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“Sey, - Thing”

Karadeniz kiyisindaki en eski sehirlerden biri olan, ylzyillardir
degismeyen adiyla Tanrica Sinope’nin kenti “Sinop”, izole edildigi
alan icinde tarih boyunca bircok kiltir barindirmistir.

T. Melih Gorgiin

Osmanlilar ddneminde Sinop, 6zel gemilerin Uretildigi bir ticaret
kentiydi. imparatorlugun kabuk degistirmesi siirecinde, kentin bu
islevi elinden alinmis, 1887’de tarihi tersanesi hapishaneye
dondsturilmastir. Bdylece Sinop, bir gemi Gretim ve ticaret
merkezi iken bir hapishane kenti haline gelmis, yoksulluga
terkedilmistir. Anadolu’nun en kuzey noktasinda, tek bir yoldan
giris-cikigl olan bir burunda bulunan Sinop’un cografi konumu da
kentin izolasyonunda destekleyici rol oynamistir. Siyasi otoritenin
baskilari ile Sinop tam bir “hapishane kenti”ne dontusmustar.

Sinop Hapishanesi’'nde toplum icin “tehlikeli” bulunduklarindan,
cogunlukla distince suclular hapsedilmistir. Ancak bu, hapisha-
nenin farkinda olmadan tersine bir islev Ustlenerek ciddi distnsel
Uretimlerin ortaya ¢ikmasi igin bir ortam olusturmustur. Ayrica bu,

“Sey, -thing”

One of the oldest cities on the Black Sea coast, Sinop which was
the city of the Goddess Sinope and has remained the same name
for centuries, has been held many cultures throughout history with-
in the area it was isolated in.

Sinop was the centre of specialist shipbuilding in the Ottoman
period. The city lost its function during the transformation of the
empire, and in 1887 the historical dockyards were converted into a
prison complex.

Sinop, the shipbuilding and commercial centre of old, became a
prison town and was left in poverty. The geographical position of
Sinop, the northernmost city in Anatolia, on a foreland with only a
single entry point also contributed to the isolation of the city. The
oppression of the political authority of the time has transformed
the city into a veritable “prison town.”

Individuals that were considered to pose “a threat to society,”
often guilty of ‘thought crimes’ were incarcerated in Sinop Prison.
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Sinop sehri ve yasayanlari arasinda bir sinerjinin ortaya ¢ikisini
desteklemis ve Cumhuriyet tarihi icinde alti ¢izilmeden mubhalif bir
kent olarak taninmasini saglamistir.

Soguk savas doneminde Sinop, ABD'nin “blyik kulak”i olmus,
Sovyetler Birligi'ni kontrol altinda tutmak amacli kurulan Nato Ussu
olarak kullaniimistir. Diinyanin bir yarisinin dahil oldugu “blok”un
“Oteki blok™” tarafindan kontrol edildigi bir nokta olmustur. Bu
askeri Us, Michel Foucault'un yorumladigi “Panoptikon”da oldugu
gibi, “tam amacina uygun bir sekilde en hakim tepeye kurularak
icerideki ve disaridakinin es zamanli olarak gériilmesi ve istihbarat
verilerinin en iyi sekilde degerlendirilmesi icin merkez olmustur”.
“Kendi kulagini ve gbziini kapatan devlet” kentin ekonomisini
neredeyse timuyle buradan gelen gelire bagimli kilmistir. Buradaki
yalniz birakilmislik, toplumu distinmenin ve bagimsiz olarak tret-
menin dnemi konusunda bilinglendirmistir.

However, the prison unconsciously assumed a reverse function and
became an environment where serious intellectual work was creat-
ed. On the other hand, what was produced here supported the
emergence of a certain synergy between the city, Sinop and its
inhabitants and established its reputation as the dissident city in
the history of the Turkish Republic.

In the cold war period Sinop became the “big ear” of the USA and
was used as the NATO base positioned here to control the USSR,
becoming the point where one “bloc,” to which one half of the
world was member to, was being checked upon by the “other
bloc.” This military base “was placed on a hill dominating the area
and established in order to provide a simultaneous monitoring of
information and best assessment of intelligence data”, as a con-
crete implementation of Michel Foucault’s interpretation of the
concept “Panopticon.” The state “turning into a deaf ear and a
blind eye” based almost made the entire economy of the city
dependent on revenues from the base. The solitude the city suf-
fered here created awareness in the city’s community regarding the
importance of thinking and creating independently.




Yeni ortamlar ve birliktelikler igin makul bir stireg

Merkezi siyasi yonetimin modernist politikalar cergevesinde uygu-
ladigl kultlr ve sanat politikalari burada Sinoplu’nun distiinme
yetisini ¢cok defa tetiklemis ve mutaassip olamayan, hatta oldukca
da cagdas bir sehirli profilinin olusmasina yol agcmistir. Dlslince
suclulari, onlarin hapishane ¢ikish tretimleri, ve yogun ilgi goren
merkez programli sanat etkinliklerinin izlenme yogunlugu, gelecek
yillarda daha bilincli, sorgulayan ve talep eden egitimli bir “yeni
merkez”in alt yapisi i¢in ortam hazirlamistir.

Dogal ve kiltirel zenginlikleri sehrin merkezinde bir hazine gibi
ortada dururken, bunlari degerlendirme geregi duymayan resmi
otoritenin karsisinda bir “karsi-davranis” olarak gelisen sey, kultir
ve sanatin artik bilingli tiketilmesi ve “deger” olarak saklanmasi
icin duyulan, gelistirilen “sey” olmustur.

Bu bilinmezlik durumunu betimleyen sozclk, ilk bienalin kavramsal

A reasonable process for new environments and togethernesses

Modernist Culture and art policies of the central political adminis-
tration implemented within the framework of modernist policies
often triggered the Sinopian’s faculty of thought, engendering the
birth of the profile of a contemporary “urbanite,” free of bias and
bigotry. Prisoners of thought at the prison and their production
from the prison, and the popular following of the artistic activities
within a central program created the environment for the infrastruc-
ture of an educated “new centre” which questioned and demand-
ed.

The thing which developed as a “counter-action” against official
authorities who didn’t even consider appreciating the value of the
city’s natural and historical wealth, which are laid bare as a treas-
ure in the city centre, was the “thing” one felt to now develop an
awareness towards the consumption of culture and art and to pre-
serve them as “values”.

T. Melih Gorgiin



cercevesini olusturmustur.

Tanimlanamayan durumun déndsiimd: “sey, -thing”

'Sey' varligl bilinen ile bilinmeyen, her-sey ile hicbir-sey arasindaki
sonsuzlugu icermektedir.
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Birinci Sinop Bienali'nde, sanatin gbziinden 'sey' olmanin
kacinilmaz gergegi, sorumluluklarimiz ve gérmezden geldiklerimiz,
yeniden olusum ve yikim karsisindaki durus, bosluklarimiz ve
safligimiz, “sey”lerin yogun olarak yasadigl Sinop Hapishanesi'ne
yerlestirilen yapitlarda tartisiimistir. Kentin doért bir yanindaki yerler
de bu tartismaya taniklik etmistir.

Sinop, tarihsel slrecte sanatla ilgisini tekrar tartismaya agcmistir.
Bu eski yerleske, kodlarini aramakta, kendini tekrar kodlamaktadir.

Amag — Arag iliskisi

The word defining this condition of obscurity would also define the
conceptual structure of the first biennial.

The transformation of the indescribable condition : “sey, thing”

Sinopale determined the conceptual framework of its first activity
as “sey, thing.”

The ‘thing’ describes the endless distance between the known and
the unknown, every-thing and no-thing.

The inevitable reality of being a ‘thing’, our responsibilities and
things we turned a blind eye to, the position of things in the face
of re-formation and destruction, the gaps in and the naivete of our
actions were discussed from an artistic point of view in many of
the works installed in Sinop Prison where “thing”s inhabit in an
intense manner. Other spaces throughout the city also witnessed
this discussion.

Sinop reopens the discussion of its relationship to art within the
historical process. This ancient town is searching for its codes and




Bir cok gencin sanat egitimi almak icin ¢aba gostermesi, estetik
kaygilarla Gretim eylemine gecme glddileri, glinlik yasamin
Uzerinde gectigi tarihi doku, burada artik yeni bir yapinin insasinin
baglamasina neden olmustur.

Devletin seksenlerden sonra ylrattigl kiltlr ve sanat politikalari
0zel sektore endekslenmis, sanat artik yalnizca 6zel sektériin
pazarlama araci olmus ve ayristiriimis (segmente edilmis) hedef
kitlelere yonelik tliketim nesnesi haline getirilmistir. Artik sosyal
kaygilar giitmeyen, yalniz ekonomik hedefleri olan kiltir sanat poli-
tikalari, kiltlr ve sanatin merkezde toplanmasina neden olmus,
Sinop gibi izole kentler global sistemin tamamen disina
atilmislardir. Bu politikalar, Turkiye’deki modernlesme sirecinin
icsellestirilmeden yarida kalmasina neden olmustur.

Bu durumda sdyle bir soru giindeme gelmektedir: Sivil inisiyatif,
yerel, ulusal ve uluslararasi dinamikleri harekete gecirerek yeni bir
yap! olusturabilir mi? Merkez ile gevre arasinda bitmis olan iligki
karsisinda alinacak yeni tavir ne olmalidir?

iste “Sinopale” buna yanit vermek icin olusturulmus bir yapidir.

recording itself.

The Relationship between Purpose and Means

The effort shown by many young people to receive art education,
the instinct to produce with aesthetic concerns and the historical
layers of the city upon which everyday life takes place, now mean
that the construction of a new structure has begun.

The post-1980s cultural and artistic policies of the state have
focused on the private sector, art has been reduced into a market-
ing tool of the private sector and has become an object of con-
sumption targeting a segmented target audience. Cultural and
artistic policies devoid of social concerns and focusing only on
their economic targets, have resulted in the accumulation of cul-
ture and art in the centre and isolated cities like Sinop have been
completely excluded from the global system. These policies have
also resulted in the modernization process of Turkey being left
incomplete without full internalization.

-

T. Melih Gorgiin
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Sinop ve Bienal (Sinop + Biennale= Sinopale)

Sinopale temel olarak kendi kullanim alaninda, kendi pratigini
gelistirecek bir yapi olarak tasarlanmistir. Bu yapi, politikasi
olmayan bir alanda sivil inisiyatifleri harekete gegirerek bir politika
olusumu konusunda talep uyandirmak lizere kurgulanmistir.

Temel dlslincesi tabanindan gelisen Sinopale, yerel (ve bdlgesel)
dlstinceyi uluslararasi bir dile dénistirerek, dinya kiltirine
katkida bulunmaktadir. Bu tir etkinlikleri uluslararasi alanda
degerli kilan da budur.

“ihtiyaglar, Zorunluluklar, Yapilacaklar ve Sonuglar.”
Sinopale diger bienallerden farkli olarak kentte yasayanlarin da Ure-
tim sirecine katilacaklari bir sanat etkinligi olarak hayata gegir-

ilmistir. Sinopale sanatsal bir sivil toplum etkinligidir.

Birinci Sinop Bienali'nde sanatcilar, halkin katilimiyla gercek-
lestirdikleri atdlye ¢alismalarinda, bir yandan yerel sorunlarin ulus-

At this point, the following question comes to mind: Can the civil
initiative form a new structure by activating local, national and
international dynamics? What can the new stance be in the face of
the terminated relationship between the centre and the periphery?
“Sinopale” is a structure formed to respond to this question.

Sinop and the Biennial (Sinop+Biennale=Sinopale)

Sinopale has basically been designed as a structure which can
develop its own practice within its own area of use. This structure
has been constructed to activate civil initiatives in an area where
policies do not exist and to create demand regarding the formation
of policies.

The main idea of Sinopale develops from the bottom up, and in
this context, it transforms local (and regional) thought into an
international language and contributes to world culture. This is
what renders this type of organization valuable on the international
platform.




lararas| dilde ifade bulmasini saglarken, diger yandan degerlerine
sahip ¢ikma bilinci yaratmayi ve uluslararasi giindemde olup yerelin
fark etmedigi konulara dikkat cekmeyi amagladilar.

Sanatcilarin yapitlari, tercihleri dogrultusunda Sinop Hapishanesi,
Etnografya Mizesi, Selcuklu Medresesi gibi mekanlara yerlestirildi.
Sehir icindeki tim alanlarin kullanima acildig performans
programinda yine Sinop merkezli yapitlar 6n planda idi. Yerel
halkin sanat Uretimine katilmasi igin gerekli araclardan biri olan
interaktif yapitlar “i¢sellestirme” siirecini da hizlandiracak bir
isleve sahip olmalari bakimindan 6nemlidirler.

Sinopale 1, ¢ kiuratéri, altmis sanatgisi, organizasyon ekibi, ve
yirmidokuzbin Sinoplu ile bir bitiin olarak var oldu. Kendini bu
batinin bir parcasi olarak goérlp, bu olusumun temelini atanlar,
gelecek yillarda olusacak benzeri yeni yapilara érnek teskil edecek-
lerdir.

“Requirements, Obligations, Plans and Results.”

Unlike other biennials, Sinopale has been organized as an art
organization which involves the inhabitants of the city in the pro-
duction process. Sinopale is a civil society activity of an artistic
nature.

At the first Sinop Biennial artists organized workshops with the par-
ticipation of the public enabling an expression in international lan-
guage for local problems, and also trying to create an awareness of
ownership of values and attracting attention to the issues on the
international agenda which the local sphere has been unaware of.

The works of the artists were installed in spaces including the
Sinop Prison, the Ethnography Museum and the Seljuk Madrasah
according to their preferences. The performance program opened
all areas of the city to the artists’ use and works focusing on Sinop
were again in the forefront. Interactive works, instrumental in the
participation of the local public in artistic production, are impor-
tant in that they function to accelerate the process of “internaliza-
tion.”

—_

T. Melih Gorgiin
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Sinop nikleer santral konusuyla glindemde bir kent. Sivil 6érgitler
nikleer santralin Karadeniz'in bu glizel sahil kentine yapiimamasi
icin ¢alisiyor. Sinoplu’lar bu calismaya ne kadar katiliyor? Nikleer
santralin is alani acacagl soylentisi, ekonomik agidan ihmal edilmis
olan bu kentin sakinlerinin aklini ¢eliyor mu? Direnisin basindakiler
azimli ama endiseli; etkin sonug alabilmek icin yalniz Sinop
disindaki on binlerce Sinoplu’nun degil, buttn Tirkiye halkinin da
bu direnise katilmasi gerekiyor.

Beral Madra

Otomobil plakalarina bakildiginda Sinop’un islevi anlasiliyor; sahili
olmayan kuzey ve orta Anadolu kentleri icin édnemli bir tatil yeri...
Bu koylar yakin gelecekte Karadeniz kiyisindaki batiin tlkeler icin
bir “Bodrum” olabilir.

Karadeniz sahili boyunca bu islevi tasiyan kent oldukga azken,
acaba nikleer santral neden bu kente yapilir? Dahasl, Sinop
simdiye degin ABD'nin SSCB'yi gbzetleme yeri ve modern Tirkiye
Cumhuriyeti’'nin yliz karasi olan bir zindanla (buraya cezaevi demek
cezaevlerine haksizlik olur) anilirken simdiden sonra da nikleer
santraliyle mi anilacak?

Sinop is a city recently under the spotlight due to nuclear power
plant issue. Civil rights organisations are working hard to prevent
the construction of a nuclear power plant in this beautiful town at
Black Sea coast. Up to what extent do the inhabitants of Sinop
contribute to these attempts? Are rumours about the creation of
new working areas by the plant beguiling the economically neglect-
ed city’s inhabitants? Those who are leading the opposition are
determined, but also worried. In order to achieve effective results,
not only thousands of people of Sinop origin living elsewhere but
the entire Turkish nation as well, has to join the opposition.

Regarding the numberplates of visiting cars, the function of Sinop
can be easily understood; an important vacation plot for north and
middle Anatolian towns that are not located at the seashore... In
near future these bays may become the “Bodrum” for all countries
at Black Sea coast.

While there are only few towns bearing this kind of function at the
Black Sea coast, what could be the reason for wanting to build a
nuclear power plant particularly in this city? Furthermore will
Sinop; a town famous for being the lookout of the USA to spy on




Devlet bu kente neden bu tir agir bir yazgi dizisi layik goriyor?

Zindan 1996'da nihayet bosaltildiktan sonra kiltir merkezine
déndstiriilmek tzere hazir bekliyor. Oncelikle su sorulari sormak
gerekiyor; ussal bir yanit bulmak olanaksizsa da... insan haklarina
timuyle aykiri, ya da daha gercekci olmak gerekirse gaddarlik ve
siddet i¢cin bir model olacak kosullardaki bir 61im evi nasil olur da
1990’larin sonuna degin bu kentin tam ortasinda varligini sirdire-
bilmistir? Bu kentin sakinleri bu cezaevinin varligina neden bu
kadar uzun siire katlanmistir? Zindan kapatilip genel ziyaretciye
acildiktan sonra neden bir miize gibi gezilebilmekte? icindeki
ahset ve zulim bir ¢esit 6zlemli sdylenceye dénlstlrilerek
anlatilirken, bir cesit aklama yapilmiyor mu?

eIpe |elag

Sinop’un ekonomik kosullari icinde bu yapinin bélgeye agilan ulus-
lararasi bir kultir merkezine déntismesi bir dis olarak kalabilir;
eger yon degistirip, Sultanahmet Cezaevi gibi bes yildizli otele
déntsmezse! Devlet, yerel ydnetim ve 6zel sektér Giggeninde
gerceklestirilebilecek sancili bir projedir, bu. Simdilik kaltdr
merkezi ile nlikleer santral karsi karsiya direniyor; bu bilek giiresini
hangi taraf kazanacak? Yoksa niikleer santrale evet denilince kiltir

the USSR, notorious for its dungeon (to call it a prison would be
unfair to other prisons)- the shame of modern Turkey henceforth be
famous for its nuclear power plant?

Why does the state think that this city deserves such a heavy series
of destiny?

The dungeon after its eventual evacuation in 1996, is readily wait-
ing to be transformed into a cultural centre. There are a few ques-
tions to be answered in the first place eventhough finding appropri-
ate rational answers to these is almost impossible... How has a
death house - completely against human rights or to be more real-
istic, a place under such conditions to constitute a model for cruel-
ty and violence- been able to maintain its existence up to the end
of the 90’s in the very center of this city? Why have the residents
of this city tolerated the existence of this prison for such a long
time? Why is it possible to visit the dungeon like a museum after it
has been shut down and opened to general public? In a way the
brutality and cruelty that has happened within there in years trans-
forms itself into a wistful myth. Isn’t it a kind of inequitable
release to tell stories about it?




merkezi 6dil olarak mi verilecek? Nikleer santralin bulundugu bir
kenti kiltrel ve turistik bir tesisin sirin gésterecegi mi varsayiliyor?

Ziyaretci sayisi beklenmedik bir bicimde ylksek; gelip gérmek iste-
dikleri sey bu cezaevinin insanlik disi kosullari. insanlari buraya
acinin ve siddetin dayanilmaz cazibesi, “hapishane” ve “mahkim”
mitleri cekiyor. Bugiin ziyaretciler gegcmis mahk(mlara — kader kur-
banlarina- karsi bir gérev biliyorlar burayi sessizce dolasmayi...
Halkin yaklasimi bdyle; ancak bu yaklasimin giict buylk sucluyu,
devleti, yargilamaya yetmiyor.

Bu durum Sinopale (Sinop Bienali) i¢in bir arka alan olusturuyordu.
Zindan sanatcilarin halka bu mekéani nasil degerlendirmeleri gerek-
tigini anlatmaya calistigl bellek yikll ve zorlu bir mekan.
Sinoplular ve yerli turistler belki ilk kez gliniimiiz sanatinin kdkten-
ci bicimleri ve icerikleriyle karsilastilar; ama yine de zindanin
yansittigl gbériintl yaninda sanatin gériintisti yumusak ve masum...

Bienal bir tretim sireci seklinde dizenlenmisti; her giin yeni bir
sanatcl Sinop’a geldi ve isini kurdu. izleyici de her giin bienal
programini izlemeye geldi. Bu baglamda - halkin bilinclendirilmesi

Under the existing economical circumstances of Sinop, the trans-
formation of this building into an international culture centre may
remain a dream, of course if it doesn’t change direction and decide
to convert into a five star hotel like the Sultanahmet Prison! This is
a painful project that can be realized within the triangle of govern-
ment, local authorities and private sector. For the time being, the
culture centre and the nuclear power plant are resisting each other
vis a vis, which side will be the winner of this wrist wrestling? Or,
will the culture centre be presented as an award if the answer
“yes” comes out for the decision of a nuclear power plant? Is it
assumed that a cultural and touristy facility will help in making a
town with a nuclear power plant seem pleasant?

The number of visitors is unexpectedly high, what they want to see
is the inhuman conditions of this prison. The irresistable appeal of
pain and violence, the myths of “prison” and “prisoner” is what is
attracting the people. Today visitors consider it as a duty for the
passed prisoners -victims of fate- to silently stroll around this
place.. This is the approach of the public; but the power of this
approach is incompetent in judging the ultimate convict, namely

-

Beral Madra




ve sanatcilar ile dogrudan iliski icinde olmasi agisindan - kirator T.
Melih Goérgiin’in Sinopale'’yi gerceklestirmesi yeniden bilinglenme
icin cok gerekli bir eylem. Bilindigi gibi, Turkiye cezaevi sorununu
2000-2001 arasinda kanl bir bigimde bastirdiktan sonra unutul-
maya terk etti.

eIpe |elag

Sinop’a gelen ya da isini gdnderen 50’ye yakin sanat¢i cezaevi
gercegini bir agimlama-ayristirma masasina yatirdilar; halkin zin-
dani &zlemli sdylenceye dénlstirme egilimini bir bigimde
engelleyen ve elestirel bakis agisi veren bir yapit dizisi sundular.
Ornegin; Andre van Bergen’in koguslardan birisine kurdugu kapan
kogusun icindeki gerilimin gorsel ve isitsel goriintisini
yansitiyordu. Lerzan Ozer’in bir gardiyan odasina astigi dikenli
tellerden yapiimis “Home Sweet Home” (Evim Glzel Evim) yazisi,
Murteza Fidan’in iki yer tartisi Ustline yerlestirdigi kursun kovani ve
serum ampulleri dolu iki kova 6lim kalim ikilemine géndermeler
yapiyordu. Handan Bériitecene, ipek Aksiigiir Duben, Walter
Bergmoser farkli yontemler ve malzemelerle zindanin bellegini kur-
calayan isleriyle izleyiciyi ayrintilara dogru yénlendirdiler. Nobuho
Nagasawa ve Antonio Riello, koguslari cezaevi duvarlari icine ulas-
masi olanaksiz seslerle doldurdu. Marc Rees - Neil Davies

the state.

This fact was creating a background for the Sinopale (Sinop
Biennial). The dungeon is a memory loaded and difficult location

here artists are trying to show to the public ways of interpreting
the place. The inhabitants of Sinop and local tourists have maybe
for the first time in their lives met radical forms and contents of
contemporary art, but still the image of art is soft and innocent in
comparison to what the dungeon is reflecting...

