yonetimin Teolojik Bir Soykuitig
icin), Stanford: Stanford University Press, 2011.

By ‘inoperative’, we refer to labours that generate understanding and a sense of living one’s life
meaningfully and fully, but that do not necessarily produce exchangeable commodities whether
material or immaterial, thus ‘opting out’ from productive society, yet producing forms of life that
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are also forms of art. Ever since his early practice in 1995, Huyghe has suggested L'Association
des Temps Libérés (AT.L.)” which argues for an inoperative practice. See Giorgio Agamben, The
Kingdom and the Glory: For a Theological Genealogy of Economy and Government (Stanford, CA:
Stanford University Press, 2011).

Adorno’nun sol avangardist bir pozisyondan kitle killtiriine yonelttigi elestiriler ilk olarak 1930’larin
sonlarinda, kiiltiir endiistrisi ve popiiler miizik hakkindaki yazilarinda kendini géstermistir. O dénem
icin “glincel sanat”, gosteriyle aptallastirmanin tuzaklarindan uzak giivenli bir limandi.

Adorno’s critique of mass culture from a leftist avant-gardist perspective first appeared in the late
1930s in his writings on the culture industry and popular music. At that time, ‘contemporary art” was a
safe haven from the pitfalls of stupefaction through spectacle.

Pierre Huyghe'iin yazara génderdigi 30 Temmuz 2015 tarihli e-postadan.
Pierre Huyghe in an email to the author, 30 July 2015.

a.gy.

Ibid.

Bu arada 2012'deki HOCUMENTA (13)'lin sanatsal direktorii olarak o sergiye katilan sanat
yapitlarindan ¢ogunu, belki Tiirkiye ile diinya tizerinde dolasan bircok ge¢mis ve mevcut hayalet
oldugu igin, ii¢ yil sonra Istanbul’a da ekledim; sanal dlemde katiim konusu ¢ok abartiliyor,

ama 6te yanda ziyaretcileri etkinliklere dahil eden daha az sayidaki sanat yapiti igin cok daha
diistindiriict bir katim tarzi da var. Edim olmayan bir is olarak beklemek konusunda bkz.

Ivo Andri¢, Notebooks 1942-1974 [Defterler], Collected Works [Toplu Eserleri], c. 17, UdruZeni
Izdavaci (Birlesik Yayincilar): Svjetlost, Prosveta, Mladost, Drzavna zalozba Slovenije, Misla,
Pobjeda, 1981, s. 220-223; bu katalog igin Irena Haiduk tarafindan gevrildi, s. X.

While, as director of dOCUMENTA (13) of 2012, | included many participatory artworks, in Istanbul
three years later, perhaps because there are so many past and present ghosts haunting both

Turkey and the world, and so much hype about participation in the digital realm, there is a more
contemplative mode, with fewer artworks that involve the visitors in activities. See the non-act of
waiting as detailed in Ivo Andri¢, Notebooks 1942-1974, Collected Works, vol. 17, Udruzeni lzdavaci
(United Publishers): Svjetlost, Prosveta, Mladost, Drzavna zalozba Slovenije, Misla, Pobjeda, 1981, pp.
220-223, translated in this catalogue by Irena Haiduk, p. XLV.

William Shakespeare, Firtina, gev. Biilent Bozkurt (istanbul: Remzi Kitabevi, 3. Basim, 2000) Perde |,
Sahnell,s. 18-19.
William Shakespeare, The Tempest, Act 1, Scene 2.

a.g.e.s.38.
Ibid.

Yazarla Griselda Pollock’un Subat 2014'teki bir sohbetinden. Bkz ayrica Griselda Pollock, "The
Time of Drawing: Drawing Time: micro/macro (1998--) by Christine Taylor Patten" [Christine
Taylor Patten'dan Resmetmenin Zamani: Resim Zamani: mikro/makro (1998--)1, Encounters in the
Virtual Feminist Museum: Time, Space and the Archive [Sanal Feminist Miizede Karsilasmalar:
Zaman, Uzam ve Arsiv] (London and New York: Routledge, 2007), s. 200-233.

From a conversation between the author and Griselda Pollock, February 2014. See also Griselda
Pollock, 'The Time of Drawing: Drawing Time: micro/macro (1998—) by Christine Taylor Patten’,
Encounters in the Virtual Feminist Museum: Time, Space and the Archive (London and New York:
Routledge, 2007), pp.200-233.