The Biennial was organised in the form of a production process,
each day a new artist arrived in Sinop and installed his/her work.
The audience in turn, came to observe the biennial program every
day. Within this context —from the aspect of improving the con-
sciousness of the public and providing the opportunity of direct
relationship with the artists- the realisation of the Sinopale by cura-
tor T. Melih Gorgiin is an essential action to regain consciousness.
As already known, Turkey, after putting down the prison issue by
means of a bloody operation in 2000-2001 has left it to oblivion.

Around 50 artists that came personally to Sinop or sent their work,




ikilisi erkek mahk(mlarin iliskisi Gstline, Nezaket Ekici de kadin
mahkdmlarin cektigi cile Ustiine performanslar yaptilar. Emre
Koyuncuoglu ve Tobias Hering ortak projesi bir grup oyuncu ve
dansci izleyiciye iki saatlik aciklamali bir zindan gezisi gerceklestir-
di. Kimi sanatci cevre ve savasla ilgili glincel konulara degindi.
Sinan Niyazioglu Tirkiye, Almanya ve iran’dan katilan sanatcilarin
nikleer santral Ustline yaptigl afis sergisini diizenledi; Alpaslan
Baloglu nesli tiikenmekte olan Gerze horozlarini, Mohag Yiicel
kaleydoskopla incelenebilen Liibnan bombardimanini, Ekmel Ertan
televizyonun aracsallastirdig! bireyi isaret eden islerini sundular.
Sinop’tan ayrildigimda yeni isler yerlerini aliyordu.

T. Melih Gorglin’tin belediye, Kultir Bakanhgi ve 6zel sektdrden
aldigi desteklerle diizenledigi bu uluslararasi etkinlik kuskusuz
Sinop’u, nikleer santral haritasina girmeden 6nce kiresel sanat
haritasina oturttu.

Beral Madra, Agustos 2006

dealt with the prison reality in order to comment, on it and decom-
pose it. They presented a series of works with critical points of
view, in a way preventing the public tendency to transform the
dungeon into a wistful myth. For example, the trap Andre van
Bergen installed in one of the wards, was reflecting the audio visu-
al tension within. The writing “home sweet home” made of barbed
wire hung by Lerzan Ozer in the room of a prison guard, the two
buckets filled with bullet shells and serum vials placed on two
ground balances by Murteza Fidan were referring to the dilemma of
life and death. Handan Bériitecgene, ipek Aksugiir Diiben, Walter
Bergmoser have led the audience into details by means of different
methods and material used in their works meddling with the mem-
ory of the dungeon. Nobuho Nagasawa and Antonio Riello have
filled the wards with sounds otherwise impossible to penetrate
through the walls of a prison. The duo Marc Rees - Neil Davies per-
formed on the relationship between male prisoners whereas
Nezaket Ekici performed on the suffering of female prisoners. In a
joint project of Emre Koyuncuoglu and Tobias Hering a group of
actors and dancers led a two hour long descriptive dungeon trip for
the visitors. Some artists touched on current issues related to envi-
ronmental statues and wars. Sinan Niyazioglu organized the poster

Beral Madra
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exhibition of artists participating from Turkey, Germany and Iran on
the subject of nuclear power plant, Alparslan Baloglu presented his
work on Gerze roosters who are face to face with the danger of
extinction, Moha¢ Yicel his work on the Lebanon bombing which
could be observed through a kaleidoscope, Ekmel Ertan his work
indicating the materialization of the individual through

television. By the time | left Sinop, new works were taking their
place to be presented.

This international event organised by T. Melih Gérgiin with the sup-
port of the municipality, the Ministry of Culture and the private
sector, has undoubtedly placed Sinop on the global art map before
it was placed on the nuclear power plant map.

Beral Madra, August 2006
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"Tokatlama, Tiras ve Yiizme”
Vittorio Urbani Tarafindan Hazirlanan “Anlik Bir Kiratorlik”
Deneyimi

Vittorio Urbani

Sinop, 14 Agustos 2006, saat sabah 8:00. istanbul’dan kalkan
gece otobiisii, dért italyan ve iki ingiliz’i bu giinesli, sakin sehrin
kent duvarlarinin ayagina getiriyor. Uc sanatcl, kiiratorleri ve iki
arkadaslari. Uykusuz gecen bir gecenin sonrasinda kendimizi
sarhos gibi hissediyoruz... Neredeyse yol Ustiinde bulunan her
mesire yeri ve benzincide mola vererek otobls sofoéri bize dogrusu
ustalikla iskence etmis, ama ayni zamanda sakin bir sekilde oto-
bisuyle kuzeybati Anadolu’nun pastoral ve gérkemli manzarasini
12 saatte boydan boya katetmisti.

T. Melih Gérgiin bu antik kentin ilk bienali igcin bir sanat¢i segcmek
lizere beni davet etmisti... Ama ben onun yerine ¢ sanatgi getir-
mistim... Biliyorum, biliyorum her zaman abartirim.

"Slapping, Shaving and Swimming”
An Experience of Instant Curating" by Vittorio Urbani

Sinop, August 14, 2006, 8.00 am. The night bus from Istanbul
delivers four Italian and two British people at the foot of the City
Walls of this sunny, quiet city. Three artists, their curator and two
friends. We feel almost drunk after a sleepless night ... Stopping at
every possible cafe and gas station available, the bus driver had in
fact tortured us professionally but at the same time had serenely
rolled for 12 hours through the bucolic and majestic landscape of
North-West Anatolia.

T. Melih Gorgun had invited me to select one artist for the first
Biennial of this antique city ... But instead | bring three ... | know,
| know, | always overdo it.

Thinking back over Sinop almost one year later, memory makes
things more compact. Memory cuts away the frills (or makes the




IUBGIN OLIORIA

Sinop’u neredeyse bir yil sonra tekrar disiindiglimde, bellegim her
seyi daha yogun kiliyor. Bellek gereksiz sisleri buduyor (veya
cogunu yaratiyor) ve gercekligi bir simgeye donustirtyor. Ginesli
sokaklari, sanatgilarla yaptigimiz hararetli konusmalari ve genis
koyun tatli, hos sularinda ara sira ylizisimu animsiyorum. Kumsala
sadece bir iki adimlik mesafedeki o kdy otelinin salesi. Kahvaltida
beyaz peynir, soyulmus olgun domatesler, bal ve kahve. Tabii ki, bi
ilk bienalin bahsinin bile bir felakete isaret ettigi distnulirse, her
sey cok da rahat olmadi. Ama Melih bariz bir dinginlikle her seyin
listesinden geldi, elektrikgi bizi kurtarmak izere yetisti, istanbul’
dan alinan cd’ler ¢alisti ve nazik, gérgill parlak bir avuc sanat
0grencisi de hazirdaydi.

Sinop’tayken orada olmamin sebepleri, bu yolculugun gerekliligi,
baska Ulkelerden sanatgi “ithal” etmenin olabilirligi ve son olarak
da bu deneyimin yarari hakkinda distnip durdum. Yarar derken;
Oncelikle bu Anadolu sehrinin halki icin, davet ettigim sanatgilar
icin ve tabii kendim icin de yararini kastediyorum. insan her sey
icin bir neden bulmaya bayiliyor, olan bitenin sadece sans eseri

olmadigini, bircok olasi kayitsiz diger sey arasindaki “her ne ise”
lerden bir tanesi daha degil de, aslinda daha anlamli, gerekli ve

most of them), and transforms reality into an amblem. | recall the
sunny streets, intense conversation with the artists, and some time
for swimming in the sweet, pleasant waters of the wide bay. That
chalet in the village-hotel, just a few steps from the beach. White
cheese, ripe peeled tomatoes, honey and coffee for breakfast. Not
all has been easy-going: as a first Biennial speaks of disaster just
by talking about it. But Melih has mastered everything with appar-
ent serenity; the electrician comes to the rescue, the cd players
bought in Istanbul work, and a bunch of bright art students with
gentle manners are on hand.

hilst | was in Sinop, | kept reflecting upon the reasons for being
there, upon the need for this trip, the likelihood of "importing"
artists from other countries, and finally upon the utility of this
experience. The utility - | mean - for the public of the Anatolian
city first, for the artists whom | have invited, and for myself too.
One likes to find reasons for things, one hopes that what happens
is not just by chance, is not just another "whatever" amongst many
possible indifferent ones; but rather a meaningful, necessary,
especially selected happening.




Ozellikle secilmis bir olay oldugunu umut ediyor.

Eskiden hapishane olan yerde bir yerlestirme yapma sansina sahip
olduk, doért yildizli bir otele yarasacak deniz manzarasi bulunan
buylk bir bina, birokrasi ile arasi acik blyik sayida siyasi
muhalifin ve aydinin zorunlu ikametgahi olmus olmasi nedeniyle
anlam dolu bir mekan. Sinop hakkinda ek bir gériis: Bedenlerin
tutuklu oldugu ama dislncelerin (az, cok) korundugu bir yer.
Anilarin arsivi olan bir hapishane. Davet ettigim sanat¢ilar,
Sinop’un hapishanesi ve taze, yeni dogmus bienali igin yeni 6zel
yapitlar tasarladilar.

Vittorio Urbani

Mark Rees ve Neil Davies (Cardiff, ingiltere’den) "Sx3 Diiet'i (sigara
icme, tiras & tokatlama)", tuhaf, blyik, sari bir odada kurgulanmis
ikili bir gésteri sundular. iki penceresi ve yiiksek tavaniyla burasi,
bir hapishaneden cok bir sinifa benziyor. iki adam siyaha boyanmis
bir masanin iki tarafinda karsilikli oturuyorlar. Bakisma ve fiziksel
iliskinin gergin bir kresendosu esnasinda birbirlerini tirag etmeye
basliyorlar. Ayni zamanda da kara tahta/masanin izerine beyaz
tebesirle bir seyler yaziyorlar. Ancak iliskileri, kisinin bir aynayla
arasinda olan tirden bir iliski: evet, iki adam birbirlerini aynaliyor-

We have been given the chance to install in the former prison, a
large building with sea views worthy of a four star hotel, charged
with meaning having been the forced residence of a large number
of political dissidents and intellectuals at odds with the official-
dom. This is an additional idea about Sinop: A place of imprison-
ment of bodies but of the custody of ideas (more or less). The
prison as an archive of memories. The artists | have invited have
conceived new purpose-built works for Sinop's Prison and its fresh,
new born Biennial.

Mark Rees and Neil Davies (from Cardiff, UK) present "Sx3 Duet
(smoking, shaving & slapping)", a duet performance set in a
strange, large yellow room. With two windows and a high ceiling, it
looks more like a school room than a prison. Two men sit at oppo-
site sides of a table, blackened by paint. They start shaving one
another, in a tense crescendo of glances and physical intercourse.
They also write something, with white chalk, on the blackboard /
table. But their relationship is of the kind one has with a mirror:
yes, the two men mirror each other. At one stage, the tension is
released with a vigorous slapping. One of the two attacks the other.
This is the moment in which "the mirror breaks" and the real rela-
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lar. Bir asamada, gerginlik kuvvetli bir tokatlama ile serbest
birakiliyor. ikisinden biri, digerine saldiriyor. Bu, “aynanin kirildigi”
e ikisinin arasindaki gercek iliskinin basladigi an. Saldiriya
ugrayan adam disuyor ve tekrar kalktiginda gégsinin her tarafina
yapilmis erkek ismi dévmelerini gdsteriyor. ikili arasindaki gergin ve
Genet tarzi 6zIU iliski, tim insan iligkilerinin bir egretilemesi; dnce
karsilikli bakisma, sonra ortamin yoklanmasi, meydan okuma ve
nihayetinde saldiri. Bu is, hapishanede kaybedilmis bircok yasamin
glicli ama ayni zamanda da siirsel bir anmasi, bu performans
gecmiste kalmis iliskilerin ve sdylenmemis ama unutulmayacak
asklarin tinisi.

IUBGIN OLIORIA

Diger yandan Antonio Riello (Bassano, italya) ses enstalasyonu icin
bir sira bos hapishane hiicresi kullaniyor. Onun mekani ¢ok daha az
havadar, karanlik ve rutubetli. i§inin adi "Sento delle Voci ...
(Sesler duyuyorum ...)". Sanatgi ¢ok kigik hicrelerin kapilarinin
acildigr bir koridor secti. Pasli kapilarindan iceri bakan ziyaretciler
kurulmus bir cd calar ve hoparlérlerini gérebiliyor. Her hiicrede
ortami dolduran bir ses caliniyor, her biri digerinden farkli.
Havaalani, Anaokulu, Futbol magi, Ev partisi. Bu kendine 6zgl ses
efektleri ve giirtltiler bir kisi tarafindan degil, bir grup insan

tionship between them begins. The attacked one falls, and when
he rises again, he displays the names of men, tattoed all over his
chest. The tense - and terse, a la Genet - relationship in the duo is
a metaphor for all human intercourse: first glancing at one another,
then testing the ground, challenging, and eventually assaulting.
This work is a strong but also lyrical celebration of the many lives
lost in the prison; this performance is resonant of bygone relation-
ships, and of untold but unforgettable loves.

Antonio Riello (Bassano, Italy) uses instead a row of empty prison
cells for his sound installation. His, is far less airy; a dark and
damp location. The work is entitled "Sento delle Voci ... (I Hear
oices ...)". The artist has chosen a corridor on to which open very
small cells. Through their rusty doors, the visitor can see sets of cd
players and loudspeakers installed. In every cell an ambient sound
is played, each one different. Airport, Nursery School, Football
Match, Home Party. These distinctive sound-effects and noises, are
made by human activities created by a group, not by an individual.
Each room becomes a possible world, an escape to freedom. One
cell for instance is animated by the laughter and the tinkling of
glasses at a party ... Happy people, probably well dressed, enjoying




tarafindan gercgeklestirilen faaliyetler sonucunda olusmus. Her bir
oda, olas! bir diinya, 6zgirlige bir kagis haline geliyor. Bir hiicreye
ornegin, gllusler ve bir partideki bardak ¢inlamalariyla hayat
eriliyor... Mutlu insanlar, olasilikla iyi giyinmis, fazla bir sorumlu-
luk hissetmeksizin eglenen. Belki de bu, hicre sakinin “kayip
dinyasi”yd1, kimbilir? Beynin tutuklulugu olanaksizdir... Bellegin
glicl vasitasiyla hapishanenin insanlarina veya hayaletlerine 6zgir-
|Gkleri veriliyor.

Neden bu yapita ...Anlik kiratorlik... adini verdim? Anlik kirator-
|0k bana gore; tiras olurken dosyalar zerinde ¢alisabilmek,
kahvaltida sanatcilarla tartisabilmek ve kararlar alabilmek, insani
ugrastiran tim bu son dakika detaylari hakkinda yiizerken
distnebilmek ve elinizde bir kalem ve kagit dahi bulundurma-
maktir...

Distinceleri islemenin ve gerceklestirmenin bir bakima daginik bir
yontemidir. Beynin farkli eszamanli diizeylerdeki verileri, olagan
hiyerarsilerini dikkate almaksizin ayni anda islemden gecirmesidir.
Baska bir seyi dislinen akil her zaman yari yitiktir...

Ayni anda distiinme ve hareket etmenin es zamanlihgidir, o diz,
mantikli, geleneksel olarak eril, cok arastirilmis kiratérlik sonrasi

themselves without too much commitment. Maybe this was the
inmate's "lost world"? It is impossible to imprison the brain ...
Through the power of memory freedom is given to the men of the
prison, or to their ghosts.

Why have | entitled this piece ... Instant Curating ... ? Instant
curating is for me:

Being able to work on files whilst you shave, to discuss with artists
over breakfast and make decisions, to think of all these niggling
last-minute details while you are swimming and don't have paper
and pen to hand ...

it is a rather messy method of processing ideas and realizing them
in which the brain simultaneously processes data on different con-
temporary levels, careless of the usual hierarchy of things. The
mind is always as half-lost in thinking to something else ...

It is the synchronicity of thinking and acting at the same time,
more similar to cooking, nursing, gardening than to the straight,
rational, traditionally male, hard sought-after curatorial way to
work.

(Venice, June 19, 2006)

Vittorio Urbani
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calisma bi¢ciminden ¢ok yemek pisirmeye, emzirmeye, bahcede
calismaya benzer.

(Venedik, 19 Haziran 2006
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Dinya tavukculuk
literaturiinde, Sinop’un Gerze
ilcesine ait saf bir irk olarak
bilinen Gerze Horozu ve
Hacikadin Tavuklari’'nin
renkleri siyah, ibikleri kirmizi
catalli ve boynuz gibidir.
Gerze horozlari sabah, ¢gle,

ikindi, aksam, yatsi ve gecenin
onikisinde diizenli olarak oter,
sahibini ¢ok iyi tanir.
Kiskanctir, déviscudur,
disilerini korur. 2,5 m.
ylUkseklige ucabilen ender
horozlardandir.

Hacikadin tavuklari yilda
ortalama 94-96 adet yumurta
verir. Eti cok lezzetlidir. Ayak
mahmuzlarinin uzun olmasi

According to the world poultry
rearing literature Gerze Rooster
and Haclkadin Chicken which
are well known to be a pure
race originating from the Gerze
town of Sinop, are described to
be black with red forked and
hornlike crests.

Gerze roosters crow in the
morning, at noon, in the
evening, two hours after sunset
and at midnight regularly. They
immediately recognize their
owner, they are jealous, like to
fight and protect their females.
They are one of the rare ones
of their kind being able to fly
up to 2.5 meters height.
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Hacikadin chickens lay an
average of 94-96 eggs a year.
Their meat is delicious.
Because its feet spurs are long
it feeds in sitting position and
this is one of the distinctive
properties separating it from
other races.

Since the economical
value/return in comparison to
other meat and egg chicken is
far too low, their existence has
gradually diminished in time.
Nevertheless the race is still
preserving its existence among
the social/cultural memory of
the locals and rarely in some
poultry rearing farms.

This series consisting of eight
different Hacikadin chickens
was printed in 42.500 copies
and all three exibits were dis-
tributed to the residents of
Sinop during the biennial.

yemini ¢cokerek yemesine

neden olur; bu da onu diger
irklardan ayiran bir 6zelliktir.
Diger et ve yumurta tavuklariyla
kiyaslandiginda ekonomik
getirisinin olmamasi nedeniyle
varligi giderek azalmistir, ancak
yore halkinin sosyo-kiltirel
belleginde ve ender olarak
tavuk yetistirme ciftliklerinde
neslini strdirmektedir.

8 farkl Hacikadin tavugundan
olusan bu seri 42.500 adet
basilarak bienal slresince
Sinop’ta yasayanlara her g
teshir sekli de dagitilmistir.
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Hapishane duvarlarinin icinde
saatlerce dolastiktan sonra
varolan kalintilarla ilgili en
glcli tepkiyi 6nceki “sakin-
lere” ait az sayidaki iz ve
isaretlere karsi duydum.
Dolayisiyla her tir izin pesine
dismeyi slrdirdiim ve onlari
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bir tir bilimsel yaklagimla
topladim. Buldugum kanitlar
biraraya getirilerek deney tiip-
lerine kondu. Duvarlardan pig-
mentler, eski kumas parcalari,
bazi organik kalintilar (bitkiler,
hasere,...). Daha sonra onlarin
fotograflarini ¢ektim, kanit
gorintileri gibi plastik tor-
balara sardim. Bu hazirlik son-
rasinda yerlestirme yavas yavas

After walking for hours inside
the prison walls my strongest
reaction to the existing rem-
nants had been the few traces
and signs of the former "inhab-
itants". So | went on looking
for all kind of traces and col-
lected them in a kind of a sci-

entistic approach. The evi-
dence | found has been col-
lected and bottled in testubes.
Pigments from the the walls,
old fabrique, some organic
relicts (plants, insects,...).
Then | took photos like evi-
dence images wrapped them in
plastik bags. After this prepera-
tion the installation became
slowly form. | installed all the



bicim kazanmaya basladi. Tim
deney tlplerini tavana orta-
lanacak sekilde sabitledim.
Biraz yumusak ve 1lik bir yaz
yagmurunu andiriyorlardi.
Boylece neredeyse gbz
hizasinda dans ediyorlardi.
Onlarin altina da “koleksiyo-
num”dan arta kalanlarla
arastirma masami hazirladim.
Estetik ve bilimsel yaklasim
sayesinde bu, “hapishane
izleri”nin mikemmel bir
gorsellestiriimesi haline geldi.
Muzesel ve bilimsel yaklagim,
izleyici icin binanin gegcmisini
ve hatta bazen de kendi
gecmisini sorgulayabilmesi
agisindan bir sans.

Bu ylizlesme benim temel
fikrimdi.

testtubes on the ceiling, cen-
tered. They looked a bit like a
soft warm summer-rain. So
they danced almost at the
height of eye-sight. Below
them | arranged my research
table out of the leftovers from
my "collection".

Through the aesthetics and
through the scientific approach
it came to an excellent visuali-
sation of "prison-traces". the
museal and scientific approach
is a chance for the viewer to
deal with the past of the build-
ing and sometimes maybe with
his own past. this confrontation
had been for me the main
idea.
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Hapishane hicresinin giris
kapisini acan ziyaret¢i, zeminin
bir b6limini kaldiran bir
mekanizmay harekete gecirmis
oluyor. Zemin, laminattan
yapilmis yapay bir ylizey. Kalan
laminatlardan bir paket, bir
iple sikica baglanmis ve

ziyaretcinin kapiyi araladigi
anda zemini kaldirmak Gzere
bir karsi agirlik olusturacak
sekilde isliyor. Bu agirlik cok
blyuk bir girdltiyle zemine
disuyor.

Ziyaretginin eylemi tersine
cevrilemeyen bir eylem. Daha
sonra gorevli, mekanizmayi
baslangi¢c durumuna geri
kuruyor, tipki bir fare kapani

The visitor who opens the
entrance door to the prison cell
activates a mechanism, which
lifts a part of the floor. The
floor is an artificial surface
made out of Laminate. A left-
over packet of the Laminate is
tight with a rope and functions

as a contra weight to lift the
floor at the same moment that
the visitor opens the door - this
weight smashes itself on the
floor with an immense echoing
sound.

The action made by the visitor
is irreversible. Later the guard
will set the mechanism back to
its starting position, like
preparing a mousetrap.



hazirlar gibi. Bu yerlestirme
kendini etkilesimli bir ses
yapitina dénistirdl. Eski bir
hapishanenin boslugunun ne
kadar maddi oldugunun farkina
vardim, gecmisin dehsetinin
izlerini ifsa ediyor.

Zemine ¢akilan agirhigin
glrultisd bana, yargicin karar

This installation transformed
itself into an interactive sound
piece. | realised how physical
the emptiness of an old prison
is, it exposes the traces of the
horror of the past.

The sound of the weight
clashing on the floor reminds
me the sound of the judge's

verildikten sonra kirsiye
vurdugu tokmagin sesini
hatirlatiyor. Burada hiicreye
giris yaparak bu sesi yaratan
ziyaretci, ya yargic ya da sanik
durumuna gelmis oluyor —yani
ya hapse génderilen, ya da
baskasini hapse génderen kisi.
Sinop Hapishanesi binasinin

hammer hitting the table after
the verdict has being said.
Here the visitor who creates
this sound by entrancing the
cell becomes either the judge,
either the accused — either the
one who is being sent to jail or
the one who send someone
else to jail. | was overwhelmed
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mimarisi ve Sinop civarindaki
doganin glzelligi beni cok
etkilemisti. Hapishanenin
béltimlerinde bir sire gecirdik-
ten sonra bu yapiti 6zellikle bu
mekan i¢in tasarladim. Bosluk,
sessizlik, sirgiinde olmak ve
tecrit gibi kavramlari
yankilamak/tekrarlamak
istedim.