Kitap tizerinde ¢alismaya tahminen 1901'de baslamislar.
Their work on the book presumably began around 1901

Bkz. bu katalogda's. 28.
See p.29 of this catalogue.

Karen Barad, Meeting the Universe Halfway. Quantum Physics and the Entanglement of Matter and
Meaning [Evrenle Ortada Bulusmak. Kuantum Fizigi ve Madde ile Mananin Dolasikligi] (Durham: Duke
University Press, 2007).

Karen Barad, Meeting the Universe Halfway. Quantum physics and the entanglement of matter and
meaning (Durham: Duke University Press, 2007).
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Kunsthalle Basel, Week (Ocak 2012), d13, Raum der Rhythmen (Ritimler Odasi) 1912, Viyana MAC Re-
illuminations, MAXXI A Room of Rhythms / Curva (2014).

Kunsthalle Basel, Week (January 2012), d13, Raum der Rhythmen (Room of Rhythms) 1912, Vienna
MAC Re-illuminations, MAXXI A Room of Rhythms / Curva (2014).

Cevdet Erek’in bu katalog igin Henri Lefebvre'in ritim ve 6l¢tileri analiz eden bir yazisini segmesi
tesaduf degil: “Muizikal zaman yasanmis zamanla ortiistir mii? Ya da hayali zamanla (stireyle)? Mecazi
midir? Schopenhauerdan bu yana teorisyenler (6zellikle Boris von Schiézer) bu soruyu sormamis
olmasalar da, karanlikta biraktilar. Dahasi, ritmik olan bir kenara birakildiginda (yasanmis veya diissel)
zaman kavrami soyut kalir. Ancak miizikal zamani mekanin disinda 6zsel (veya varolugsal) olarak

ele almak dogru olur mu? Hayir! Ses, bir mekani ve varolusun aletlerini isgal eder. Miizikal zamanin
mekansallagmasi bir ihanet sayilamaz. Belki de miizik bir zaman ve mekan butinlugunan, ittifakinin var
oldugunu farz eder. [Belki de] ritmin icinde ve sayesinde?" Bknz. bu katalog s. 210.

Not by chance, Cevdet Erek selected a writing by Henri Lefebvre for this catalogue that analyses
rhythms and measurements: ‘Does musical time coincide with lived time? Or with imaginary time
(duration)? Metaphorical? Theorists since Schopenhauer (notably Boris von Schloezer) have left

the question in the dark, though not without having posed it. Furthermore, the concept of (lived or
dreamed) time remains abstract if one leaves the rhythmic aside. But would it be right to treat musical
time as essential (or existential) outside space? No! Sound occupies a space, and the instruments
of existence. The spatialisation of musical time cannot be deemed a betrayal. Perhaps music
presupposes a unity of time and space, an alliance. In and through rhythm?”, p.211.

Klein sisesi sol ve sagin tutarli bigimde tanimlanamayacag bir ytzeydir (iki boyutlu bir manifold).
Bununlailiskilendirilebilecek diger yonsiiz nesneler arasinda Mobius seridi ve izdlistim diizlemi
sayilabilir. M&bius seridi sinirlari olan bir yiizeyken Klein sisesinin siniri yoktur (karsilastirmak
icin, kiirenin sinirlari olmayan yonli bir ylizey oldugunu diisiinebiliriz.) Wikipedia’dan (Erisim
tarihi: 23 Mart 2015).

The Klein bottle is a surface (a two-dimensional manifold) in which notions of left and right cannot be
consistently defined. Other related non-orientable objects include the Mébius strip and the real projective
plane. Whereas a Mébius strip is a surface with boundary, a Klein bottle has no boundary (for comparison,
asphereis an orientable surface with no boundary.” From Wikipedia (accessed 23 March 2015).

Sodyum kanali, néron hiicrelerinin zarindaki secici bir gegittir, clinkli sadece sodyum iyonlarinin
gecmesine izin verir ve bu sekilde biitiin beyin ve viicut sisteminin calismasini saglar.

The sodium channel is a passageway in the membrane of neuron cells that is selective because it lets only
sodiumions (positively charged sodium atoms, that have given up one electron to bond with another
atom) pass through, and thus allow for the entire brain and body system to work.

Lynn Margulis, Celeste A. Asikainen ve Wolfgang E. Krumbein (haz.), Chimeras and Consciousness:
Evolution of the Sensory Self [Kimeralar ve Biling: Duyumsal Benligin Evrimi] (Boston: MIT Press, 2011),
s1-6.

Lynn Margulis, Celeste A. Asikainen and Wolfgang E. Krumbein (ed.), Chimeras and Consciousness:
Evolution of the Sensory Self (Boston: MIT Press, 2011), pp.1-6.

1970’lerin ortasinda ve 1980'lerde gizdiklerinden, 1999'da 6. Istanbul Bienali'nde sergilenen Shadow
Procession’a (Golge Kafilesi'ne) varincaya dek.

From his early drawing in the mid-1970s and 1980s, to Shadow Procession, shown at the 6th Istanbul
Biennial in 1999.

Bir dizi sinemaci bu tabloya saygi durusunda bulunmustur: Ornegin Bernardo Bertolucci'nin
1900’tinde (1976) giris jenerigindeki yazilar tablodan zoom-out'la gésterilirken, Eisenstein’in Ekim'inde
(1928) protesto ve kalabalik sahneleri Pellizza'nin basyapitindan esinlenmistir.

A number of filmmakers paid homage to this painting. For example, in Bernardo Bertolucci’s 1900
(1976) the initial credits are displayed over a zoom out of the painting, while in Eistenstein’s October
(1928) the scenes of crowds and protest are inspired by Pellizza’s masterpiece.

Ocak 1928'de mevcut Sovyet hiikiimeti tarafindan siirgiine génderildim; Cin sinirinda bir sene
gecirdim; Subat 1929'da Tiirkiye'ye tehcir edildim ve bu satirlarn su anda istanbul'da yaziyorum.”
Lev Trogki, My Life. An Attempt at Autobiography (Hayatim: Bir Otobiyografi Denemesi) (New
York: Charles Schribner’s Sons, 1930), s.iv; [Tiirkcesi: Hayatim, cev. Miintekim Okmen (istanbul:
Yazin Yayincilik, 1999)1.

Giris / Introduction LXIII

(24)

(25)

(26)

@7

(28)

‘In January, 1928, I was sent into exile by the present Soviet government; | spent a year

on the Chinese frontier; in February, 1929, | was deported to Turkey, and | am now writing

these lines from Constantinople.” Leon Trotsky, My Life. An Attempt at Autobiography (New York:
Charles Schribner's Sons, 1930), p.iv.

Sonunda 1933'te 6nce Fransa'ya, ardindan Meksika'ya gitti.
Trotsky finally left in 1933 for France and then Mexico.

Trocki, a.g.e., s. 449-56.
Trotsky, op. cit., pp. 449-56.

Melanie Klein'in teorisinde hem gereginden iyi anne hem de ortalikta gériinmeyen anne

hasede yol agar. Haset de yikici bir diirtidiir, hem sugluluk duygusu hem de sadizm dogurur.
Buna karsilik yeteri kadar iyi olan anne siikran duygusu telkin eder ki bu da sevgi ve yasam
icgudiisiiniin ifadesidir. Klein'in konuyla ilgili ufuk agici yazisinin bashgr: “Haset ve Siikran”
(1957).

In Melanie Klein's theory, both the too-good mother and the absent mother provoke envy, whichis a
destructive impulse causing both guilt and sadism, while the good-enough mother inspires gratitude,
which is an expression of love and life instinct. Her seminal essay on the topic is ‘Envy and Gratitude’, 1957.

Ayrica s6zii gegen ‘hayvanlar’iimal etmek igin kullanilan biitiin kabuklar, kiirkler, deriler, dallar ve
kocaman diger seyler sadece Tiirkiye'den degil, ayni zamanda Arjantin, Giiney Kore, Meksika,

Sarika, Ingiltere ve Fransa'dan geldi; ben sadece ekibimle seyahat etmiyorum, toplayip biriktirdigimiz
malzemeler de bizimle birlikte bir nevi gégebe arsivi olarak naklediliyor.” Adrian Villar Rojas'in yazara 3
Adustos 2015 tarihli e-postasi.

‘Besides, all the shells, furs, skin, branches etc used to manufactures the aforementioned “animals”
come not only from Turkey but also from Argentina, South Korea, Mexico, Sharjah, England and
France; I'm not only traveling with my team, materials we gather and collect are being shipped with us
as a sort of nomadic archive’, E-mail from Adrian Villar Rojas to the author, 3 August 2015.

Bu, Avustralya'da Aborijin halklarinin, topraklar yakinindaki gelgit bolgelerinde sular tizerinde yasal
gozetim hakki kazanmalarini saglayan ilk hukuk zaferidir.

“This was the first legal victory in Australia for Aboriginal peoples to achieve legal custonianship over
portions of waters in the tidal area near their lands.