Bir hapishane hicresinin zemi-
nini evlere uygun bir malze-
meyle kaplamak aci verici, ayni
zamanda ironikti.

by the architecture of the
Sinop Jail's complex and the
beautiful nature around Sinop.
After spending some time in
the spaces of the jail, | made
this work specifically for this
location. | wanted to echo
notions as emptiness, silence,
being in exile and isolation.

It felt harsh yet ironic to install
a domestic floor in a prison
cell.
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yaslari vardi; kimi televizyonun
popller bir dizisindeki mago
kahramanin adini ya da mil-
liyetci slogan ekledigi Che
fotografiyla, kimi nlQ bir pop
yildizinin dekolte resmiyle, kimi
motosiklet, yaris arabasi, oyun-
cak ayl, yapma gicek, cizgi film

Bu proje, kendini sanal adla ve
anlamadigim bir teknolojik
aygit resmiyle sunan yegenim
iklim’in arkadasiyla
karsilastigimda aklima geldi.

Sonra gérdim ki hepsinin
kendi adlarindan baska sanal
adlari, sanal kimlikleri, sanal

kahramani ya da Sherman ve
Judkins’in “Glimpses of
Heaven, Visions of Hell”

This project came into my
mind first when | met a friend
of my niece Iklim who was
presenting herself under a
virtual name with the image of
a technological device which |
couldn’t recognize. Later on |
was surprised to notice that

they all had virtual names
other than their real names,
virtual identities as well as
virtual ages. Some were pre-
senting themselves under the
name of the macho character
of a popular TV series or with
a photograph of Che accompa-
nied by a nationalist slogan
they themselves added while
others were using the low-cut



kitabinda soyledikleri gibi
“istakoz sepeti,kitap
dayanagi,davul tokmagi ya da
Satlirn”olarak sunuyorlardi.
Hindu felsefesi, “Neyi seversen
Tanri odur; bitin canlilar
viicut degistiren birer Tanri ola-
bilirler" diyor. Tanrilar
yerylziine inerken gesitli
avatarlara blrtndyorlar. Buglin
tanrisal gokylzi sanal gercek-
ligin sunuldugu ortamdir ve bu
ortama gireceklere Tanri olma
fantazisini sunmaktadir. Projem
bu grup tarafindan kabul gérdi
ve “dissal gerceklikten
yalitilmis, mutlak kudret dene-
yimlerini yasayacaklari bir alan
olan” cisimsiz/bedensiz, hatta
kimligin de iptal edildigi,
6znenin nesneye ikamesiyle ve
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sanal adlarin givenli, koruyucu
plasentasina hapsolmus yeni
bir mekansiz, mesafesiz bir
boyutta yeni kimlikler olustur-
dular.

photo of a pop celebrity or with
the photos of a motorcycle, a
race car, a teddy bear, artificial
flowers, a cartoon character or
“lobster pot, bookholder, drum-
stick or Saturn” images.as
cited in Sherman ve Judkins’
book “Glimpses of Heaven,
Visions of Hell”. The Hindu
philosophy says “Whatever you
love is your God, all living crea-
tures may be God embodied in
a different form.” The Gods
slip into the role of different
avatars when they descend on
earth. Today divine heaven is
the place where virtual reality
is presented and is offering the
fantasy of playing God to those
who are willing to enter. My
project was accepted by this

¥
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group and they created new
identities for this project in a
new spaceless, distanceless
dimension. “A domain in which
isolated from external reality,
they could experience their
own unconditional power”,
unsubstantial/disembodied,
even where identity is abol-
ished, where subject is
replaced with object, a dimen-
sion which is imprisoned within
the safe and protective placen-
ta of virtual names.



Sehrin sorunlari, kultur,
bellegi baglaminda
sanatcinin dustinmesi, bizi
daha da motive ettl.

Hale Oguz (Sanat Tarihgisi)
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The thinking process of the
artist within the context of
the problems of the city,
Its culture and memory,
has motivated us even
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17/18/19/20/21/22 Temmuz
.2005 .Sinop

“Gozden I1rak olan goénilden de
irak olur.”

Oyle degildir aslinda...6nemli
de degildir!

Kim oldugun ,kim oldugum ,
kim oldugu...

onlarin kim oldugu

Hakkinda hikim verilmesi...
Hafifletici sebepler-agilastirici
sebepler...yasama hakki-sinirli
yasama hakki.

Klostrofobi!!!

Penceremsi bir delikten
disariya gokylziine bakmak!

17/18/19/20/21/ 22 July
2005 Sinop

{"The one who is 'out of sight'
is also (believed to be) 'out of
mind'.”}

No it isn’t so actually...neither
is it important!

Who you are, who | am, who it
is....who they are.

Being judged...

Extenuating circumstances-
aggravating
circumstances...right to life-
limited right to life.

Claustrophobia!!!




Gokylziinden penceremsi bir
deligin i¢ine bakmak !
(bu giin her ikisini de yaptim )

Zaman yatayda akan bir olgu
degil ,dikey hareket eden bir
olgu...gercek olan” an”.

O an icinde bir asansérdeymis
gibi asagi ve yukari baska
anlara gidip gelebilirim.
Gegmis- simdi-gelecek...hepsi
arasinda diledigim kadar seya-
hat edebilirim.

isteyen herkes bunu yapabilir...
Odaklanmak yeterli.

Durup iyice bakmak...yogunlas-
mak...goriinenin ardindakini de

gérmek...

Bir anda, urnesinin i¢inde otur-

Looking up to the sky from a
window-like peek!

Looking down from the sky into
a window-like peek!

(I did both today)

Time is not a horizontally flow-
ing phenomenon, it is a verti-
cally moving
phenomenon...what is real is
the “moment”.

Within that moment, | may
move upwards and downwards
as in an elevator, | can travel
between different moments.
The past-the present-the

future...l can travel as much as
| want inbetween these.
Everybody who would like to do
it, can do it...

Just focusing will be enough.

Standing and carefully look-
ing...becoming intense...seeing
what’s beyond...

Here | may suddenly meet
Diogenes, who has chosen to
sit in his urn (pithos) and has
only asked Alexander to stand
out of his sunlight...in this
place where “shadow” is every-
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where.

The backyard of the Sinop
Archeological Museum is full
with urns (pithoi)... the vessels
of that period used to bury the
dead, made of red earthenware
... Diogenes has chosen to live
in a coffin while still alive!

Diogenes believes in “virtue”!?
he says that only one distiction
is important in life; the one
arising out of the difference
between WRONG values and
RIGHT values... distinctions
originating from all other differ-
ences are nonsense he says:
mine — yours, public - private,
naked - dressed, raw - cooked,
rich -poor...guilty - innocent.

may! tercih eden ,
iskender’den yalnizca ona
“gblge” etmemesini isteyen
Diogenes'’le de karsilasabilirim
burada ...her yerin “gblge”
oldugu bu yerde.

Sinop Arkeoloji Mizesinin
bahcesi urnelerle dolu...o
dénemin 610 gdmme kaplart,
pismis kizil topraktan...
Diogenes yasarken de bir tabu-
tun icini segmisg!

Diogenes “erdeme” inaniyor !?
bir tek ayrim dnemlidir hayatta
diyor ; YANLIS degerler ile
DOGRU degerler arasindaki
farktan dogan ayrim...diger
bitin farklardan dogan ayrim-
lar bos laftan ibarettir diyor:

benimki—seninki, kamusal-6zel,
ciplak-giyinik, ¢ig-pismis, zen-
gin-fakir... su¢lu-sugsuz. Butiin
bu farkliliklardan dogan ayrim-
lar 6nemli degildir ! Bltin
toplumsal gelenekler de sag-
madir !

Yanlis degerler / Dogru degerler
peki onlar ne ?

Sahilde, her seylerin satildigl
o tezgahtan bu aksam (¢ sey
aldim; bir cep saati, sapi sisli
bir biyitec, bir mandalla iste-
digim her yere takabilecegim
pilli bir lamba. Saati uzun bir
iple boynuma astim, mandali
saclarima sikistirdim, pilli
lamba yolumu aydinlatiyor,
biylte¢ cebimde...o benimle
sohbet ediyor.



Ulkesi soruldugunda Diogenes
ben bir diinya vatandasiyim
diyor...BEN BIR KOZMOPOLI-
TANIM

Bu s6zcuk/kavram ilk kez onun
tarafindan kullaniimis oluyor !

Ben buyutegleri koyuyorum
buraya,dileyen diledigini
gorir...gbriineni gbrmekten de
Oteye...

Gorulmeyen her kozmopolitan
gbdnilden de /akildan da uzak
oluyor.

Handan Borltecene

Distinctions arising from all
these differences are of no sig-
nificance! And all common tra-
ditions are also nonsense !

Wrong values / Right values, so
what are those ?

Tonight at the waterside, |
bought three items from that
stand where almost everything
was being sold; a pocket
watch, a magnifier with a fancy
grip, a battery-powered light
which by the help of a pin |
could attach anywhere | want-
ed.

At the end of a long string |
hung the watch around my
neck, attached the pin in my
hair. The battery light is illumi-
nating my way, the magnifier is

in my pocket... chatting with
me.

When asked about his country
Diogenes replies "l am a citizen
of the world"..."I AM A COS-
MOPOLITAN".

This word/notion for the first
time was introduced by him!

| am installing the magnifiers
right here, everybody is free to
see what he wants... beyond
seeing what is visible...

Each cosmopolitan who is not
seen, is eventually both out of

heart and out of mind.

Handan Borutecene
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iki podyum bos bir alani ikiye
ayiryor.

PODYUM A: Genis bir yiizey
alani var. icine bir piyano yer-
lestirilmis.

Piyanonun “gévdesi” podyu-
mun Ustlinde yatar gibi, ¢

ayagl podyumun altindan
goriinlyor. Piyanonun 6niinde
piyanist i¢in bir delik yapiimis.

PODYUM B: Dar bir ylizey alani
var. Birbirine bitisik iki delik,
iki balerinin i¢lerinde asili
durmasina imkan verecek sek-
ilde konumlandiriimis.

Asistanlarin yardimiyla iki

Two podiums bisect an empty
space.

PODIUM A: has a broad sur-
face area. A piano is inserted
into it.

The ‘body’ of the piano lies on
the podium, its 3 legs appear-

ing underneath. In front of the
piano a hole is made for a
piano player.

PODIUM B: has a narrow sur-
face area. Two holes are situat-
ed adjacent to one another
allowing two ballerinas to be
suspended inside them.

With the aid of assistants, two
ballerinas climb up onto podi-



balerin Podyum B’ye
tirmaniyor. Birinci balerin,
bacaklari podyumun altinda
sallanirken gévdesinin (st
kismi podyum yizeyinin Ustln-
den gorilecek sekilde yerlesti-
riliyor. ikinci balerin de benzer
sekilde yerlestiriliyor ancak bas
asagi olarak. Deliklerin icinde
saklanmis, gériinmeyen tertip
veya techizat gévdeleri destek-
liyor. iki balerin birbirlerini
simetrik olarak aynaliyor. Her
biri klasik bale duruslari
yapiyor. Yaklasik on dakika
sonra yer degistiriyorlar.

Daha sonra, balerinler hala
icinde bulunduklari konumda
sabitken, bir piyanist Podyum

A’ya tirmaniyor. Kendini podyu-

mun icinde sabitlestiriyor.

um B. The first ballerina is
positioned so that her upper
body appears above the surface
of the podium while her legs
dangle beneath it. The second
ballerina is similarly positioned
but upside down. Constructions
or harnesses hidden from view
in the holes support them. The
two ballerinas mirror each
other symmetrically. They each
strike poses of classical ballet.
After about 10 minutes they
change places.

Later, while the ballerinas are
still fixed in their positions, a
piano player climbs onto podi-
um A. He fixes himself within
the podium. His body appears
above the podium with his legs
hanging beneath it. The pianist
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plays the Goldberg Variations
by J.S. Bach. While he plays,
the ballerinas keep altering
their positions slowly. One can
observe parts of their body sep-
arately (legs and hands), mov-
ing slowly from position to
position, like a notation or a
figuration of letters in the
space.

The three participants and the
instrument of this composition
seem imprisoned in the podi-
um in order to perform. The
audience is confined in the
space between podium A and
podium B. To move freely in
the space and register all sides
of the composition, they have
to navigate under and around
the podiums.
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This action takes approximately
20 minutes. The participants
then take a short break and
return to repeat the act. This
becomes a routine mechanism
and lasts for two hours.

The ballerinas leave. The
pianist leaves. A podium with
two tutus and a podium with a
piano are left in the space.

Govdesinin st kismi podyum
izerinde goérinirken, bacaklari
altinda sarkik duruyor. Piyanist
J.S Bach’in Goldberg
Varyasyonlari'ni ¢aliyor. O
calarken, balerinler yavasca
duruslarini degistirmeye devam
ediyorlar. Pozisyondan
pozisyona yavasca gecis
yaparken insan balerinlerin
gbvdelerinin bélimlerini
(bacaklar, elller) ayri ayri
gbzlemleyebiliyor, tipki
harflerin veya sekillerin havaya
yazimi gibi.

Ug katilimci ve bu kompozis-
yonun enstriimani icrada
bulunabilmek igin podyumda
hapsolmusa benziyorlar.
izleyici Podyum A ile Podyum
B arasindaki alanda kusatiimig

durumda. Mekanda serbestce
hareket edebilmek ve kom-
pozisyonun tim yanlarini
kaydedebilmek igin podyum-
larin altindan ve etrafindan
gecmeleri gerekiyor.

Bu eylem yaklasik 20 dakika
slrdyor. Katilimcilar daha
sonra kisa bir ara veriyor ve
eylemi tekrarlamak Uzere geri
dénlyorlar. Bu, rutin bir isleyis
haline geliyor ve iki saat
surdyor.

Balerinler mekani terkediyor.
Piyanist de terkediyor. Alanda
Ustlinde iki tatd olan bir
podyumla, bir piyano olan
podyum kaliyor.

Yael Davids, 2004




Sinop hapishanesinin kilttr
etkinliklerine agilmasi orada
mahkum yatmis olan
Tarkiye'nin degerli yazar,
dlslndr ve siyaset
adamlarindan birkagini sanat
yoluyla anmamiza olanak
tanidi. Mahkumlarin

cezalandiriimalarina neden
olan inanglarini, yasami
timdayle kucaklayan samimiyet-
lerini, elestirel fikirlerini
buylyen ve bilinglenen ¢ocuk-
larimizin agzindan
seslendirmek istedim. Filmin
¢ekim siresinde 9-12 yas arasi
cocuklarla Refik Halit Karay,
Sabahattin Ali, Kerim Korcan
ve Osman Deniz'in serlivenleri-

The transformation of the
Sinop Prison into a cultural
center created an opportunity
to bring back to life by artistic
means the memory of some of
the prisoners who had been
sentenced for political and
intellectual reasons. | wanted

children to give expression to
the ‘punishable’ ideals and
critical ideas of the prisoners
which are expressed with great
sincerity in their poems, mem-
oirs and children’s plays and
novels. During the production
of the video | was able to dis-
cuss with the children between
the ages of 9 and 12 the lives
and ideas of Refik Halit Karay,
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Sebahattin Ali, Kerim Korcan
and Osman Deniz. The children
were interested in hearing
about those utopias, dreams
and criticisms and showed
great depth of feeling and
ability in expressing those
ideas in their paintings, play
acting and citations of sections
from poems and memoirs. The
best part was the great fun we
all had.

1-“CAPON", Kerim Korcan
Selections from a children’s
novel

He was imprisoned because of
his involvement in the political
events of the Military




ni konustuk.Siirlerini,
glincelerini, cocuklar icin
yazdiklari oyunlari ve romanlari
tartistik. Onlarin dusledikleri
ideal dlinyayi, ¢cocuklar oyna-
yarak ve resmederek
icsellesstirdiler, glin 1s18Ina
cikardilar. Ama en gilizeli hep
birlikte cok eglendik.

1- “CAPON”

Kerim Korcan

Cocuk romanindan parcalar.
Kerim Korcan 1938 Harp
Okulu davasi sonucu 10 yil
Sinop Cezaevinde kalmistir.
Roman, 6yku, glince ve cocuk
romanlari yazmistir.

2- “KUMESTE SABAH”
1926 (bélimler siir),

RUZGAR - 1946 (bolumler
siir), DERE - 1927 (bolumler
siir) Sabahattin Ali,
KURBAGALAR - 1931
(boltimler glince) Refik Halit
Karay

Sabahattin Ali 26 Aralik
1932-29 Ekim 1933 yillari
arasinda énce Konya sonra
Sinop Cezaevinde tutuklu
kalmistir. Siir, roman ve oyun
yazaridir.

Refik Halit Karay “ittihat ve
Terakki Karsiti” olmasi
nedeniyle Istanbul disina
slrtlmis, 1913-1918 yillan
arasini Sinop, Corum, Ankara
ve Bilecik’te gecirmistir.
Roman, 6ykl ve glince

Academy.in 1938
He spent 10 years in the Sinop
Prison.

He is the author of novels, sto-
ries, memoirs and children’s
novels.

2- “MORNING IN THE CHICK-
EN” COOP - 1926 (selections
from poems)

THE WIND - 1946 (selections
from poems)

THE CREEK - 1927 (selections
from poems)

THE FROGS - 1931 (selections
from his memoirs)

Sabahattin Ali was arrested in
1932 and served his
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sentence during December 26,
1932- October 29,1933
in Konya and Sinop prisons.

He has written poems, novels
and plays for children and
adults.

Refik Halit Karay was exiled
out of istanbul because of his
opposition to The Committee of
Union and Progress. He spent
his life in Sinop, Corum,
Ankara and Bilecik during
1913 and 1918. He has writ-
ten novels, stories and mem-
oirs.

3- “ARRIVING IN SINOP”,
Osman Deniz. Selections from



his memoir “Password: Military
Officer Cannot Be Cheated”.

He has attended important
political activities. He is one of
the major leaders of the Talat
Aydemir movement. He was
forced to retire from the mili-
tary when serving as a lieu-
tenant colonel because of his
involvement in the opposition
movement of February 22,
1962. He led the events of
May 21, 1963 and consequent-
ly was sentenced to death . His
sentence was changed to life
imprisonment and he was sent
to prison in Sinop in June 26,
1964. He was discharged with
the general pardon in 1974.




yazaridir.

3- "SINOP‘A GIRIS” giince
PAROLA: HARBIYELI ALDAN-
MAZ ‘dan bolimler

Osman Deniz 6nemli siyasi
eylemlere katilmistir.

Talat Aydemir hareketinin
6nemli isimlerinden biridir.
Kurmay Yarbayken 22 Subat
1962 olaylarina karismasi
nedeniyle emekliye ¢ikariimis,
21 Mayis 1963 eyleminde
oncilik yaptigr icin 6lim
cezasina garptiriimistir. Cezasi
muiebbet hapise ¢evrilmis ve
26 Haziran 1964’te Sinop
Cezaevine tutuklu olarak
gonderilmistir. 1974 affinda
cezasl sona ermistir.
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(Performans Yerlestirme)

Sanatci (Nezaket Ekici) ézglr-
|tk eylemi Gzerine soyut bir
sekilde calisiyor. Sacini
zorlayarak kendini kurtarirken
bir 6zglrlesme eylemi gercek-
lestiriyor ve sonunda bir makas

yardimiyla sa¢ tutamlarindan
tavana baglanmis uzun ipleri
kesiyor. Saginin bir kismini
keserken kendine ait bir
parcadan da ayrilmis oluyor.

Bu is, hapishanede alikonma
sorunu hakkinda 6zgirllk igin
mucadele veren 6nceki sakin-
lerini tanimlayan yasamsal bir
tartisma olarak gorilebilir.

(Performance Installation)

The artist (Nezaket Ekici)
works on the act of liberation
in an abstract way. She carries
out an act of the self-libera-
tion, while she frees herself by
forcing her hair and in the end

with the help of a sissle. She
cuts herself from long ropes
fastened at the roof and long-
ing to her hair. While she cuts
off a part of her hair, she
dissociates from a piece of
herself.

This work can be seen as a
vital discussion about the
question being held in a




Ozellikle de sa¢ yasamin bir
simgesi olarak distinilebile-
cegi icin. Sanatcinin bedeni;
kendi iginde kilitli kalmis, ken-
dini kurtarmanin yine kendisine
bagli oldugunu bilen bir tar
kukla haline gelir.

Performans yerlestirmenin adi
“Atropos” Yunan mitolojisinde-
ki Kader tanrigasi Moira ile
baglantilidir. Onlardan biri olan
Atropos, efsaneye gbre yasamin
kader ipligini bir makas ile
boéler. O, deyim yerindeyse,
kendi i¢inde yasamin efendisi
ve 6zgurluktar.

Sanatci bagl durumdayken bir-
den asilip sagini keserek, bir
cikis yolu gosteriyor. Kaderini
kendi avuclarinin icine aliyor ve

kendini kurtariyor. Bu perfor-
mans, herkesin kendini tipki
Atropos’un da yaptigi gibi,
kaderin iplerinden kurtara-
bilecegini gbsteriyor.

Araclar: 100 beyaz ip, 100
kanca, berber, terzi, tahta, isik
Performansin siresi: 1 saat

prison, characterizing the striv-
ing for freedom of former
inhabitants. Particularly,
because hair can be considered
as a symbol of life. The body of
the artist becomes a kind of
puppet, locked up in herself,
knowing, it is up to her to free
herself.

The name of the performance
installation "Atropos" is related
to the Greek myth of The
Moira, the goddess of fate.
Atropos, who is one of them
splits according to the myth
the fate threads of life with a
sissle. She is so to say the
master of life and freedom in
itself.

As she is now tied up, the
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artist shows a way out by yank-
ing out and cutting her hair.
She takes fate into her own
hands and frees herself. This
performance shows out, that
everyone can free himself from
the fate threads, like Atropos
did.

Equipment: 100 white strings,
100 hooks, hairdresser, tailor,
wood, light.

Duration of the Performance:
1 hour
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Ozet

Bu yerlestirme birbirine bakan
iki televizyondan olusuyor. Bu
televizyonlardan birinde, yerde
bacak bacak Ustiine atmis
oturan ve diger televizyona
bakarak surekli kanal degistiren
bir adam gorlyoruz. Bu tele-

vizyona bagli bir bilgisayar
araciligiyla beslenen bir video
film. Diger televizyon o anki
yayini naklediyor ve karsl tele-
vizyondaki adam kanallari
degistirirken onun da kanallari
degisiyor.

Sorunsal
Bu yerlestirmede; gerceklik,
imge ve medya kanaliyla

Abstract

This installation consists of two
television sets facing each
other. In one of the televisions,
we see a man is sitting cross-
legged on the floor and watch-
ing the other television while
continuously zapping. This is a

video fed by a computer
connected to the television.
The other television is receiving
the current broadcast and
changing channels while the
man on the opposite television

is zapping.

Problematic
In this installation, | am
interested in the notions of
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etkilesim kavramlarini
sorguluyorum. izleyiciyi gercek,
imgenin gercekligi ve
gliinimizin medyalastiriimis
dlnyas! Uzerine sorular
sormaya mecbur etmek
istiyorum.

Artalan

Bu yerlestirme gerceklik,
medya ve izleyici arasindaki
baglantiyl zaman ve mekandaki
kaymalar aracihgiyla sorgulu-
yor. Birbirine bakan iki tele-
vizyon anlamsiz bir iliski
icerisinde. Bu anlamsiz iliski,
giindelik hayatimizdaki benzer
durumlardan ¢ok da farkl
degil. Televizyondaki adam
imgesi, medyanin izleyicisini
dondstirdigi ve onu kendi

reality, image and interaction
through the media. | like to
force the viewer to ask ques-
tions on the real, the reality of
the image and the interaction
in today’s mediatized world.

Background:

This installation interrogates
the relation between the reali-
ty, the media and the viewer
through the shift in time and
space. Two televisions that are
looking at each other are in a
meaningless relationship. This
meaningless relationship is not
much different then similar sit-
uations in our daily life. The
image of the man in the televi-
sion suggests that the media
transforms its viewer and

sanal etki alaninda hapsettigi
izlenimini veriyor. Adamin yine
de diger televizyonu

kontrol edebiliyor olmasi
gercegi bizi tutukluluk
varsayimini sorgulamaya sevk
etse de bu durum, iki aygitin
insanin temsili vasitasiyla
insani bir faaliyet gerceklestir-
digi anlamsiz bir etkilesim.
izleyicinin bir imge olarak veya
imgenin izleyici olarak temsili,
diger televizyondaki yayinin
imgesine iliskin sorulara esin
veriyor.

Zamandaki bir kayma, yine
medyanin gercekligini
sorguluyor. Yayindaki adam da
izleyicisi gibi bir imge ve sergi
zamanli, izleyicisininki gibi
onun da gercek zamani degil.

imprisons him in its own virtual
domain. Although the fact that
the man can still control the
other television might prompt
us to question the supposition
of imprisonment, this is a
meaningless interaction in
which two devices are perform-
ing a human action through the
representation of a human. The
representation of the viewer as
an image or an image as the
viewer inspires questions on
the image of the broadcast on
the other television.

A shift in the time, again,
questions the reality of the
media. The man on the air is
an image like its viewer and
the exhibition time is not his
real time as its viewer's. This

Bu durum medyanin sanal etki
alanindaki gercek hakkindaki
varsayimlara isaret ediyor.

Bu yerlestirme:

e Gergek ile sanal/imge
arasindaki iliskiyi sorguluyor.
e Gergekligin (kanal degistiren
adam) imgesi ve imgenin (TV
olgusu) gercekligi karsi karsiya
geliyor/ylzlesiyor.

e Zaman kaymasi araciliglyla
adamin kendi gercek
zamaninda yaptigi televizyon
izleme ve kanal degistirme
faaliyeti, sergi/yerlestirmenin
yapildigl zamandaki yayinla yer
degistiriyor.

e Etkilesim araciligiyla bir
adam kendi gercek
zamanindaki bir faaliyetiyle
yerlestirmenin zamanina

situation points the assump-
tions about the real in the vir-
tual domain of the media.

This installation:

e Questions the relation
between the real and the virtu-
al/image.

e The image of the reality (the
zapping man) and the reality of
the image (the phenomenon of
TV.) come face to face.

e With the time shift, the
man's action of watching and
zapping in his real time is
replaced with the broadcast in
the time of the
exhibition/installation.

e Through the interaction a
man intervenes into installation
time with his action in his real



karislyor.

e iki aygit arasindaki etkilesime
imgenin temsili araciliglyla yeni
bir anlam dizeyi katarak
medyay! kendi dogasinda
sorguluyor.

e Zaman aldatmacasi

e izleyicinin konumu

e Etkilesimin gercekligi

e imge araciligiyla etkilesim

e Gorsel olanin glict

e Medya ve izleyicinin
butlinlesmesi

e Birbirine bakan iki televizyon
e Taraflarin durumu: izlemek
ve izlenmek

e izleyicinin dénistimd

Yukarida s6zl gecen tim
distnceler J. N. Paik’in
Buddha’sinin genisletilmis ver-

siyonlari olarak addedilebilir.
Bu yerlestirme Paik’'in bosluk-
taki yerlesim isine ve ondan

esinlenen sorulara atfedilmistir.

time.

e Questions media in its own
nature with adding a new layer
of meaning in the interaction
between two devices through
the representation of the
image.

e Cheat in time

e The position of the audience
e The realness of the interac-
tion

e |nteraction through image

e The power of the visual

e The integration of the media
and the viewer

e Two televisions looking at
each other

e Situation of the parties:
watching and being watched

e The transformation of the
viewer

All above thoughts can be con-
sidered as extended versions of
J.N. Paik’s Buddha. This
installation refers to Paik’s
work with the placement in
space and the questions
inspired by it.



Sanat etkinlikleri bu sehrin
dogasinda tarihinde var.
Bir kez daha farkettik.

Cemalettin Kaya (Isadami)




Art activities exist in the
nature and history of this
town. Once again we have
become aware of this.

Cemalettin Kaya (Businessman)
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insan, gizli dogas! tarafindan
zorlanmaktadir, bedeni ve ruhu
talep eden her seyin kurbani
olmaktadir ve bundan 6tdrd
insan hem daha masum hem
de daha sucludur. Daha
masumdur, ¢lnk{ ruhu ytzln-
den buyik bir bilingsizlige

strlklenmektedir.

Ama masum oldugundan daha
fazla sucludur, ¢linkt diinyada
baglandigl her sey, strdirdigu
hayatta sahip oldugu tutku ve
hayalleri ahlaki yargilariyla
birbirine karigmaktadir.
Foucault' nun ifade ettigi gibi
insanin disUsine neden olan
ve Glnahin gérilme bigimi
olan Kadinin en bas dismani

Mankind is under the pressure
of its hidden nature, he
becomes the victim of every-
thing demanding his body and
soul, and owing to this, he at
the same time is both more
innocent and more guilty. He is
more innocent, because he is

dragged into an enormous
unconsciousness by his soul.
But he is more guilty than
innocent, because everything
he is bonded to on earth, the
passion and dreams he
posesses in his present life, get
mingled with his moral
decisions.

As mentioned by Foucault:
“Provoking the downfall of



olan Yilan ayni zamanda, onun
acgisindan bu diinyada bir fidye,
en degerli ilactir." Glinah ve
6lim nedeni olan seyin,
iyilesme ve hayat nedeni
olmasi gerekmiyor muydu?

Human the Serpent which is
the archenemy of Woman who
is presenting the form of Sin,
is at the same time a ransom
for her in this world, the most
valuable cure.” Doesn’t some-
thing which is a reason to sin
or to die have to be a reason to
recover and to live?
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20 Ekim 2001'de, NATO bom-
balamalarindan sonra ve tam
olarak Tito tarafindan yonetilen
bagimsiz birliklerin Belgrad
zafer giinlinde, Belgrad'in
Cagdas Sanat Mizesi yeniden
kapilarini ziyaretgilerine acti.
Bu vesileyle R6za El-Hassan,

“R. ‘nin Nofus fazlahgi Gzerine
dustinceleri” adli isinin besinci
bolimind hazirladl. “R. Nufus
fazlaligl tzerine dislinceler”;
eylemler, heykeller ve gdsteri-
lerden olusan karmasik bir
sanat battnunin basghgi.
Belgrad'daki gosteri sirasinda
El-Hassan, kan bagisinda
bulundu ve yerel Kizilha¢ orga-
nizasyonu yararina, toplu bir

On October 20, 2001, after
the NATO bombings and exact-
ly on the Belgrade Victory Day
of the independent corps led
by Tito, The Museum of
Contemporary Art from
Belgrade opened again its
gates to the visitors. For this

occasion, Réza El-Hassan pre-
pared the fifth part of her work
“R. thinking about overpopula-
tion”. The “R. thinking about
overpopulation” is the title of a
complex art ensemble, that
consists of actions, statues and
performances. During the per-
formance in Belgrade, EI-
Hassan donated blood and
organized a collective blood-



kan bagisi eylemi dlizenledi.
Yardim kurumunun derhal bir
kan nakli merkezi (kamp yatak-
lari, tibbi kontrol, olagan teknik
cihazlar) kurdugu 6zel olayda
El-Hassan, Ustline bilgisayar
basim teknigiyle gercek boyut-
larinda bir Yaser Arafat
fotografi basiimis bir carsaf
Uzerinde yatiyor. Bu Arafat
fotografi, New York'taki 11
Eylll olaylarindan sonra diinya-
ca taninan bir medya ikonu
haline gelmis bir fotograf.
Fotografta Arafat da kan bagisi
yaparken resmedilmis. Bu
gercek boyuttaki carsaf, kan
vermede kullanilan yatagin
tstline seriliyor ve El-Hassan
tamamen Arafat’in bedeninin
ustline denk gelmeyecek sek-

donating action for the benefit
of the local Red Cross organi-
zation. On the occasion of the
aid organization that is setting
up the transfusion center on
the spot (camp-beds, medical
control, the usual technical
appliances), El-Hassan is lay-
ing on a linen, on which the
life-size figure of Yaser Arafat
is printed by computer-print
technique, a picture of Arafat
that became worldwide known
as a media icon after the 9/11
events in New York. On that
picture, Arafat is also shown
donating blood. The life-size
linen is being laid on the bed
used for giving blood and on
this El-Hassan is laying down
without entirely overlapping

ilde bunun Ustiine yatiyor,
ayrica Arap adamin bas kismi
da sanatg¢ininki tarafindan
kapanmiyor.

Sanatgi gosterisini, Budapeste
ve daha sonra Kizilha¢'in kurul-
dugu ilke yani isvicre’de Zirih,
gibi bircok yerde sundu. Bir
yandan mabhallerin degisimi,
temanin yerel baglam
tarafindan belirlenen yorum
degiskenlerini ortaya cikarirken,
diger yandan da yerel bakis
actlarina kiresel mudahaleyi
vurguluyor. Arafat’in bakis
acisini dogrulamak; Belgrad’'da
ve Budapeste'de tamamen
farkli anlamlar tasiyor. Ayrica,
ayni gorsel im, yerel baglam
kapsaminda farkli tartisma
nedenlerini bile temsil

Arafat’s body, moreover, the
head of the Arab men not
being covered by the artist’s.
The artist presented her per-
formance in more places, such
as Budapest, and later in the
country where Red Cross was
founded, namely Switzerland,
more exactly in Zlrich. On one
hand, the changing of locations
reveals interpretation variants
of the theme determined by
the local context; on the other
hand, it indicates the global
dispossession of the local view-
points. Sustaining Arafat’s
point of view has an entirely
different meaning in Belgrade,
and another one in Budapest.
Moreover, the same visual sign
can represent even different

72
edebiliyor. Ayni zamanda giin-
cel siyasetin énem katmaninin
yanisira, icerige bir kadin
bedeni aracilik ediyor. Réza EI-
Hassan baba tarafindan Suriye
kodkenli bir Arap kadin ama
kaltdrel kimligine baktiginizda,
Macar bir sanat¢i. Bu durumu
da dikkate alarak, eylemi ayni
zamanda yasak bir eylem
olarak da yorumlanabilir, zira
bir Arap erkeginin bedeni
zerine uzaniyor, daha da kesin
bir ifadeyle, alenen taninmis
bir Kisinin bedeni tzerinde
yatiyor ve 6zne olma durumunu
ondan devralmis oluyor. Sorun
sadece; El-Hassan’in tavrini,
secilmis medya insaninin
varsayllan bakis agisiyla hangi
kapsamda 6zdes

arguments reasons within the
local context. At the same
time, besides the layer of sig-
nificance of current politics,
the content is mediated
through a female body. On her
father’s side, Réza El-Hassan is
an Arab woman of Syrian origin
but regarding her cultural iden-
tity, she is a Hungarian artist.
Taking into account this situa-
tion, her action can also be
interpreted as a forbidden act,
since she lies down on the
body of an Arab male, to be
more exact, she lies on the
body of a well-known public
figure, taking over his subject
position. The question is not
only that, at what extent we
can consider El-Hassan’s atti-
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tude as being identical with
the supposed point of view of
the chosen media person, but
it is also questionable, at what
degree it is identical with its
representation. Since the
image-sign and the meaning
are not in a direct, mutual rela-
tionship, the place determines
the interpretation. The place
itself in the interpretation of an
image, an object, or an event
means also a selected position,
a placing defined by the politi-
cal, aesthetical, geographical,
or institutional discourses; it
provides some information
regarding the assuming or sta-
tus of the given artwork. The
symbolic reference to the vari-
ous possible readings is only

sayabilecegimiz degil, ayni
zamanda onun temsili ile ne
6lgtde 6zdes oldugunun
tartigilabilirligi. imge-im ve
anlam dogrudan ve karsilikli bir
iliski icinde olmadigina gore,
mahal yorumu belirliyor. Bir
imgenin, nesnenin veya olayin
yorumlanmasinda yerin kendisi
de, secilmis bir konum, siyasi,
estetik, cografi veya kurumsal
sdylemler tarafindan
tanimlanmis bir mevki
anlamina geliyor. Eldeki sanat
yapitinin varsayimi veya statdsu
hakkinda bize bilgi sagliyor.
Réza El-Hassan kendi bakig
acisini konuyla ilgili bir cerceve
olarak dikkate aldigi icin,
cesitli olasi okumalara simgesel
referans sadece bir mazeret.

an alibi, since R6za El-Hassan
considers her own viewpoint as
a relevant frame. This latter
one makes simultaneously visi-
ble, and mixes up, the possible
readings established by various
readers, and in this way it cre-
ates a visual trap, being pres-
ent as image, but never carry-
ing an unambiguous meaning.
However, she does not use the

Bu sonuncusu, ¢esitli okuyucu-
lar tarafindan saptanan olasi
okumalari es zamanli olarak
gorunar kiliyor ve karistiriyor ve
bu yolla gérsel bir tuzak
yaratiyor, imge olarak varolan
fakat asla acik bir anlam
tasimayan. Yine de gdstereni —
gosterilen oyunu araci olacak
bicimde kullanmiyor, ¢lnk
gbnulll olarak kan bagisinda
bulunma eylemi, sanatsal 6zel-
liklerle sanatcinin etkili, ahlaki
bakis agisini olanakli kiliyor.
Bu, tasiyabileceginden fazla
ylklenmis gorsel imleri etkin
olarak serbestlestiren tekrar
tekrar carpitilmis bakis agisi,
kinayeli, halen daha alayci
degil. Sanatci, ahlakl bir durus
alma gerekliligine ve dolayli

signifier — signified game in an
instrumental way, since the act
of voluntarily donating blood
enables with artistic features
the effective, ethic standpoint
of the artist. This repeatedly
twisted viewpoint, that effec-
tively liberalizes the overbur-
dened visual signs, is ironic,
still not cynic. The artist draws
the attention on the necessity



olarak bunu basarmanin cok
zor oldugu bir diinyada bunun
karmasikligina dikkat cekiyor.
Bunun sebebi, gli¢ yapisinin
bir parcasi olarak temsilin hig
bir zaman yansiz olamamasi,
s6zde bir “evrensel deger’e
(bizim durumumuzda yani kan
bagisina) midahale edilmesi
durumunda bile. El-Hassan
tarafindan yapilan okuma,
Belgrad, Budapeste ve Ziirih'te
birbirine benzer agik siyasi bir
mesajl iletiyor. Dogmalarin
disinda konumlanmis, 1rk, cins
veya itiraflarimiza aldirmaksizin
hepimizi birbirine baglayan bir
kollektivizmin acil gerekliligini
savunuyor.

Birbirinden farkli oturma
pozisyonlarinda sekillendirilmis

of taking up a moral position,
and implicitly its complexity, in
a world, where this can hardly
be accomplished. The reason is
that representation, as part of
the power structure, can never
be neutral, even in that case
when it dispossesses a so-
called “universal value”, in our
case namely donating blood.
The reading established by EI-
Hassan conveys an explicit
political message in Belgrade,
Budapest and Zirich alike. It
pleads for the burning necessi-
ty of a collectivism situated
outside of dogmas, that links
all of us regardless race, gen-
der or confession.

The various human-shaped
wooden sculptures in different
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sitting positions are also parts
of the “R. thinking about over-
population” series. The model-
ing of the statues is rough,
rather allusive, and never mate-
rializes the individually shaped
imitation of nature. The sup-
port of the modeling, the
“botchwork” aesthetic promot-
ed by the artist still functions
as a subjective rhetoric: it
individualizes the universal
sign of the human-figure,
filling it with warmth. This
warmth springs from that
pleasant identification, that the
common humanness evoked by
the statue does not confront us
with the strangeness, with the
cultural “other”, it does not
speak about its alienated
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cesitli ahsap insan figlr
heykelleri de “R’nin Nfus
fazlaligl tzerine dislnceleri”
serisinin birer pargasl.
Heykellerin modellemesi kaba,
oldukca imali sekilde yapilmis
ve kesinlikle doganin bireysel
olarak sekillendirilmis taklidini
cisimlestirmiyor. Modellemenin
destekleyicisi, sanatci
tarafindan gelistirilen “bastan
savma is” estetigi, hala 6znel
bir hitap islevi gérlyor: insan
figlriinin evrensel imini
sicaklikla doldurarak birey-
sellestiriyor. Heykel tarafindan
hissettirilen ortak insanlik hali,
bizi yabancilikla, kiltdrel
olarak “6teki” olanla ylzyize
getirmiyor, kendi yabancilagmis
varligindan degil, R.'ninkinden

yani R6za’'ninkinden -bu yolla
soyadini geride birakarak- s6z
ediyor. S6z konusu sicaklik da
bu hos saptamadan kay-
naklaniyor. Kendini tanitirken
bir yabanci olmadigini ama bi-
zimle kisisel bir iliski icinde
oldugunu ileri stiren kisi, Réza
El-Hassan degil, sadece basitce
Réza. Baslik, insan
dayanismasini duyuruyor: R.;
nufus fazlahgr tzerine disu-
nen, tek harfe indirgenmis bir
ad. Réza El-Hassan’in
bireyciligi insanogluna yonelen
kapilar agiyor. Kendisinin kala-
baliktan biri oldugunu iddia
ediyor, kendini heykelle
6zdeslestiriyor ve insanoglunu
kendisi Gzerinden dislnuyor.
Bununla birlikte, basghk ve

existence, but about R.’s,
namely Réza's — in this way, by
leaving behind the family
name. It is not Réza El-
Hassan, but simply Réza, who,
while introducing herself, sug-
gests that she is not a stranger,
but she is in a personal
relationship with us. The title
advertises the human solidari-
ty: R. is a first name reduced
to a letter, who thinks about
overpopulation. The individual-
ism of Réza El-Hassan opens
gates towards mankind. She
claims herself as being one
from the multitude, identifies
herself in the statue, and con-
templates mankind through
herself. Nevertheless, the title
and the gentleness of the

bireysellestirilmis tanitimin
nezaketine, nifus fazlalihgi
ideolojisinin hayaleti eslik
ediyor. R., nlfus fazlaligl
hakkinda ne disinlyor? —
Anlamin ucu acik kaliyor.
Cevrebilimsel felaket, insan
sevgisi, kitlik ve yoksullugun
yol actig a¢lik sonucu dlimler
veya soykirim, hepsi onun
anlam temelini olusturabilir.
Daimi olan her sey R. — orada
oturup, duslndrken. Ama
mahal hep degisiyor:
Metelkova, gecici bir miize
binasina dénustdrilen
Ljubljana’daki eski askeri kisla
veya Budapeste’deki Moskova
Meyadani’'ni dolduran saticilar,
yabanci isgiler ya da yayalar.

individualized introduction is
accompanied by the ghost of
the ideology of overpopulation.
What does R. think about over-
population? — the meaning
remains open. The ecological
catastrophe, philanthrophy, the
famine and death from
starvation caused by poverty, or
the genocide can all create her
meaning base. All that is per-
petual is R. - sitting there, and
thinking. But the location
always differs: Metelkova, the
former military barracks in
Ljubljana, converted into a
temporary museum building, or
the venders, guest-workers or
pedestrians populating
Moszkva Square in Budapest.



Gormek istersen denizi
Yukariya gevir ylizi
Deniz gibidir gbkylzi
(Sabahattin Ali)

Yerlestirme asagidaki
unsurlardan olusuyor:

Yunan mitolojisinde Zafer
Tanricasi Samothrace’li Nike
Heykelinin odanin yerine,
duvarlarina ve tavanina yer-
lestirilmis fotograflari.
Fotografta tanricanin kanatlari
bedeninden ayriimis. ikisi bir-
birine bantla ilistirilmis.

If you long to see the sea
Turn your face up

The sky is like the sea
(Sabahattin Ali)

The installation consists of:

Photographs of a sculpture of
Nike of Samothrace, a Goddess
of Victory in Greek mythology,
placed on the floor, walls and
ceiling of the room. On the
photograph the wings of the
goddess are separated from
body. They are bound together
with tape. This is how i found

Jurgen Hefele
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the sculpture in an archive of
the Munich Academy of Fine
Arts. | took the photographs
and used them for my installa-
tion. Without her wings Nike
seems to be unable to fulfill
her mythical power.

An excerpt of Sabahattin Ali’s
famous poem "Aldirma Génul",
which is about his time as a
prisoner in Sinop. It advices to
look at the sky in order to see
the beloved sea. Though you
are very close to the Black Sea
Coast you can only hear it from
inside the prison area, but
never see it. The text is
displayed on the floor of the
room.

A field recording of flowing
water of the river "Mangfall" in

South Bavaria. The Mangfall
river is situated in a protected
nature reserve and is well
known for it's clean water.
Water is a symbol for healing
and life. | used the sound of
water as a metaphor for
cleaning.

As the place for the installation
i chose a small room within the
sanatorium building. The work
is my personal reaction and
comment to the history of this
building and the many dreams
which were imprisoned there.




Heykeli bu sekilde Miinih
Guzel Sanatlar Akademisi
arsivinde bulmustum.
Fotograflarini cektim ve onlar
yerlestirmem icin kullandim.
Kanatlari olmadan Nike
efsanevi giiciind kullanma

kudretinden yoksun goériintyor.

Sabahattin Ali'nin Sinop’taki
tutuklulugu hakkindaki tnla
siiri “Aldirma Goénul”den bir
alinti. Ozlenen denizi gdrmek
icin gbkylziine bakmayi 6neri-
yor. Karadeniz kiyisina ¢ok
yakin oldugunuz halde hapis-
hane alaninin icinden sadece
sesini duyabiliyor, onu asla
gbremiyorsunuz. Siir odanin
zemininde yazili sunuluyor.

Glney Bavyera'daki “Mangfall”
nehrinin caglama sesini iceren
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bir acik hava kaydi. Mangfall
nehri korunmus bir doga
bolgesinde yer aliyor ve temiz
suyuyla taniniyor.

Su sifa bulma ve yasamin bir
simgesi. Suyun sesini temizlen-
menin bir egretilemesi olarak
kullandim.

Yerlestirme mekani olarak
sanatoryum binasinda kigik
bir odayi se¢tim. Calismam, bu
binanin gecmisi ve bunun
icinde tutuklu kalmis birgok
hayal Uzerine benim kisisel
tepkim ve yorumum.




Sinop halki “Sey”i gormeyi
basardi. Heyecani devamli
tutmaliyiz.

irfan Onur (Isadami)




The people of Sinop have
managed to see the
“Thing”. We have to main-
tain the enthusiasm.

irfan Onur (Businessman)
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“Anadolulu Bir Kadin Uzerine
Bir Metragram, Tarihi Sinop
Hapishanesi’'nin Hamami,
Karadeniz Kiyilari, Tirkiye”

Sanatc¢l konusmasi -
Sinopale 1 Sanat Bienali
Sinop, Trkiye

Gosterinin posteri/ Giincel
yapitlarin tanitimi

(yani, “Duygusal Rahatlama”
Sangay - 2004,

"A nos morts" Senegal - 2005,
"Kayit disi" Tokyo - 20086, ...)
Apatridite ve diasporizm
dislincelerine odaklanan sanat-
sal midahaleler i¢in —yabanci
kamusal alan anlamina gelen—
“daha genis kamusal alan”in

“Metragram On An Anatolian
Woman, Hamam Of The
Ancient Sinop Penitentiary,
Shores Of The Black Sea,
Turkey”

Artist speech - Sinopale - 1st
Biennial of Contemporary Art of

Sinop, Turkey :

Poster of the show introduction
of recent works (i.e.
"Abreaction" / Shanghai-2004,
"A nos morts" / Senegal-2005,
"Off the record" / Tokyo-2006,
...) aiming at promoting the
use of the "broader public
space" -meaning the foreign
public space- for artistic



kullanimini tesvik etme
islevinin tanitimimni amacliyor:

Digerlerinin yanisira konus-
manin / islerin akla getire-
bilecegi sorular sunlar olabilir-
di: Cagdas sanatin otoritesi
Batili olabilir mi? Logolarinda
sémirgeci bir boyut var mi?
isleyis yontemlerinin icsel kapi-
talizmini sorgulamak anlamli
olabilir mi ve bunun sonuclari
ne olur? Kiresellesmeyi takip
ederken benim “sinirlarin seyir-
cileri” olarak adlandirdigim
seyle tekrar birlesmek igin
batili sanatin séylemini yeniden
tanimlamasi gerekir mi, eger
yanit “evet” ise nasil?

Katilim icin gorevlendirenler:

interventions revolving around
ideas of apatridity and dias-
porism.

Some of the questions raised
by the talk/works could have
been, among others: Is it that
the potentate of contemporary
art is Western? Is there a colo-
nialist dimension in its logos?
Would it be relevant to ques-
tion the capitalism inherent to
its working methodologies and
what would be the conse-
quences? Following globaliza-
tion, must western art redefine
its discourse in order to rejoin
what | call "the audiences of
the borders"; if yes, how?

Participation commissioned by

T Melih Goérgiin, Beral Madra
ve Vittorio Urbani. Katilim
destekleyicisi T.C. Kiltir ve
Turizm Bakanligl.

- Anadolulu bir kadin Gzerine
bir Metragram, tarihi Sinop
hapishanesinin hamami,
Karadeniz kiyilari, Tirkiye:
"Diinyaya gelis, bir kisinin
dogumu ve ilk yillarinin genel
zamani ve mekanidir.
Hristiyanhigin etkileri nedeniyle
bu terim; -en azindan Bati
uygarliginda- Hristiyanlarin tek
kelimeyle “Dogus” olarak
adlandirdigl isa’nin dogumuyla
gliclt bir iliskiye tekaml
ediyor. Terim, kisinin anayurdu,
dili, siyasi sistemi ve ortaminda
oldugu gibi ézel ve genel duru-
mu saptamak icin kiltirel mal

T. Melih Gérgiin, Beral Madra
and Vittorio Urbani.
Participation funded by the
Ministry of Culture and
Tourism of Turkey.

- Metragram on an Anatolian
woman, hamam of the ancient
Sinop penitentiary, shores of
the Black Sea, Turkey:
"Nativity is the general time
and place of a person's birth
and early years. The term has
evolved a strong association, at
least in Western civilization
through the influences of
Christianity, to the nativity of
Jesus, which Christians refer to
simply as The Nativity.

The term can also apply to
cultural appropriation to identi-
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etmeye de uygulanabilir. Bu
baglamda, bir kisinin diinyaya
gelisi, ulusal kdken veya irka
dayanan genel izlenim igin bir
temel olusturmak Uzere anlam-
landirilir (veya yanlis anlam-
landirilir)." Wikipedia.org,
“Dinyaya gelis” Uzerine
yazilmis makaleden alinti.
Dolayislyla Metragram (veya
Matrigrafi) olarak
nitelendirdigim ve bir kadinin
alt karni (rahim) Ustline tek
renkli siyah mirekkeple yazi
yazilmasindan olusan bu
kaligrafik midahale, Yves
Kleinin Antropometrileri,
Christian Dotremont’un
Logogramlari ve Piero
Manzoni’'nin Daktilogramlari ile
bagdasti -- tabula rasa, pinakis

fy the specific and general sit-
uation, as in Native land,
language, political system and
environment, of a person. In
this sense, a person's nativity
is construed (or misconstrued)
to form a basis for a general
impression based on national
origin or ethnicity".
Wikipedia.org, excerpt from the
article on Nativity.

Thus this calligraphic interven-
tion related to the
Anthropometries of Yves Klein,
the Logograms of Christian
Dotremont and the
Dactylograms of Piero Manzoni,
which | have labeled a
Metragram (or Matrigraphy)
and that consists of inscribing
on the hypogastrium (womb) of
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agraphos (bos levha, temiz bir
sayfa). Yazmanin celiskisi Uze-
rine distinen amphigory
(anlamsiz yazma), bir
Metragram, belirli bir cografi ve
etnolojik alani, o diinyanin
kékenine sembolik bir
mirekkep slrmeyle “yazmaya”
meyleder.

Eric van Hove'nin sanatg!
konusmalari, bir dersten ziyade
bir hikaye anlatiminin nesneleri
olarak dikkate alinmahdir.
Bazilari bitirilmemis, hatta
bazilari da hig gosterime
ctkmamis birkag dnceki isini ve
midahalesini, hikayeler
araciligiyla daha anlamli bir
sekilde iletilecegine inanilan
fikir ve derin distinmelerin

a woman with monochromic
black ink -- tabula rasa,
pinakis agraphos. Amphigory
reflecting on the paradox of
writing, a Metragram tends to
"write" a particular geographi-
cal and ethnological area
through a symbolic inking of
the origin of that world.

Eric Van Hove's artist talks
should be considered story-
telling objects rather than lec-
tures. He uses a number of

gbsterimine temel olarak kul-
laniyor. Belki burada

yolculuk eden c¢agdas sanatgi
bir bakima, iki diinya savasl
arasinda bisikletinin tepesinde
birtakim resimli iskambil
kagitlari Gzerine kurulu farkli
hikayeler anlatan Japon
Kamishibai'ye benzerlik gos-
teriyor. Ayni zamanda bir kdy-
den digerine giderek bir hikaye
yayan orta Asya'daki Bakhshi
veya Ashug’u ya da Afrika’'nin
gezgin hikaye anlaticilarini
(Kongolu'larin Mikilist'ini,
Mali’'nin Griot’larini, ozanlari,
aslklari, jyrau’lari...)

da distnebiliriz.

earlier works and interventions
-some unfinished or never even
shown- as the base for a dis-
play of ideas and ruminations
believed to be more meaning-
fully conveyed through stories.
Maybe here the traveling con-
temporary artist is in some way
similar to the Kamishibai of
Japan who, between the two
world wars, was telling from
the back of his bike different
stories based on a number of

picture cards. We can also
think of the Bakhshi or Ashug
of central Asia or the itinerant
storytellers of Africa (Mikilists
of the Congo, Griots of Mali,
bards, ashiks, jyrau,...) who go
from one village to the next,
unfolding a story.



Organon: Yun. arag, alet

Bu yerlestirme insan-makine
iliskisi tzerinedir. Bu iligki,
dogumundan itibaren insanhgin
baslica meselesi olmasina
ragmen, ‘cyborg’ kavraminin
cagdas bir anlayisla, sanat

alanina, teknolojiyle iligkisi
baglaminda girmesiyle yeniden
giindeme gelmistir. insan,
varolusundan bu yana, éncelik-
le yasamini strdirebilmek ve
bedeninin kapasitesini
gelistirmek icin hep protez kul-
lanmistir. insan bedeninin evri-
mini, kullandigl teknoloji belir-
lemistir. Beden, kullandigi
alete gore islevselligini yeniden

Organon: Greek, instrument

This installation is based on
the body-machine relationship.
Although this relation has been
one of the primary concerns of
humanity since its birth, it is
re-visited in a contemporary

fashion with the introduction of
the ‘cyborg’ phenomena in arts
within the context of its rela-
tion to technology. Human kind
has used various tools in order
to survive and to augment the
capacities of the body. The
evolution of human body is
determined by the technology
it utilizes. The body is re-
organizing itself according to
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L’entre-deux (in-between) An interactive video installation, 2001
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the tool it manipulates. The
perception is focused on the
space between the body and
the tool/machine. In this new
functionality, where the body is
extended, the body and the
tool/machine can no longer be
perceived separately. The rela-
tion of the two defines the new
corporeality.

The screen consists of two sets
of short videos presented side
by side in two separate win-
dows—one on various parts and
organs of the body, and the
other on various types of
mechanical tools and objects.
The relation between these
simultaneously running films is
interactive and random within
preset conditions. The user

diizenler. Algi, beden ile
alet/makine arasindaki alana
odaklanir. Bedenin uzadigi bu
yeni islevsellikte beden ve
alet/makine artik birbirinden
ayri kavranamaz. Aralarindaki
iliski yeni bedenselligi
tanimlar.

Ekran, biri beden digeri
mekanik alet filmlerinin bulun-
dugu yan yana iki pencereden
olusur. Ayni anda akan bu iki
degisken film arasindaki iliski
belirlenmis olasiliklar icinde
rastlantisal ve etkilesimlidir.
Kullanici, fare araciligiyla
beden filmlerinin hizina muda-
hale eder. Bu midahale, iki
kare arasindaki etkilesime bagli
olarak filmin kurgusunu belir-




ler. Film, kullanici olmadan da
programin belirli olasiliklar
icindeki rastlantisal dizgisiyle
akar.

2001’de Paris 8 Universitesi Dans
Bolima'nln katkilariyla gerceklestirilen
etkilesimli ve rastlantisal CDRom’dan
olusan bu calisma, Haziran 2003'te
istanbul Bilgi Universitesi Sahne ve
Gosteri Sanatlari Yonetimi ve Dags+'in
olusturdugu 3. Performans Ginleri, Mart
2004'te ODTU Cagdas Dans Festivali-
“Dans ve Teknoloji” kapsaminda ve
Nisan 2006'da TECHNE 06 Uluslararasi
istanbul Dijital Performans

Platformu’nda sergilenmistir.

may control the speed of the
body films with the help of a
mouse. This interference,
determines the succession of
films. When there is no inter-
ference, the system runs by
itself on a random basis.

L’entre-deux is created in 2001 in Paris
with the collaboration of University Paris
8 — Dance department. It is exhibited at
the 3rd Performance Days organized by
Dags+ and Istanbul Bilgi University in
June 2003; at the Contemporary Dance
Festival organized by Middle Eastern
Technical University in March 2004 and
at TECHNE 06 International Istanbul
Digital Performance Platform organized

by TECHNE in April, 2006.




Ne yaptigimizi basta
anlamadik. Performans
hize farkettirdi.

Aytag Sahin (Berber)




At the beginning we did
not understand what we

were doing. The perform-
ance made us aware of it.

Ayta¢ Sahin (Barber)
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Sinop “Komiin-ikasyon”u
Dans-Film-Oyun-Sohbet

Proje Sorumlusu: Emre
Koyuncuoglu-Tobias Hering
Yer: Tarihi Sinop
Hapishanesi/Sinop

Tarih: 16-17-18 Agustos 2006
Saat: 19.30- 21.30

Katilimcilar: Sevi Algan,
Cigdem Borucu, Handan
Coskun, Dilek Dervisoglu,
Hasan Elhakan, Murat Ertel,
Zafer Gecegorir, Tobias
Hering, Mustafa Karabiyik,
Emre Koyuncuoglu, Su Glnes
Mihladiz, Aris Nalci, Senem
Oluz, Fulya Tekin, Can
Tugcuoglu, Ata Unal

Sinop “Commune-ication”
Dance-Film-Performance-
Discussion

Project Leader: Emre
Koyuncuoglu-Tobias Hering
Place: Historical Sinop
Prison/Sinop

Date: 16-17-18 August 2006

Time: 19.30- 21.30
Participants: Sevi Algan,
Cigdem Borucu, Handan
Coskun, Dilek Dervisoglu,
Hasan Elhakan, Murat Ertel,
Zafer Gecegorlr, Tobias
Hering, Mustafa Karabiyik,
Emre Koyuncuoglu, Su Glines
Mihladiz, Aris Nalci, Senem
Oluz, Fulya Tekin, Can
Tugcuoglu, Ata Unal



Bu yil T. Melih Gorgtin tarafin-
dan ilki diizenlenen SINOPALE
kapsaminda gergeklesecek olan
“Sinop Komiin-ikasyonu” /
Dans-Film- Oyun- Sohbet gés-
terisi, tiyatro yénetmeni Emre
Koyuncuoglu ve Berlin
Uluslararasi Film Festivali ve
yine Berlin'de gerceklesen
“Globale” Film Festivali'nde
gbrev alan, ayni zamanda
bagimsiz yazar, prodiktér ve
gazeteci olarak c¢alisan Tobias
Hering'le yapilmis ortak bir
“yolda karsilasma calismasi”.
Yolun ilk duragi, Sinop’taki
Tarihi Sinop Hapishanesi.
Siyasi ta-rihte sirglin kenti
olarak da bilinen Sinop’ta
gerceklik ve Utopya arasinda
gel-gitlerin en ¢ok yasandigi

Sinop “Commune-ication” /
Dance-Film-Performance-
Discussion, which is to be
realised within the content of
the first SINOPALE organised
by Melih Goérgiin this year, is a
collective “meeting on the
way” work developed by theatre
director Emre Koyuncuoglu and
free-lance author, producer and
journalist Tobias Hering who
also has taken part in Berlin
International Film Festival and
“Globale Film Festival” of
Berlin. Its first stop is the his-
torical prison in Sinop. Sinop
known as the city of exile in
the political history of the
country, one of the cities where
tides between reality and
utopia are frequently experi-

kentlerden biri. Tarihi hapis-
hane ise Sabahattin Ali, Kerim
Korcan, Esber Yagmurdereli
gibi birgok yazarin bir dénem
yasadigl ve eserlerini Urettikleri
ve mola vermek zorunda kaldik-
lari bir “Han”.

“Sinop Komiin-ikasyonu” /
Dans-Film-Oyun-Sohbet goste-
risinin icerigi ve kurgusunun
hazirlanisinda en blyik esin
kaynagi; Peter Watkins’in oriji-
nal uzunlugu 375 dakika olan
kurgu-belgesel filmi “La
Commune- Paris 1871".
Watkins filminde iki ana
kavram Uzerinde yogunlasmak-
tadir. ilki, “Devrim bir (itopya
mi yoksa gercek mi?” Watkins,
bu soruyu tarihi bir olayi, bir

enced. The historical prison is
like an “Inn” where many
authors such as Sabahattin Ali,
Kerim Korcan, Esber
Yagmurdereli have stayed for a
period, sort of an obligatory
rest place where they have con-
tinued their creation.

The major source of inspiration
in the preparation of the con-
tent and editing of Sinop
“Commune-ication” / Dance-
Film-Performance-Discussion,
was the fiction-documentary
film of Peter Watkins “La
Commune- Paris 1871", 375
minutes of original length.
Watkins mainly concentrates
on two notions in his film. The
first one being, “Is revolution

platoda yeniden kurgulayarak
ve 0 dénem, 2 ay boyunca
kominal bir diizen kurmus
Parislilerin Gtopyalarini ve
karsilastiklar gercekleri, oyun-
culara yukledigi karakterlerle
canlandirarak farkli agilardan
ele alarak sorar. Oyunculari,
hem oyun karakterleri hem de
gercek kisiler olarak kamera
onine cikarir.
Oyuncunun,oynadigi rolle olan
ic catismasini sergiler.
Boylelikle, filmde kurgu ve
gercek birbirine girer, Utopya
ve gercek gibi. Watkins ayni
zamanda; farkli zamanlari da
Ust Gste bindirir. 1871'in
Paris’inde blyiik bir cosku ve
hayal kirikligiyla yasanmis
“Paris Komin(”, filmde

an utopia or a reality?”.
Watkins is asking this question
tackling on different aspects,
by reediting an historical event
on a set and by portraying
through the characters he
assigns on his actors, the
utopias and encounters of the
Parisians with the realities
(who at that period had estab-
lished a communal system last-
ing for two months). He is pre-
senting the actors in front of
the camera both as the charac-
ters of the act and as real per-
sons.

He is showing the inner con-
flict the actor is experiencing
with the character he is per-
sonating. Thereby, fiction and

20
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reality get mingled in each
other in the film, just like
utopia and reality. Watkins at
the same time overlaps differ-
ent periods of times. “The
Commune of Paris” which was
experienced in the Paris of
1871 with great enthusiasm
and disappointment, is docu-
mented in the film by means of
present day media tools.
Cameramen and reporters are
broadcasting the happenings
“live” and instantly over the
television. The broadcasts of
different television channels
continously remind us of the
question; with whose reality we
are “live” watching. The direc-
tor thus, includes the media
(which is dominating current

giiniimizin medya araglariyla
belgelenmektedir.
Kameramanlar ve muhabirler,
gerceklesen olaylari “canli” ve
aninda televizyon araclyla halka
duyururlar. Farkli televizyon
kanallarinin yayinlari, kimin
gercegi ile “canl” izledigimiz
sorusunu sirekli bize hatirlatir.
Yonetmen, boylelikle bugiiniin
dlinya politikasini belirleyen
medyay! da filmiyle 6ncelikle
tartistigr konular arasina alir.

“Sinop Komiin-ikasyonu”, bu
iki paralel tartisma alanini, goz
6ntnde bulundurarak hazir-
landi. Gésterinin bu icerikten
yola cikarak Ulkemizde ilk etap-
ta, gercekligini buldugu ve
temelini oturttugu yer; tarihi ve




mekan olarak sembollesmis
ozellikleriyle, “Tarihi Sinop
Hapishanesi” olacak.
(Gosterinin daha sonra farkl
sehirlerde ve mekanlarda baska
Ozellikler dikkate alinarak sah-
nelenmesi planlaniyor.) Gosteri,
mekan i¢cinde “oyuncu-rehber”
araciligiyla bir izlek Gzerinden -
farkli mekanlarda, farkli sanat
disiplinlerinin bir arada kul-
lanildig1- gosteri parcaciklarini
birbirine dizerken, bu siirec
icinde “esit, 6zglr ve baris
icinde birlikte olmak igin”
,“iletisim yollarini yeniden bul-
mak i¢in” seyirciyi inter-aktif
metotla bir yola ¢ikariyor.
Gosteri bir “oyuncu-kamera-
man” tarafindan seyirciyle bir-
likte takip edilip daha sonraki

aba, yurttaslar.

world politics) among the top-
ics of top priority discussed in
his film.

Sinop “Commune-ication” was
prepared taking into account
these two parallel discussion
points. Considering this as a
starting point, the location
where the performance has
found its reality and laid its
foundation on firstly in our
country, will be the “Historical
Sinop Prison” depending on its
historical background and sym-
bolized features as a spot. (The
performance is planned to be
staged in various cities and
localities considering other
characteristics.) The perform-
ance; while lining up little
pieces of performances where

—different art disciplines are
used together in different
spaces— with the help of
“actor-guide”s inside the place
following a path, by using an
interactive method, is taking
the audience on a journey in
order to “unite in equality,
freedom and peace” and “to
rediscover ways of communica-
tion” within this process. The
performance will be recorded
by an “actor-cameraman”
together with the audience in
order to be used for following
performances. Dancers, actors,
musicians, moviemakers,
designers, NGO employees,
journalists will participate in
the performance. In the form-
ing of the text of the perform-
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gosterilerde kullaniimak tizere
kaydedilecek. Gosteride dan-
scilar, oyuncular, mizisyenler,
sinemacilar, tasarimcilar, sivil
toplum é&rgitlerinden c¢alisan-
lar, gazeteciler yer alacak.
“Komiin-ikasyon”un Sinop’taki
gosteri metninin olusumunda;
Tolga Ersoy’un “Sinop’un
Hani” arastirmasindan, Esber
Yagmurdereli'nin “Akrep” oyu-
nundan, Aytekin Yilmaz ve
Sezai Sarioglu’nun “Sevgili
Kardesim-Hapishaneden
Mektuplar” derlemesinden ve
Zena el-Khalil’in “Bir
Sanatg¢inin Beyrut Mektubu”
adi altinda ¢ikan yazidan ve
Sinop’taki Amazonlari anlatan
mitik bilgilerden yararlanildi.

ance “Commune-ication” in
Sinop, the sources referred to
were: The research of Tolga
Ersoy titled “the Inn of Sinop”,
Esber Yagmurdereli’s play
named “the Scorpion”, the
compilation “My dearest broth-
er-Letters from the prison” by
Aytekin Yilmaz and Sezai
Sarioglu, Zena el-Khalil's arti-
cle with the title “Bairut Letter
of an Artist” and mythical
information on the Amazons in
Sinop.

Within the frame of the fiction
of the performance “Sinop
Commune-ication”, you will
observe certain parts of “La
Commune- Paris 1871". The
translation of the parts used in

Gosteri kurgusu cercevesinde
“Sinop Komiin-ikasyonu” da
belli bélimlerini izleyeceginiz
“La Commune- Paris 1871"in
gosteride kullanilan béltimlerin
altyazi olarak Tirkce cevirisini;
Fatos Ustek, Rana Oztiirk ve
Murat Musulluoglu gerceklestir-
di.

EK:

PETER WATKINS: Born in
England in 1935, Peter
Watkins emigrated in protest in
1967 after political quarrels
over his early films with British
television BBC and has never
lived in Britain again. Today he
lives in Lithuania. As a film
maker he has developed a

the performance were translat-
ed into Turkish as subtitles

by Fatos Ustek, Rana Oztiirk ve
Murat Musulluoglu.

SUPPLEMENT:

PETER WATKINS: Born in
England in 1935, Peter
Watkins emigrated in protest in
1967 after political quarrels
over his early films with British
television BBC and has never
lived in Britain again. Today he
lives in Lithuania. As a film
maker he has developed a
unique style, combining drama
and documentary techniques to
often stunningly “real” fictions.
His films always tackle political

unique style, combining drama
and documentary techniques to
often stunningly “real” fictions.
His films always tackle political
issues like the threat of nuclear
arms (The War Game, 1966,
and The Journey, 1987), his-
toric struggles of the oppressed
(La Commune, 1999), totalitar-
ian state power (Punishment
Park, 1970) and the manipula-
tive power of mass media
(Privilege, 1967). The War
Game earned him an Academy
Award for Documentary Feature
in 1966; nevertheless Peter
Watkins is often referred to as
“the most neglected major
filmmaker at work today”.

issues like the threat of nuclear
arms (The War Game, 1966,
and The Journey, 1987), his-
toric struggles of the oppressed
(La Commune, 1999), totalitar-
ian state power (Punishment
Park, 1970) and the manipula-
tive power of mass media
(Privilege, 1967). The War
Game earned him an Academy
Award for Documentary Feature
in 1966; nevertheless Peter
Watkins is often referred to as
“the most neglected major
filmmaker at work today”.

CITATIONS FROM THE TEXT
OF THE PERFORMANCE:

A- SINOP COMMUNICATION



OYUN METNINDEN
BOLUMLER:

A- SINOP KOMUN-IKASYONU
OYUN METNI

1) Mekan: GIRIS

Mizeyi gezdiren Rehber karak-
teri seyirciye hapishane icinde
bir tur yaptirir ve bélim bélim
mize hapisanenin tarihi
Uzerinden anlatilar gercek-
lestirir.

Metin:

TEXT OF THE PERFORMANCE

1) Location: ENTRANCE

The Guide character who is
leading the Museum tour
makes a round inside the
prison with the audience and
narrates stories on the history
of the prison museum.

Text:

“Hello, welcome, nice to see
you.

In a while | will take you on,
“A fictional journey concerning
the relationship between
Revolution-Utopia-Reality. A
journey both in time and place
and mind as well. While the
realities are rocking the cradles
of our dreams, we will be trav-
elling for miles and miles,

“Merhaba, hosgeldiniz, sefalar
getirdiniz.

Az sonra sizleri

“Devrim- Utopya- Gerceklik
iliskisi Gzerine kurgusal bir yol-
culuga cikartacagim. Hem
zamanda, hem mekanda hem
zihinde bir yolculuk. Gergekler
dislerimizin besigini tingir
mingir sallar iken az gidecegiz
uz gidecegiz dere tepe diiz
gidecegiz, denizler gecip kale-
ler asip yedi iklim dért bucak
kat edecegiz. Gergeklerden
duslere, dislerden disiinceye,
hayata gececegiz ve sonra
donip bir bakacagiz ki...(bir
arpa boyu yol gitmisiz!)”

Giris kullGbesinde hazirlanan
oyunculara seslenerek;

crossing seas, overcoming cas-
tles, passing through seven
skies, every nook and corner.
We will move from realities to
dreams, from dreams to
thoughts, to life and then we
will turn to see that we have
only managed to move a lit-
tle!l...”

Calling out to the actors getting
prepared in the cabin located
at the entrance;

“Actor friends please come
over here and join us.”

Just before starting with the
walk;

“This is the spot where the
time starts to cease, where it
slows down. ”
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“Oyuncu arkadaslar lutfen
sizler de buraya gelin, bize
katilin.”

Yirlyuse gegilirken;

“Burasl zamanin durmaya
basladigi yer, yavasladigi yer.”
Yirlrken konugmaya devam
edilir.

“Burasi M.0. 2000'de yagayan
Gaskalilar zamaninda kurul-
mus, Grek, Pontus, Roma,
Bizans, Selcuklu ve Osmanlilar
devrinde bulyutulerek onarilmis,
1877 yilinda yiksek kale
bedenleriyle cevrili bu alana
oturtulmus. Yani tim bu
imparatorluklarin, devletlerin,
topluluklarin Gtopyamizin otur-
dugu bu mekana koydugu bir
tas var..”

The conversation continues
while walking.

“This place was established by
the Kashka (Gasgans) people
living here in 2000 BC. It was
enlargened and restored during
the Greek, Pontus, Roman,
Seljukian and Ottoman periods.
In 1877 it was settled on this
location surrounded by high
castle walls. That is to say, all
these empires, states and com-
munities have contributed with
at least one stone to this place
where our utopias are
resided...”

If a question should rise from
the audience, it will be
answered by the Guide charac-
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Seyirci tarafindan soru sorulur-
sa Rehber karakterinde cevap
verilecektir. Rehber seyircileri
zindan bélimine yon-
lendirerek;

2) Mekan: Zindan
Mekandaki Ses Tasarimi:
Cigdem Borucu

“Yasadiginiz hayattan soyun-
manizi isteyecegim ilk mekana,
birlikte kuracagimiz hayallerin
mekanina davet ediyorum siz-
leri.”

Zindan'a girilir. Isik yoktur. El

feneri ile insanlarin yliz ve
hareketleri lizerinde dolasilr.
Oyuncular zindan da seyirci-
lerin ellerini duvara ydénlendirir.
Karanlik iginde oradaki dokuyu,
soguklugu, ve nemi gérmeden
hissetmelerini, ona dokunarak
anlamalarini isterler. (Islaklik
ve duvarin dokusunun algi-
landigi yer. Mekanla ilk
karsilasilan yer.) iceride 2 dk.
civari kalinir, sonrasinda
oyuncular seyirciyi disari yon-
lendirir.

3) Mekan: Ziyaretci
Boltumleri(15 dk.’ya yakin)
Metin: “iliski ve paylasim
sorgulamasi”

Zindan'dan Ziyaretci Yeri'ne

Gegiste;

Bu mekanda dis kalemiz i¢
kalemiz var her uygarligin koy-
dugu taslarla olusturulmus.
insanlarin da dis ve ic kaleleri
var. Kendini disa karsl korumak
icin kale olusturanlar sonugta
iclerine de bir duvar érmis
oluyorlar, ice kapaniyorlar.
Yasamin akiskanligina ket
vuruyor, gegisi engelliyorlar. Bir
kapatmaya, kapanmaya maruz
kaliyoruz. Peki biz bu sekilde
birbirimizle nasil iligki kura-
biliyoruz? Birbirimizle gercek-
ten iliski kurabiliyor muyuz?
Birbirimizle en azindan birsey-
leri paylasabiliyor muyuz? Ne
kadar yakiniz birbirimize?

Ziyaretci Yeri'nden ¢ikista

ter. The Guide leads the visi-
tors to the dungeon section;

2) Location: Dungeon
Sound Design used in the
space by: Gigdem Borucu

“l am now inviting you to the
first place where | want you to
strip yourselves off from the
lives you are leading to the
place which will be the center
of our joint dreams.”

The dungeon is entered. There
is no light. A flashlight is held
on the faces and movements of
the people. The actors direct
the people in the audience to
touch the walls of the dungeon
with their hands. There in the

dark, they want them to feel
without seeing and to under-
stand by touching, the texture,
coldness and moisture of the
walls. (The place where the
wetness and the smell of the
wall is perceived. The spot of
first encounter.) After staying
for about two minutes there,
the actors lead the audience
out.

3) Location: Visitors Sections
(Approximately 15 minutes)
Text: “Questioning of the rela-
tionship and sharing”

While passing from the dun-
geon to the Visitors section;
In this location, we have an

outer and an inner castle wall
made up of stones laid by each
civilization. People also have
their inner and outer castle
walls. The ones who make up
castles to protect themselves
from the exterior, eventually
result in putting up a wall
inside themselves, they with-
draw themselves. They hinder
the fluidity of life, they prevent
trespassing. We are exposed to
a closure, a withdrawal. So how
are we able to build relation-
ships with one another under
these circumstances? Are we
really able to relate to each
other? Are we at least able to
share something with each
other? How close are we to
each other?



Hapishane Giris Kapisina
kadar;

Kapatma, iliskiyi kesme,
somurinin temel gereksinimi
degil mi?

Zaten her tirli kapatma ve
kapatilma da eninde sonunda
sémurlye hizmet etmiyor mu?

5- Mekan: Sinif (1. Kisim)

Girisi
Metin: Sirginler Han'i- Sirgiin
Kenti, Sinop

Video: “LA Commune” filmin-
den 2. parca (Kadinlarin topu
almaya gelen burjuva devleti
askerlerine isyani ve devrime
6n ayak olan askerlerin silah
birakisi- devrim coskusu)
Sinifa giriste:

From the exit of the Visitors
section to the Entrance door of
the prison;

Isn’t closure, breaking the rela-
tionship, the fundamental
requirement of exploitation?
Isn't anyhow each kind of clo-
sure and confinement serving
to exploitation sooner or later?

5-Location: Class

(1st Section) Entrance

Text: The Inn of Exile-The city
of Exile, Sinop

Video: 2nd part of the film “La
Commune” (The rebellion of
women to bourgeois state sol-
diers who arrived to take the
cannonball and the soldiers -
who have been the leaders of

“Slrgin higbir ddnemde bizim
icin yabanci degil. 1713’te
Kinm Han'i bile btiin mallari-
na el konularak buraya
saralir.”

“Sirgin kiltdrayle ve sirglin-
lerle iliskimizi perginleyen

the revolution-surrendering
their weapons - the joy of revo-
lution)

While entering the class:

“Exile is no stranger to us in
any period. In 1713 even the
Crimean Khan was exiled to
this place after all his poses-
sions were taken away.”

“The riots and exile of the
opposing during the ittihat and
Terakki (Union and Progress)
period of the Ottoman have
reinforced our relation to exile
culture and banishment.”

“To be against the dominant
power, to be an opponent, to
carry the utopia of another

Osmanli’'da ittihat Terakki
dénemindeki baskaldirilar ve
mubhaliflerin strglin edilme-
sidir”

“Egemen glice karsi olmak,
mubhalif olmak, baska bir
dlinyanin Gtopyasini tasimak
slirgin nedenidir hep. Ama salt

world, these are always reasons
of exile. But are just people
exiled? Thoughts, dreams,
utopias also are exiled. Utopia,
the utopia of revolution is fer-
tile, that’s why it is exiled,
repressed. And that’s why
those who come to exile with
the dreams of unfulfilled revo-
lutions sometimes germinate
fresh sprouts there them-
selves.”

“The actors we have seen
shortly before, will now ani-
mate a revolution. Let’s see
and remember, how did a revo-
lution take place?”

The beginning of the projection
of the film on blackboard.
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Duration: 10 minutes

While exiting the class: (A light
in the watchman hut. — hesi-
tate for a moment and look-
calmly proceed.)

“Don’t underestimate it as just
a struggle about a cannonball.
Have you seen how the struggle
about the cannonball has
resulted?

Speaking about the cannonball
struggle, | just recalled. In
1568 a merchantship stranded
hereabout was plundered with
a rebellion. In this rebellion,
the peasents have acted
together with Muslim theologi-
cal students, the kngihts sent
over to fight with the rebellions

:
Y

S

have refused to battle and did-
n't war against Muslim theolog-
ical students. In fact Muslim
theological students have
released the convicts.
Therefore the knights have left
a cannonball which they had
brought with themselves here.
Maybe all of you or at least
most of you must have seen it.
The cannonball located in the
center of the city is that one
actually. So it is a remem-
brance for us remaining from a
rebellion.”

“Perhaps history is really a rep-
etition of itself even though it
in different places and forms?”

insanlar mi siirgline gider.
Duslnceler, disler, Gtopyalar
da siirgiin edilir. Utopya,
devrim Utopyas! dogurgandir, o
nedenle slrgln edilir, uzak-
lastirihir. Bundan dolayidir ki,
gerceklesmemis devrimlerin
disleriyle sirgiine gelenler
kimi zaman orada taze slrgln-
ler verir.”

“Biraz 6nce gérdigiimiz oyun-
cular simdi bir devrimi can-
landiracaklar. Bir gorelim,
hatirlayalim devrim nasil olu-
yordu?”

Filmin karatahta Gzerinde gbs-
teriminin baslamasi
Sire: 10 dakika

7) Location: Exit from the door
of the 1st Section and the lane
leading to the 2nd Section.

Only the hands of Sevi are
seen from the peek window on
the right wall.

“In those years, the prison was
a free source for labour force

and those who resisted against
this would be punished severe-

|y.H

The audience is allowed to see
the hands. A moment of
silence, then;

“That’s enough, we spent
enough time fooling around
here. Let's go now and proceed



Siniftan cikista: (Karsidaki
gozcl kullibesinde 1sik. —bir an
duraksa ve bak- sakince devam
et.)

“Top kavgas! deyip gecmemeli.
Gordiniz mi top kavgasi neyle
sonuglandi?

Top kavgasi deyince aklima
geldi. 1568 yilinda bu civarda
karaya oturan bir ticaret gemisi
bir ayaklanma ile yagmalanir.
Bu isyanda kdylilerle suhteler
birlikte hareket etmisler,
isyancilar tizerine gdnderilen
sipahiler, savagsmay reddet-
misler ve suhtelerle carpis-
mamiglar. Hatta suhteler
mahkumlari serbest birak-
miglar. Sipahiler de yanlarinda
getirdikleri bir topu buraya

with our tour.”

“Let’s not waste our time.
Please exit from the 1st
Section!”

The Guide slowly begins to
overtake the role of the Prison
guard and starts to get influ-
enced by the stories he is
telling, thinking that he is a
part of that period, starts to act
like it.

7) Location: Entrance to the
wards in the 2nd section

Text:

“Here there were officers, sol-
diers, civil exiles of all classes,
more than four hundred people
convicted for various penalties

birakmislar. Hepiniz, hepiniz
olmasa da ¢ogunuz gor-
mussunizdir. Kentin
merkezinde duran top iste o
toptur. Yani o da bize bir
baskaldiridan yadigar.”

“Tarih farkl yerlerde farkl
bicimlerde de olsa tekerriirden
ibaret belki de gercekten?”

7) Mekan: 1. Kisim
Kapisi’'ndan ¢ikis ve 2. Kisim'a
giden yol.

Sagda duvardaki gbzetleme
penceresinde Sevi'nin yalnizca
elleri gorinr.

“0 yillarda hapishane bedava
isglici kaynag olup, karsi

belonging to all kinds of reli-
gion and sects. These convicts
with an iron shackle on their
ankles hardly visible, used to
live in the town freely and exer-
cise their art..."

“At the door of this ward, a Laz
hodja was telling fortunes by
drawing on the sand. Beside
him, an Albanian Bektashi was
sitting. He was busy grilling on
a barbecue in front of him.
Opposite to them a couple of
Aynaroz Priests were standing.
A little further there was a tur-
baned man. The poor guy was
ritually cleansing himself with
the water from a cruse. The
hodja was surrounded by
numerous Greek and Bulgarian
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¢ikanlar agir bir sekilde ceza-
landirihr.”

Seyircinin elleri gbrmesine izin
verir. Bir an sessizlik, sonra;

“Yeter, bu kadar oyalandigimiz
burda. Hadi gidelim artik ve
turumuza devam edelim.”

“Oyalanmayalim. 1. Kisim'i
bosaltin!”

Rehber gittikge gardiyan karak-
terine biriinmeye ve anlattig
hikayeden etkilenmeye ve o
donemleri yasamaya baslar.

7) Mekan:
2. Kisim koguslara Giris

bandits to his right and to his
left. This ward full with all
kinds of men from ambassa-
dors to fishermen, bandits to
mystics and savants was not
very different from Noah’s
Ark.”

“Evliya Celebi says “When
observed from Boztepe, this
place looks like a ship”

Stands in front of the ship
model placed in the middle of
the courtyard. .

“In those times the ration
given to the convicts were
insufficient in Sinop dungeons.
There were no cats around any-
more because we had eaten
them all. A cat meant gold for
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Metin:

“Burada her siniftan memur,
asker, sivil slrgiin., muhtelif
cezalara mahk(m doértylizden
ziyade her din ve mezhepten
insan vardi. Bu mahkdmlar
topuklarinda belli belirsiz birer
demir halka ile kasabada
serbestce yasarlar, sanatlarini
yaparlardi..."

“Bu kogusun kapisinda Laz bir
hoca remil doklyordu. Onun
yaninda Bektasi bir Arnavut
oturmakta idi. Oniine bir man-
gal cekmis yemek pisirmekle
mesguldi. Karsilarinda bir kag
Aynaroz papazi vardi. Daha
6tede ise bir sarikl bulunuyor-
du. Adamcagiz yanindaki
kiipten gusil abdesti almakta

us, sir... It was very precious,
the main nourishment of a con-
vict... Even a murder was com-
mitted because of cats. The
ones who could not find a cat,
would grass in the courtyard,
sir.They would grass like cat-
tles, just like the ones you
know... Such a place it was,
the Sinop dungeon.”

The dancers slipping through
the audience with rapid move-
ments, head towards the door
in the middle which is the
entrance to the prison wards.
The Guide prevents the audi-
ence from following, keeps
talking, etc.

“Here we are splitting into two.
Please hurry up, men from
here, women from here, please

idi. Hocanin sagl, solu bir ¢ok
Rum ve Bulgar eskiyasi ile
cevrilmisti. Sefirden balikgiya,
eskiyadan evliyaya ve ulemaya
her cins adamin oldugu bu
kogus Nuh’un Gemisi'nden
farkli degildi.”

“Evliya Celebi der ki
‘Boztepe’den bakinca burasi
gemi seklinde gdériintrmis’”

Avlu ortasinda gemi maketinin
6nlnde durur.

“0O zamanlar tayin azdi Sinop
zindanlarinda mahk(ma. Kesip
yiye yiye kedi birakmamistik
cezaevinde.Kedi altin demekti
bey... Cok kiymetliydi, mahk(-
mun belli basl gidasiydi...Kedi

head inside... Hurry up.. hurry

up...

icin cinayet bile iglendi. Kedi
bulamayanlar avluya ¢iktiklari
zaman otlardi bey... Mal gibi
otlardi, bildigimiz mal gibi...
Boyle bir yerdi Sinop zindan-
lar”.

Danscilar hizli adimlarla seyir-
cilerin arasindan siyrilip hapis-
hane koguslarinin girisi olan
orta kapiya dogru yonelirler.
Rehber seyircilerin takibini
engelleyecek, konusarak vs.

“Burada ayriliyoruz. Acele edin,
erkekler su taraftan kadinlar da
suradan iceriye... Acele edin..
acele edin...”



Hapishanenin fiziksel mekan-
larini (i¢ ve dis) kullanmak

ve bu durgun, gizemli, nostaljik
enerji, beni farkli eylemler
aracihglyla dusinmeye ve bu
mimari alanlarda o mekanin
glcll ozelliklerini taglyan
gecici yerlestirmeler yaratmaya

sevketti.

Performans ve yerlestirmeler
icin odak noktam; otobls,
dosekler, yemek servis ara-
balari, demir yataklar gibi
terkedilmis nesneler, merdiven-
ler, avlular ve girisler gibi alan-
lard1.

Performanslarim (i¢ glin sire-

Using the physical spaces of
the prison (outside and inside)
and the stagnant, mysterious,
nostalgic energy motivated me
to reflect with different actions
and create temporary installa-
tions in the certain architectur-
al areas with strong character-

istics of that space.

My focus was the abandoned
objects like bus, mattresses,
trolleys, iron beds and the
spaces like the stairs,
courtyards and entrances for
performance and installations.
My performances were for 3
days, 3 different departures
(Frozen) on different locations
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of the prison as mentioned
above.

First Departure
Duration 3 hours

| am wearing Indian sari and
standing on top of the bus in
the hot sun outside the prison,
in the courtyard. The bus is not
moved for long time and not
going to move. By using this
metaphor of otherwise moving
vehicle to escape, in this case
is still and I, by standing on it
still as if dreaming or waiting
to be moved.

| only make a circle around me
by turning 45% every 15 mins.

liydi, yukarida da belirtildigi
sekilde hapishanenin farkli
yerlerinde ¢ ayri performans:
Gidis/Ayrilis/Hareket (Donmus).

ilk Performans
Sire 3 saat

Ben Hint geleneksel giysisi
sariyi giyiyorum ve hapisha-
nenin disinda, sicak giinesin
altinda avludaki otobisiin
Ustlinde ayakta duruyorum.
Otobls uzun bir saredir
yerinden oynamamis ve oyna-
mayacak da. Su anda hareket-
siz duran aracin aslen hareket
eden bir kacis vasitasi olmasi
egretilemesini kullaniyorum ve




otoblsiin Ustiinde hareketsiz
bicimde hayale dalmis veya
hareket ettirilmeyi bekler gibi
duruyorum.

Sadece kendi etrafimda 15
dakikada bir %45'lik bir aclyla
dénerek bir daire ¢iziyorum ve
deniz, hapishane binasi, tepe
ve agaclar gibi cesitli manzar-
alara donik duruyorum. Zaman
zaman giinesten korunmak igin
actigim bir semsiyem var.
Ustimdeki Hint giysisi ile belli
bosluklarda 6zlemlerimle basa
cikabilmek igin asinalik bul-
maya calisiyorum. Dinginlik,
konsantrasyon, odaklanma ve
ruhsal durum bu eylemin
o6nemli etkenleri.

and having different views like
sea, prison building, hill, and
trees. | have an umbrella time
to time opened to protect
myself from the sun. By having
Indian attire | try to find famil-
iarness in certain spaces to
deal with my nostalgias. The
stillness, concentration, focus
and state of mind are impor-
tant factors of this action.

Second Departure
Duration 3 hours

| install the iron bunk bed out-
side in the courtyard with trees
and stone wall in the back-

ground with arch shape inbuilt

102



103

in it. | arrange many small
plants on the top of the bed
and | lie on the lower part of
the bed without the mattress
and having a salt heap under
my head as pillow and heap of
coal underneath my feet.

It was a cleansing ritual by
using salt and coal for negative
and positive energy of the body
and the space and at the same
time near to death experience
which | experienced intensely
even though | was lying down.
The weather became all of a
sudden rough, strong wind
started blowing and my body
felt stiff in that position for 3
hrs long. There were moments
| felt that | was sleeping or
dreaming even though | was

Ikinci Performans
Sire 3 saat

Demir ranzayi disarida avluda
agaclarin ve arka planda icine
yontulmus bir kemeri bulunan
bir tas duvarin énine yer-
lestiriyorum. Yatagin Ustline
bircok kucuk bitki koyuyorum
ve ranzanin alt katinda dések-
siz bir sekilde, basimin altinda
yastik niyetine bir tuz ¢uvaliyla
ve ayagimin altinda bir kémdr
yiginiyla yatiyorum.

Bu; tuz ve kémurl bedenin ve
alanin negatif ve pozitif enerjisi
olarak kullandigim bir arinma
riteliydi. Ayni zamanda da
yatiyor olmama ragmen yogun




bir sekilde duyumsadigim
6lime yakin bir deneyimdi.
Birdenbire hava sertlesti, gicli
bir riizgar esmeye basladi ve
bedenim o konumda U¢ saat
boyunca kaskat| kesildi.
Kendimi uyuyor veya riiya gorir
gibi hissettigim anlar oldu, ya
da belki de gercekten,dyleydi.

not or maybe | was.

Third Departure
Duration 3 hours

By seeing people’s enthusiasm,
curiosity and ‘willing to partici-
pate’ attitude, | decided to

Uclincli Performans
Sire 3 saat

insanlarin hevesini, merakini
“katilimci olmaya yonelik”

change or transform the last
act of stillness in my “Third
Departure”. | chose a place
inside the prison, a big hall
and a staircase which had a
feel of disappearing into the
wall. This time the stillness
appeared in the mediated
image of me sitting in a park,

tavrini gérerek, “Uciinci
Hareket Noktas!”
performansimdaki son hareket-
sizlik sahnemi degistirmeye
veya donustirmeye karar
verdim. Hapishanenin icinde
bir yer sectim, blyik bir salon
ve duvarin icine dogru kay-
boluyormus hissi veren bir mer-

not much happening except
the birds singing and people,
traffic passing in the back-
ground. This video was project-
ed in the same space on one of
the walls.

| started talking about my first
two departures and Suna
(Turkish performance artist)
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diven. Bu kez de hareketsizlik;
kuslarin civiltisi, arka planda
gecen insanlar ve trafik disinda
fazla bir seyin olup bitmedigi
bir parkta oturan dolayli goriin-
timle sekil buluyordu. Bu
video ayni alanda duvarlardan
biri Gzerinde gosteriliyordu.
Ben ilk iki Performansim
“Gidisim / Ayrilisim /
Hareketim” hakkinda konus-

translating into Turkish. This
followed by cooking simple
meal of cooked rice with veg-
etables using Indian spices. All
the people participated into
cooking act. We ate the food
afterwards. During the cooking
process, there were activities
happening around like Flute
playing, sounds of cutting veg-
etables, talking, singing and

maya, Suna (Tirk performans
sanatcisi) da bunlari Tirkce'ye
cevirmeye basladi. Bunu, basit
bir sebzeli piring yemeginin
Hint baharatlari kullanilarak
pisiriimesi izledi.

Tum izleyiciler bu pisirme
eylemine katildi. Sonrasinda da
pisirdigimiz yemegi yedik.
Pisirme sireci sirasinda, etrafta
baska faaliyetler de suriiyordu;

smell of cooking food which
created a very ritualistic, home-
ly, warm atmosphere of togeth-
erness in the prison. So this
was a departure on another
level of communication and
sharing with another culture in
a very simple, day to day life
activity way.

calinan fluttin, dogranan
sebzelerin sesi, konusmalar,
sdylenen sarkilar ve pisirilen
yemegin kokusu, hapishanede
cok ayinsel, evcil, sicak bir
birliktelik ortami yaratti.
Dolayisiyla bu, bagka bir
iletisim dizeyinde gergeklesen,
baska bir kiltirle giindelik
hayata ait basit bir faaliyetin
paylasildigl bir performansti.



Proje: Georg Paul Thomann —
isbirligiyle Olusturulan Ortak
Bir Komplonun Kisa Tarihgesi

2000 yilinin kisinda muhafaza-
karlarin Avusturya’'nin sag hatta
asiri sag kanat partisi
Avusturya Ozgirlik Partisi

(FPO) ile yeni bir koalisyon
olusturmaya karar vermesi
zerine Avusturya Sosyal
Demokrat Partisi (SPO) ile
Muhafazakar Halk Partisi (OVP)
arasindaki hikimet koalisyonu
feshedildi. Bu durum
Avusturya'da saga dogru biyuk
bir kayisa ve zoraki bir neo-li-
beral olusuma yol acti. Aylar
boyunca insanlar, hilkimete

Projekt: George Paul Thomann
- A Short History Of A
Collaborative Conspiracy

In Winter 2000 the govern-
ment coalition of the Social
Democratic Party of

Austria (SPOe) along with the

conservative People's Party
(0eVP) dissolved

because the conservatives
decided to form a new coalition
with the right or

even far right wing Freedom
Party of Austria (FPOe). This
led to a giant

leap to the right and to a
forced neo-liberal formation in
Austria. For

Monochrom
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months people were protesting
against the government and a
sudden re-politicization of the
civil society took place.

In Summer 2001 Zdenka
Badovinac, director of the
Gallery of Modern Art in
Ljubljana (Slovenia), visited us
in our monochrom office in
Vienna. Half a year later she
contacted us again. This time
she revealed that she was
actually the curator responsible
for the Austrian participation at
the Sao Paulo Biennial 2002
and that she wished to work
together with monochrom.

She invited us to represent the
Republic of Austria at the Sao
Paulo Biennial 2002.

The Sao Paulo Biennial is one

kars! protesto gosterileri yapti
ve boylelikle sivil toplumun ani
bir yeniden politizasyonu
gerceklesti.

2001 yazinda Ljubljana
(Slovenya) Modern Sanat
Galerisi Midurt Zdenka
Badovinac, bizi Viyana'daki
Monochrom ofisimizde ziyaret
etti. Alti ay sonra bizimle
yeniden temas kurdu. Bu kez
bize aslen 2002 Sao Paulo
Bienali’'nin Avusturya
katilimindan sorumlu kirator
oldugunu ve Monochrom’la bir-
likte calismayi istedigini bildir-
di. 2002 Sao Paulo
Bienali’'nde Avusturya
Cumbhuriyeti'ni temsil etmek
lzere bizi davet etti.

Kiclk ama gereginden fazla

dnemsenen gezegenimizde Sao
Paulo Bienali, Venedik Bienali
ve Kassel’deki Dokumenta’dan
hemen sonra gelen (¢ buylik
sanat sunumundan biri ve ayni
zamanda gliney yari kiirenin en
blyik ve en dnemli sanat ser-
gisi. Sao Paulo Bienali,
batililasmis diinyadaki cografi
sanat yogunlugunun bir karsit-
kutbu.

Bu tir bir egemenlige karsi
cesurca takindigi ciddi durus,
Monochrom’un irk¢i Avrupali
mini bir devletin ulusal temsil-
cisi olarak olsa bile bu etkin-
lige katilmaktan memnuniyet
duymasinin sebeplerinden
biriydi.

Kisa bir gériisme sonrasinda
Avusturya'yl dogrudan temsil




etmek istemedigimiz, onun
yerine Bienal’e baska birini
gondermek istedigimiz zerinde
karar kildik. Secimimiz, o
sirada 57 yasinda olan &ncl
sanat¢l Georg Paul
Thomann'di.

Thomann 1945'te Avusturya
Vorarlberg’de dogmustu.
1963'ten itibaren Viyana'da
sanat okumustu. Bunu
Viyana'da gerceklestirdigi
bircok sanat projesi izlemisti.
1964-1980 yillari arasinda
Berlin, Paris, Minih, Palo Alto
(California), New York ve
Londra’'da yasadi ve ¢alistl.
1980’de Viyana'ya geri dondd.
Thomann ¢esitli sanat
alanlarinda (kavramsal sanat ve
performans sanati, resim,

of the three biggest art presen-
tations on our small overrated
planet, right after the Venice
Biennial and the documenta

in Kassel, and it is the biggest
and most important art exhibi-
tion of the southern hemi-
sphere. The Sao Paulo Biennial
is the anti-pole of a geographic
concentration of art in the
westernized world. Its pre-
sumed critical stance against
this kind of hegemony was one
of the reasons why monochrom
was glad to participate-even as
the national representative of a
racist European mini state.
After a short discussion we
agreed that we did not want to
represent Austria directly but
send someone else to the

Biennial. Our choice was the
then 57 years old avant-garde
artist Georg Paul Thomann.
Thomann was born in
Vorarlberg, Austria in 1945. He
studied art in Vienna from
1963 onwards. Many art proj-
ects in Vienna followed. From
1964 through 1980 he lived
and worked in Berlin, Paris,
Munich, Palo Alto/California,
New York, and London. He
returned to Vienna in 1980.
Thomann worked in various art
contexts like concept and per-
formance art, painting, photog-
raphy, video art, and music. He
received several scholarships,
awards and distinctions. He
taught contemporary art at vari-
ous universities. As an author,
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he dealt with art and sociopo-
litical topics. Thomann was a
major but somewhat clandes-
tine player within the Austrian
art scene. All this can be
explained by the fact that
Georg Paul Thomann does not
exist, at least not as a physical
entity. He is an art avatar and
impure fiction. Zdenka
Badovinac informed the
Department of Art in the Office

of the Federal Chancellor about

our decision and provided an
adequate contract.

The Chancellory was neither
allowed to submit any press
statements about the project
that had not been approved by
us nor to make any official
statements, or else we would

fotografcilik, video-art ve mizik
gibi) faaliyet gosterdi. Birgok
burs, 6dil ve tanima kazand.
Cesitli Universitelerde cagdas
sanat dersleri verdi. Bir yazar
olarak sanat ve sosyopolitik
konularla ilgilendi. Thomann,
Avusturya sanat ortaminda
buyuk fakat bir nevi gizli
kapakli bir oyuncuydu. Bitiin
bunlar, gercekte Georg Paul
Thomann diye birinin varolma-
masl, en azindan fiziksel bir
varliginin olmamasi gergegiyle
aciklanabilir. O bir sanat
serliveni ve saf olmayan bir
kurgu.

Zdenka Badovinac Federal San-
sblye Ofisi’nin Sanat
Bolimi’'ne kararimizi bildirdi
ve uygun bir s6zlesme hazirlan-

masini sagladi. Sansélyelik
bizim tarafimizdan onaylan-
mamis herhangi bir basin
beyanati vermeye veya herhangi
resmi bir agiklama yapmaya
yetkili degildi, bunun aksinin
gerceklesmesi halinde ulusal
temsil projesinden geri ¢cekilme
hakkimiz sakliyd.

Ayrintil bir sekilde Thomann'in
yasam Oykusinl olusturmaya
basladik ve Thomann'in
yasaminin tiretilmesi (zerinde
altr ay1 askin bir stire ugrastik.
Bizim igin Thomann, son 40
yilin sanatsal, popller ve siyasi
gecmisini arastirmada
kullanilacak bir arac¢ti. Bu
genis alandaki ¢esitli slreclerin
¢Ozlimlenmesi ve gézden
gecirilmesinde uysal/s6z
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dinleyen bir yardimciydi; bun-
lar ister Martin Kippenberger’'in
1980'lerdeki cinsel ayrimci
esrimeleri, ister Austropop’un
ulusal-hayali icerikleri, ister
Amerika'nin yabanci politikasi
veya siber-punk bilimkurgu teo-
rileri Gzerine replikalar olsun.
Thomann, referanslar ve altinda
yatan sahtelikle agzina kadar
dolu, (bizim tarafimizdan
etraflica kizartiimis sisman,
kabarik ve igerikli bir 6rdek
gibi) asilsiz bir haber haline
geldi. Thomann'in niyeti
—Monochrom (yesi Frank
Apunkt Schneider’in belirttigi
izere- “sanatin daha yakin
gecmisini alaya almak ve
saskin tutarsizliklarini aciga
vurmak degil(ki bunu kendi

withdraw from the national rep-
resentation project. We began
to create Thomann's biography
in detail and dealt with the
proliferations of Thomann's life
for more than six months. To
us Thomann was a probe to
explore the art, pop, and social
history of the last 40 years. He
was a docile assistant in ana-
lyzing and reviewing the vari-
ous processes in this broad
field, be it a replica on Martin
Kippenberger's sexist raptures
during the 1980s, on the
national-fantastic contents of
Austropop, the foreign policy of
the US, or cyberpunk-science
fiction theories. Thomann
became a fat, bloated context-
canard, crammed with refer-

kendine yeterince hallediyor)
de, daha ziyade portresini
resmetmek, klasik portrecilik
geleneginde oldugu gibi
gercekte oldugundan biraz
daha iyi géziikecek sekilde”.
Bu durumda estetik yeniden
dokunus, sanatin daha yakin
zaman gecmisini belki de bir
ndans fazla gérkemli bir anlam
ve islevle donatacak teorik bir
dokunusa dénistd. Thomann
buyllt mirekkeple doldurul-
mus bir tir dolmakalem haline
gelmisti. Sanatin “solcu” tari-
hinin ttkanmis ve silinmis hat-
larint gériintr kilan bir byl
murekkep.

Bu baglamda Thomann’in
gercek killiyati, bu uydurma
yasam Oykustdir. Sadece

ences and sub-fakes and thor-
oughly roasted by us. The
intention of Thomann-as mono-
chrom member Frank Apunkt
Schneider puts it- is not to par-
ody the more recent history of
art and expose its gaping
incongruities (it takes care of
that well enough itself), but
rather to paint its portrait, as it
is the tradition in classical por-
trait painting, in such a way as
to make it look a little better
than it was in reality." In this
case the aesthetic retouching
has become a theoretical one
in order to provide the more
recent history of art with a
sense and a function that is
just a nuance too glamorous.
Thomann became some sort of

fountain pen filled with magic
ink. Magic ink that renders the
occluded and obliterated con-
tours of a "leftist" history of art
visible. In this sense,
Thomann's real oeuvre is this
fake biography. Little of it can
be remembered, stored, histori-
cized, or actually put into a
museum, lots of it will be left
in the gutter of the street. The
pictures, the music, the inter-
ventions in public spaces and
other proofs of existence of the
'‘enfant terrassé' of the Austrian
art scene (Thomann on
Thomann) should be consumed
rather quickly, because they -
similar to secret messages in
spy movies-once gotten into
contact with the socio-physical



kicik bir kismi hatirlanabilir,
saklanabilir, tarihsellestirilebilir
veya gercekten miizeye konula-
bilir, blytk kismi sokagin
sefaletinde birakilmaya
mahkumdur. Resimler, mizik
ve kamusal alanlardaki mida-
haleler ile Avusturya sanat
ortaminin “enfant terrasé”inin
varligina dair diger kanitlar, bir
bakima hizla tiketilmelidir
¢lnkd, onlar da casus film-
lerindeki gizli mesajlara benzer
sekilde, dis diinyanin sos-
yofiziksel kosullariyla temasa
gecer gecmez onun iginde
eriyip gideceklerdir.

/Ill "O neo muhafazakar
Avusturya b... igin rhi-
zom'n'blues-zencisini yapacak
degilim. Bir baglantisallik elde

conditions of an outside world
will soon dissolve in it. "I'm not
doing the rhizom'n'blues-nigger
for that neo-conservative
Austrian fuck! They won't get
no connectivity! They can stick
their laptop right into their
Lederhosen! All they get is
mountains, puffed-upness and
old dog-shit. You are what you
eat!" (Georg P. Thomann:
Paragraph 3 of the manifesto
Quotable Stuff, Vienna 2001.)

Thomann is a direct detour-
across the towers and into the
news racks of this little snow
globe called 'Austria.' But
which project should be pre-
sented in the Austrian white
cube of the Biennial building?

We agreed that Thomann did
not want to go to the Biennial
on his own. His installation
project <Yes, Sir, | can net-
work it out, Sir!> <Smells like
team-spirit, Sir!> <We are the
World, we are the Children,
Sir!> is an oversized mixed-
media self-portrait in the shape
of Austria's highest mountain,
and Thomann invited four
young Austrian art groups to
present their work to the world.
Thomann not only is the
Uebervater of all Austrian
avant-gardes, no; he virtually
becomes the commissioner of
tourism for the location factor
'young art'. The four art groups
are - of course - fake, too.

"Merely by age I'm the 'massif'
in this installation project.
Actually | could be and yes |
should be their father. That's
why | see myself as the rational
authority within this project,
but also as the 'lone peak'
overlooking everything in a
mellow mood. In turn, they are
young. Fresh'n'rosy as they
stand before my soiled high-
ness with their ideas, concepts
and bodies. All that still
immense lifespan. That total
blankness and the frankness of
biographies! William Somerset
Maugham wrote on that. All
that mystical and limitless sex-
uality! Here | am brown with
envy like some autumn forest,
here | may be. But for that I'm
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edemeyecekler. Laptop’larini
geleneksel deri pantolonlarinin
icine sokabilirler. Tek ellerine
gecen daglar, siskin yikseklik
ve eski kopek b... Ne yiyorsaniz
o’sunuz.” (Georg P. Thomann:
Alintilanabilir Seyler
Manifestosu’'nun 3. Paragrafi,
Viyana 2001.) ////

Thomann, “Avusturya” olarak
adlandirilan bu kicuk kar
kiresinin gazete raflarina kule-
lerden direkt bir inis.

Peki ama bienal binasinin
Avusturya'ya ait beyaz kiip
odasinda hangi proje sunul-
maliydi?

Thomann'in bienale yalniz
basina gitmek istemedigine
karar verdik. <Emredersiniz

big. Fucking big. 12,460,629
feet tall." (Georg P. Thomann:
Paragraph 2 of the manifesto

Quotable Stuff, Vienna 2001.)

The Austrian press was divided
and it took the papers some
time to realize what was going
on. For the time being, some
papers and magazines were
caught in our trap of represen-
tation (which means that they
didn't investigate the matter
and believed that the fake is
real), just to get caught in the
next trap, the trap of de-repre-
sentation (which means that at
some point they had to pretend
having been aware of the irony
all along but deliberately didn't
reveal it). Our budget for the

efendim, bunun agini kurabili-
rim, efendim!> (*)(Beatles’in
“We Can Work It Out” sarkisina
atfen <Takim ruhu gibi koku-
yor, efendim!> (*)(Nirvana’'nin
“Smells Like Teen Spirit”
sarkisina atfen) <Biz dlnyayiz,
biz cocuklariz, efendim!>
(*)(USA for Africa’nin “We Are
The World” sarkisina atfen)
adli yerlestirme projesi,
Avusturya’nin en ylksek
daginin sekli verilmis biylk
ebatli karisik malzemeli bir oto-
portreydi. Ve Thomann
calismalarini diinyaya sunmak
Uzere dort geng sanat grubunu
davet etti. Thomann sadece
tim Avusturyali 6ncilerin
baba-Usti figliri degildi, hayir;
“genc sanat” konum etkeni

project was not increased due
to a Thomann-interview in the
daily paper "Standard" in which
he attacked Franz Morak, the
conservative Austrian State
Secretary of Art. Towards the
end of the 1970s, Morak was
an actor at the famous
Viennese Burg Theater and he
also made Austro-Pop music
with a slight touch of Nina
Hagenianism. Back then
Thomann refused to do a cover
design for his first LP, which
Thomann referred to as 'pseu-
do-critical.' Morak (the real
one) was totally mad about this
remark. Off the record this
meant a loss of approximately
35,000 Euros.In March 2002
Thomann's biography-about

icin de sanal bir turizm elgisi
haline geliyordu. S6z konusu
doért sanat grubu da -tabii ki-
uydurmaydi.

/] "Sadece yasima istinaden
bile ben bu yerlestirme pro-
jesindeki yekpare pargayim.
Aslinda, onlarin babasi olabili-
rim ve evet olmaliyim da. Bu
nedenle de kendimi hem bu
projenin igindeki akilci otorite
olarak, hem de her seyi olgun
bir haleti ruhiye ile hosgtren
“yalniz zirve” olarak goriyo-
rum. Buna karsilik onlar da
geng. Kirlenmis yiceligim
karsisinda fikirleri, kavramlari
ve bedenleri ile dikilirken tap-
taze ve pembemsiler. O hala
6nlerinde uzanan engin yasam

500 pages thick-was published
just in time and the Biennial
started. The monochrom staff
was going to Sao Paolo as the
setup crew. On site we were
confronted with the usual
disappointing picture of the
common mechanism of exclu-
sion. The strict hierarchy of
mega-art-structures was
instantly intelligible: Biennial
Board, top curator, top artist,
curator, artist, technical setup
crew, exhibition guide, etc. We
turned the tables: When mem-
bers of the administration,
journalists, or curators asked
about the whereabouts of
Thomann, our irritated answer
was that he hadn't cared to
show up so far, and that he
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stresi. Yasam oykulerinin
buttinsel boslugu/anlamsizlig
ve samimiyeti!

William Somerset Maugham
bunun Gzerine yazmisti. Tim o
gizemli ve sinirsiz cinsellik.
iste buradayim, hasetinden
kahve-rengine dénmis bir son-
bahar korusu gibi, burada ola-
bilirim. Ama bunun igin
blytgim. Lanet olasi fazla
biytk. 12,460,629 ft uzun-
lugunda." (Georg P. Thomann:
Alintilanabilir Seyler
Manifestosu 2. Paragraf,
Viyana 2001.) ///

Avusturya basini bélinmusti
ve gazetelerin neler déndigini
anlamasi belli bir zaman aldi.
O siralarda bazi gazeteler ve

hadn't helped with anything,
because he was supposedly
watching porn in his hotel
room all day, while the mem-
bers of the technical crew and
the guides were instantly
informed about the basic idea
of the project. They were also
given detailed information
about Thomann's non-existence
but we did not give them any-
hierarchic directives about
what to do with their knowl-
edge but left it up to them if
they wanted to reveal the fake
or keep spinning the story.
Most people enjoyed doing the
latter and they also kept telling
different versions of the heard
information until finally a bub-
bling geyser kept erupting in

dergiler, temsil tuzagimiza
distu (yani konuyu
arastirmadilar ve uydurmanin
gercek olduguna inandilar) ve
hatta bir sonraki tuzaga da
distaler, temsilden ¢ikma
tuzagina (yani bir noktada
alayin bagindan beri farkinda
olup da bilhassa aciga ¢ikar-
mamis gibi davranmak zorunda
kaldilar). Gunluk “Standard”
gazetesinde Thomann'in bir
roportajinda Avusturya Devleti
Sanat Sekreteri muhafazakar
Franz Morak'i elestirmesi tze-
rine, proje icin éngdrdigimiz
batge artiriimadi. 1970’lerin
sonuna dogru Morak tnll
Viyana Burg Tiyatrosu’'nda bir
aktordi ve ayni zamanda hafif
bir Nina Hagen dokunusu

various ways and constantly led

to new outbreaks of tittle-tattle.

Thomann's omni-presence at
the Biennial most certainly
should be read as an artistic
political and collaborative con-
spiracy. A little anecdote from
the rich pool of occurrences:
We did not get our exhibition
catalogues because they could
only be handed over to Georg
Paul Thomann himself. The
basic principles of how the
exhibition worked was frighten-
ing and well known at the
same time: lots of little white
boxes in which art was set up.
There was hardly any contact
between the artists who came
from more than 80 different
countries. Everyone was busy

tasiyan Avusturya-Pop mizigi
yapiyordu. O zamanlar
Thomann, “sézde-elestirel”
olarak nitlendirdigi ilk Morak
albimine bir kapak tasarimi
yapmay! reddetmisti. Morak
(gercek olani) bu yorum
nedeniyle ¢ilgina déndd.
Kayda gegmemesi kosuluyla
bu, yaklasik 35,000 Euro’luk
bir kayip anlamina geliyordu.
Mart 2002’de Thomann'in
neredeyse 500 sayfa
kalinhgindaki biyografisi tam
zamaninda yayinlandi ve bienal
basladi. Monochrom kadrosu
Sao Paulo’ya kurulum ekibi
olarak gidiyordu. Orada yaygin
dislanma mekanizmasinin
olagan dus kirici tablosuyla
karsilastik. Mega-sanat

building his or her own little-
world. Then, during the final
setup phase we found out
about an incident, which took
place in our neighborhood
through a copied note. One
year ago, Chien-Chi Chang had
been invited to be the official
representative of Taiwan at the
Biennial. But then, three days
before the opening, his caption
- adhesive letters - had been
removed from his cube virtually
over night. 'Taiwan' was
replaced with 'Museum of Fine
Arts Taipeh.' But to Chien-Chi
Chang the status as an official
representative of Taiwan was
very important, because his
photography artwork dealt
directly with the inhumane psy-



yapilarinin kati

hiyerarsisi aninda anlasilabili-
yordu: Bienal Kurulu, gbzde
klrator, gbzde sanatgl, kurator,
sanatcl, teknik kurulum ekibi,
sergi rehberi, vs.

Biz masalari tersine cevirdik:
idari personel, gazeteciler veya
klratdérler Thomann’in
nerelerde oldugu hakkinda soru
sorduklarinda sinirli
yanitlarimiz; onun su ana kadar
ortaya ¢ikmayl umursamadigl
ve -sOylendigine gore- tim giin
boyunca otel odasinda porno
izledigi icin hig bir seye yardim
etmedigiydi. Bu arada teknik
ekibin Gyeleri ve rehberler, pro-
jenin temel fikri hakkinda der-
hal bilgilendirilmisti. Onlara
Thomann'in varolmayisl
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hakkinda da ayrintili bilgi ver-
mistik ama bilgilerini ne sek-
ilde kullanacaklari hakkinda
onlara herhangi hiyerarsik bir
talimatta bulunmamistik ve
uydurmayi ortaya c¢ikarmak ile
hikayeyi déndirmeye devam
etmek arasindaki se¢imi onlara
birakmistik. Bircok kisi, ikin-
cisini yapmaktan zevk aldi ve
en nihayet kabaran bir gayzer,
cesitli yollardan patlak vermeye
ve sirekli yeni dedikodularin
ortaya ¢ikmasina neden olana
kadar, duyulmus bilgilerin
farkli versiyonlarini anlatmaya
devam etti.

Thomann'in bienaldeki her
yerde olma durumu, mutlak
surette sanatsal siyasi ve isbir-
likci bir komplo olarak okun-

chiatric system in Taiwan.
Chien-Chi was trying to get in
contact with the Biennial
administration and the chief
curator (the German Alfons
Hug), but didn't succeed.
Communication was refused.
After that he decided to write
an open letter, but the creative
inhabitants of all the little
white art-combs didn't seem
too interested in the artist's
chagrin as well, who now want-
ed to leave the Biennial out of
protest. We were interested in
the situation and did some
research. We found out that
the Chinese delegation had
threatened to withdraw their
contribution and to cause mas-
sive diplomatic problems. To
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malidir.

Meydana gelen zengin olaylar
havuzundan kiguk bir anekdot:
sergi kataloglari bize verilmedi,
clnki onlar sadece Georg Paul
Thomann'a sahsen verilebiliyor-
du.

Serginin nasil isledigine dair
temel ilkeler, hem Grkitlct
hem de ayni zamanda bilindik-
ti: sanatin kuruldugu birgok
kiiclk beyaz kutucuk. 80’den
fazla Ulkeden gelen sanatcilar
arasinda pek bir temas yoktu.
Herkes kendi kiigik diinyasini
insa etmekle mesguldd. Sonra,
nihai kurulum asamasi
sirasinda yanibasimizda gercek-
lesen bir olaydan, kopyalanmig
bir not araciligiyla haberdar
olduk.

them, Taiwan was clearly not
an independent country (‘One
China Policy') and they put
pressure on the Biennial man-
agement to get that message
out. The management did not
make this international scandal
public and it was quite obvious
what determined their
demeanor: to keep the super
powers at it. Period. mono-
chrom decided to show solidar-
ity with Chien-Chi. We wanted
to set an example that artists
do not necessarily have to
internalize the fragmentation
and isolation that is being
imposed upon them by the
structure of the art market, the
exhibition business, as well as
the economy containing them.

Bir yil 6nce, Chien-Chi Chang
Tayvan'in resmi temsilcisi
olarak bienale davet edilmisti.
Ama sonra, acilistan G¢ giin
once, -yapiskan harflerden
olusan- bashgi sanal olarak bir
gecede odasindan kaldirildi.
“Tayvan” etiketi yerine “Taipeh
Glzel Sanatlar Mizesi” etiketi
yerlestirildi. Ama Chien-Chi
Chang igin Tayvan'in resmi
temsilcisi olma statlsl ¢ok
6nemliydi ¢clnku fotograf yapiti,
dogrudan Tayvan'daki insanlik
disi psikiyatrik sistemle ilgiliy-
di.

Chien-Chi Bienal idaresi ve bas
kirator (Alman Alfons Hug) ile
temasa ge¢cmeye caligiyordu,
ama basarili olamadi.

iletisim reddedildi.

For us, though, this is not
about taking a stand for either
the westernized-economical
imperialism represented by
Taiwan or for China's old-
school Stalinist imperialism.
This is about integrity and soli-
darity, values that we chose to
express through a collaborative
act. Together with other artists
from various countries we
launched a solidarity cam-
paign: we took off some adhe-
sive letters of each collaborat-
ing country's signature and
donated them to Chien-Chi
Chang. monochrom sponsored
the 't' of Austria, while the
Canadians donated one of their
three as. The other participat-
ing artists were from Croatia,

Bunun uzerine, agik bir mek-
tup yazmaya karar verdi, ama
kiicik beyaz sanat peteklerinin
yaratici sakinleri -artik protesto
amaclyla bienali terketmek
isteyen- sanat¢inin dis
kirikhigiyla pek ilgili gézikmu-
yorlardi.

Biz durumla ilgilendik ve biraz
arastirma yaptik. Cin delegas-
yonunun katihmlarini geri
cekme ve agir diplomatik
sorunlar ¢ikarma tehdidinde
bulundugunu 6grendik. Onlara
gbre Tayvan acikca bagimsiz
bir tlke degildi (Tek bir Cin
politikasi) ve bu mesajin
cikarilmasi icin bienal yéne-
timine baski yapmislardi.
Yonetim bu uluslararasi skan-
dali halka duyurmadi ve

Singapore, Puerto Rico and
Panama. A lot of artists and
curators from other countries
refused to support the cam-
paign for fear of - as they
would call it-"negative conse-
quences." But at least some of
the artists were pulled out of
their self-referential and insular
national representation cubes
that so rigorously emblema-
tized the artists' work and his
or her persona as commodities.
After some time we managed
to attach a sloping, yet legible
'Taiwan' to the outside wall of
Chien-Chi Chan's cube.
Numerous journalists took
notice of the campaign and
Chien-Chi opened his exhibi-
tion in front of a cheering audi-



tavirlarini belirleyenin ne
oldugu da oldukga agikti: stiper
gliclerin orada kalmasini
saglamak. Dénem.

Monochrom Chien-Chi ile
dayanismaya karar verdi.
Sanatgilarin sanat piyasasinin
yapisi, sergi miessesesi ve
bunlari iceren ekonomi diinyasi
tarafindan onlara dayatilan
parcalanma ve izolasyonu ille
de i¢sellestirmeleri
gerekmedigine dair bir 6rnek
olusturmak istedik. Ancak bize
gbre bu, ne Tayvan tarafindan
temsil edilen batililasmis-
ekonomik emperyalizmin ne de
Cin’in eski Stalinist emperyal-
izm Ogretisinin yaninda yer
almakla ilgili degildi. Bu;
batiunluk ve dayanisma, isbir-

ligi icinde yapilan bir hareketle
ifade etmeyi sectigimiz
degerler hakkindaydi.

Cesitli tlkelerden baska
sanatcilarla beraber bir
dayanisma kampanyasi
baslattik: Katilan her tlkenin
imzasindan bazi yapiskan
harfler aldik ve bunlari Chien-
Chi Chang’a verdik.
Monochrom Avusturya’'nin
“t”sine sponsorluk yapti,
Kanadalilar ise t¢ “a”larindan
birini verdi. Diger katilimci
sanatcilar, Hirvatistan,
Singapur, Porto Riko ve
Panama’dandi. Baska ulkeler-
den bircok sanatci ve kirator,
kendi ifadeleriyle dogacak
“olumsuz sonuglar”dan kork-
tuklari igin kampanyay! destek-

lemeyi reddetti. Ama en
azindan bazi sanatgilar, sert bir
sekilde onlarin isini ve emtia
olarak kisiliklerini simgeleyen
0z gdndergesel ve dar gorusli
ulusal temsil kipl
odaciklarindan ¢ekip ¢ikariimis
oldu.

Bir stire sonra Chien-Chi
Chan’in kiip odasinin dis
duvarina egik ama okunakli bir
“Tayvan” yazisi ilistirmeyi
becerdik. Cok sayida gazeteci
kampanyayi dikkate aldi ve
Chien-Chi sergisinin agilisini
tezahirat eden bir izleyici
kitlesinin karsisinda yapti.
Birkac saat sonra, giivenlik
gorevlileri harfleri tekrar
yerinden sékmustl. Tekrar
soklleceklerini bilsek de
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ence. A few hours later, the
security guards had removed
the letters again. We put them
back on only to see them taken
down anew. We changed our
strategy. The following day we
publicly announced a solidarity
dance performance ('We meet
here at 4 o'clock to have a rad-
ical dance performance, we
dance the word "Taiwan"'); sev-
eral security officials prevented
it. For the rest of the two
months of the mega-exhibition
security officials were constant-
ly on guard in front of Chien-
Chi's cube to avert interven-
tions.

Some days later, we found out
that Chinese and Taiwanese
newspapers massively covered

the campaign. One Taiwanese
paper used the headline
"Austrian artist Georg Paul
Thomann saves 'Taiwan'." In
other words, a non-existing
artist saved a country pressed
into non-visibility. Who said
that postmodernism can't be
radical.

We don't know how many peo-
ple out there - whether mem-
bers of the press, the adminis-
trational board of the Biennial
or the Chinese or Taiwanese
government - are still
enmeshed in our Thomann
construction. And we never got
any official feedback from
Austria's Department of Art in
the Office of the Federal

harfleri geri taktik. Sonra
stratejimizi degistirdik. Bunu
izleyen giin, halka bir
dayanisma dans gosterisinin
duyurusunu yaptik. (Saat 4'te
burada bulusacak ve radikal bir
dans gosterisi
gerceklestirecegiz, “Tayvan”
sdzclglnln dansini yapacagiz);
bircok giivenlik memuru buna
engel oldu. Mega-serginin
kalan iki ayinda guvenlik
memurlari midahaleleri 6nle-
mek Uzere slrekli Chien-
Chi'nin kiipiinin 6niinde nobet
tuttular.

Birkag giin sonra, Cin ve
Tayvan gazetelerinin bu
kampanyaya buylk yer
ayirdigini 6grendik. Tayvanli
gazetelerden biri mangset olarak

Chancellor.

Epilogue: Georg Paul Thomann
died on July 21, 2005 when
he got involved in an accident
and tried to help a person on
the Inntal Highway near the
small Austrian city of Hall in
the province of Tirol. He was
buried in that same village on
July 26th, by chance not far
from a psychiatric hospital. His
marble gravestone is the first
worldwide with an engraved
URL. Finally he could cease to
not exist, a fine opportunity to
kill an Uebervater who in a
sense was our son-but hey, this
is Freud's country of origin,
after all. In November 2005
somebody from Hall called to



su ifadeyi kullanmisti:
“Avusturyali sanatci Georg Paul
Thomann 'Tayvan'i kurtard:."
Diger bir deyisle, varolmayan
bir sanatci, gérinmezlige itilen
bir Glkeyi kurtarmisti. Hani
postmodernizm radikal ola-
mazdi?

-Basin mensuplari, bienalin
idari kurulu veya Cin ya da
Tayvan hikimetleri- disarida
hala kac kisinin bizim
Thomann kurgumuzun agina
distugind bilmiyoruz.
Avusturya’'nin Federal Sansdlye
Ofisi'nin Sanat Bélim{’'nden
de herhangi bir resmi geri-
bildirim almadik buna iliskin.
Sonsdz: Georg Paul Thomann
21 Temmuz 2005'te Tirol
eyaletindeki kuglk Avusturya

tell us that Thomann's grave-
stone had to be removed from
the park because patients of
the nearby psychiatric hospital
had started to put down
wreaths and flowers on
Thomann's grave and frequent-
ly large numbers of patients
were kneeling in front of his
gravestone in order to pray for
him. To that end, the director
of the hospital initially had the
grave covered with drapery,
later on the gravestone was
removed and the plastic urn
exhumed. We believe that his
grave is under discussion to be
rebuilt somewhere else in Hall.

kenti Hall yakinlarindaki Inntal
Otoyolunda bir kazaya karisip
bir kisiye yardim etmeye
calisirken hayatini kaybetti. 26
Temmuz'da ayni kentte,
tesadifen bir akil hastaliklari
hastanesinin yakinlarinda
topraga verildi. Mermer mezar
tasi, dinyada Gzerinde
kazinmis adres belirtgeci (URL)
bulunan ilk mezar tasidir.
Sonunda varolmayisini sona
erdirebilmisti, bir bakima bizim
oglumuz olan bir baba-isti
figlirt 6ldurmek igin iyi bir
firsat, ama durun burasi zaten
Freud'un anavatani degil mi?

Kasim 2005'te Hall'den birisi
bizi Thomann'in mezar taginin
parktan kaldirilmasi gerektigini

| WANT TO BELIEVE

Georg Paul Thomann
13.3.1945-21.7.2005
www.monochrom.at/thomann
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sdylemek i¢in aradi. Yakinlar-
daki akil hastaliklari has-
tanesinin hastalari Thomann'in
mezarina ¢elenkler ve gicekler
koymaya baslamis ve sik sik
¢cok sayida hasta mezarinin
onlinde diz ¢okip onun igin
dua ediyormus. Buna son ver-
mek i¢in hastanenin mudurd
6nce mezarl bir értlyle
kapattirdi, sonra da mezar tasi
yerinden kaldirildi ve killerin
icinde bulundugu plastik kupa
da mezardan ¢ikarildi. Mezarin
Hall'de baska bir yerde yeniden
yapilmasi konusunun halen
gorlsildigiine inaniyoruz.

INANMAK ISTIYORUM



Sanatin gerekliligini
Sinopale performanslari
yasamdan orneklerle
gosterdi.

Havanur Kaya (Seramik Sanatgisi)




Sinopale performances -hy
means of examples out of
real life- have proved the
necessity of art.

Havanur Kaya (Ceramic Artist)




=
o
=3
=
=
o
=
o
rQ
]
n
S
=
o

Kuslarin Cagrisi

(Tayla Oda)

Bu yerlestirme, Sinop
Hapishanesi’'nin ¢ocuk
bélimiinde gerceklestirildi.
Yerlestirme; 151k, gdlgeler ve
kus civiltilarinin sesinden
olusuyordu. Tavandan bir kag

yliz mavi tly sarkiyordu ve
bunlar spotlar araciligiyla
aydinlatiliyor, bdylece de tiy-
lerin golgesi tas duvara
yansiyordu. Yerel Tirk
kuslarinin civiltisi mekani
kusatiyor, hapsolmaktan kurtul-
ma arzusu uyandiriyordu.

feathers hung from the ceiling
and were lit by spotlights, pro-
jecting shadows of the feathers

Bird Calling on the stonewall. Songs of the
(Room with Feathers) local Turkish birds enveloped
This installation took place in the space, evoking the desire
the children’s section of the to be free from confinement.
Sinop Penitentiary. The instal-

lation consisted of light, shad- Crossing Point

ows and the sound of bird- (Room with a Quill)

songs. A few hundred blue An old table found in the peni-



Gegit Noktasi

(Tay kalemli oda)
Hapishanede bulunan eski bir
masa, karanlik bir odanin
merkezine yerlestirildi.
Karadeniz'in tuzu masanin
Gstind kaphyordu. Biyuk bir
tdy, tavandan bir tiy kalem
gibi sarkiyordu. Odanin icinde
gezinen insanlarin hareketi,
tlyun yavasca tuzun Uzerinden
gecmesine ve bdylece de tuzun
Ustline yazilmis olan mahkum
adlarinin silinmesine neden
olurken, yerel Turk kuslarinin
alcak sesli ugultusu odayi
dolduruyordu.

Dengeleme eylemi
(Merdivenin yanindaki terazi)
Ziyaretciler, merdivenlerden

tentiary was placed in the cen-
ter of a dark room. Salt from
the Black Sea covered the sur-
face of the table. A large feath-
er hung from the ceiling like a
quill. The movement of the
people wandering through the
room caused the feather to
move slowly across the salt,
erasing the names of the pris-
oners written on the salt, while
the low murmur of the local
Turkish birds filled the room.

Balancing Act

(A Scale by the Staircase)

As visitors exited the room to
ascend the staircase, they
noticed an old scale hung from
the ceiling. One plate con-
tained a small mound of salt

cikmak Uzere oday! terk-
ederken, tavandan sarkan eski
bir terazinin farkina variyor-
lardi. Kefelerden birinde
Karadeniz'den kicuk bir tuz
kiimesi, digerinde ise hapis-
hane alaninda bulunan bir
agactan toplanmis incirler
bulunuyordu. incirin icindeki
bircok ¢ekirdegin; butunlugd,
gercek anlayis, bilgi ve inancin
evrenselligini ifade ettigi
distnildr. Tuz yasami, ayni
zamanda da keder ve aclyi
simgeler. Terazide yanyana
konmus olan incir ve tuzun
agirhiklari, birbiriyle mukayese
ediliyordu.

Ansizin
(Kus kafesi ve merdivenli oda)

from the Black Sea, and the
other contained figs, which
were picked from a tree located
on the prison grounds. The
many seeds in the fig are sup-
posed to signify unity and the
universality of true understand-
ing, knowledge and faith. Salt
symbolizes life, as well as sor-
row and pain. The fig and the
salt are weighed against one
another, as they are juxtaposed
on the scale.

Out of The Blue

(Room with a Birdcage and a
Ladder)

From the bright hallway, view-
ers entered the darkened room
on the second floor of the chil-
dren’s prison, and noticed a

tall ladder positioned against
the wall. An old birdcage hung
from the ceiling, containing a
silhouette of a bird in flight,
cut out of a Mylar sheet. A
cobalt blue LED was installed
inside the birdcage, which was
programmed to pulse slowly,
resembling a human heartbeat.
A slight movement of the cage
made a silhouette of a bird to
appear and disappear as a
large shadow on the concrete
wall as the light emitted a dark
blue color. Furthermore the
light pulsation made a small
birdcage cast a large shadow,
filling the wall and the ceiling
with a shadow of a birdcage,
creating a haunting image of
confinement, while the sounds
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of local Turkish birds filled the
space.

Birdhouse

(Hallway & Large room with
speaker cabinets)

Upon ascending the staircase
and passing through the hall-
way, the bird songs emerged
again from the far end of the
large rooms. The woofers and
tweeters were removed from
the speaker cabinets, leaving
them to look like birdhouses. A
total of seven empty speaker
cabinets were installed in the
large room, filling the bright
space with the sound of the
bird songs. Birds cannot enter,
nor can the children escape
the room.

izleyiciler aydinlik koridordan,
cocuk hapishanesi boéliminin
ikinci katindaki karartiimis
odaya giriyor ve duvara
yaslanmis uzun bir merdiveni
farkediyorlardi. icinde ince
polyester bir filmden kesilmis
ucan kus sillieti bulunan eski
bir kus kafesi, tavana asili
durumdaydi. insan kalp atisina
benzer sekilde yavas vurum
yapmaya programlanmis kobalt
mavisi bir LED, kus kafesinin
icine yerlestirilmisti. Isik, koyu
mavi bir renk yayarken, kafesin
kucuk bir hareketi, kusun
silletinin buyik bir gblge
olarak beton duvarda bir
gbriintp bir kaybolmasina
neden oluyordu. Bunun
yanisira, 1sik titresimi, kiiclik




bir kus kafesinin blytk bir
goblge olusturmasini sagliyor, bu
da duvar ve tavani bir kus kafe-
si gblgesiyle doldurarak akildan
ctkmayacak bir hapis imgesi
yaratiyordu. Bu sirada mekani,
yerel Turk kuslarinin civiltisi
dolduruyordu.

Kus Evi

(Koridor & Hoparlér dolaph
blyik oda)

Merdivenleri ¢ikip koridoru
gectikten sonra, kus
civiltilarinin sesi, blylk
odalarin diplerinden yine
duyulmaya basliyordu. Dolaplar
tiz ve bas hoparlérleri
cikarilarak, kus kafeslerine
benzer durumda birakilmisti.
Buyuk odaya toplam yedi bos

Counting With The Moon
(Medical Room)

In the waiting room of the
medical facility of the prison,
an image of the artist’s hands
holding a moon was printed on
vinyl and hung in front of the
window, casting the shadow of
the window’s bars from behind,
similar to a large light box.
Opposite the image was a TV
monitor, representing an image
of a moon held between the
artist’s lips. The moon rotated
twenty-eight times in a loop,
suggesting the phases of the
moon. Since the Islamic calen-
dar is based on the lunar cal-
endar, this piece is about time
and the endless counting pris-

hoparlér dolabi yerlestirildi ve
boylelikle aydinlik mekan, kus
civiltilarinin sesiyle dolduruldu.
Ne kuslar odadan iceri gire-
biliyor ne de ¢ocuklar odadan
kacabiliyordu.

Ayla Beraber Saymak

(Saglik Odasl)

Hapishanenin saglik servisinin
bekleme odasinda, sanatginin
ellerinde bir ay tutarkenki
gbrintus, vinil Gzerine
basilarak pencereye asilmisti.
Arkadan buyuk bir isik
kutusuna benzer sekilde
pencerenin parmakliklarinin
gblgesi goériintyordu. Bu gorlin-
tlndn karsisinda, sanatginin
dudaklari arasindaki bir ayin
imgesini gosteren bir TV

monitoérd bulunuyordu. Ay,
evrelerini ima ederek bir dongi
icinde yirmi sekiz kez doéniyor-
du. islami takvim, ay takvimini
esas aldigindan bu bélim;
Ozellikle bu yerlestirmenin de
yapildigl gibi bir saglik
servisinde, zaman kavrami ve
mahkumlarin hapiste beklerken
dayanmasi gereken bitmez
tikenmez glin sayma eylemi
Uzerineydi.
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R. Sinop’ta ¢ tekerlekli
bisikletle geziyor.

Baylk bir ctruf yigini, sergi
binasinin giris holl éniinde
kiclk bir tepecik.

Tepecigin yaninda bir digerine
yetecek kadar yer var.

Ozgiin disiince, Geri dénisiim-
le baglantili olarak, Uc
Tekerlekli Bisiklete Binme'ydi
(Tricycling-Recycling), U tek-
erlekli bir bisiklet kullanmak,
yerli birinden 6dling almak.
Bulamadik. Dort tekerlekli bir
araba (tezgah) kullandik, bu
tasitla tasimak daha zordu.
Cirufu simgelemek Uzere bir
kum yigini istedik. Bisikletgi

R. is tricycling at Sinop

A big mound of clinker, a little
hill in front of the entrance hall
of the exhibition building.
There was enough place beside
the hill for an other one.

The original idea was Tricycling
— connected with — Recycling,
use a three wheels bike, borrow
it form a local person. We
couldn’t get it. We used a four
wheels carriage; by this vehicle
it was more hard to carry. We
asked a pile of sand to symbol-
ize the clinker. The biker
became a digger.

The digger was a remover. He




bir kazici oldu.

Kazici bir bir tasiyiciydi.
Tepecigi arabayla kaldirip
tasiyordu. Kirekle arabanin
arkasina “clruf” yikliyordu.
Araba ylkind alinca “clruf’u
yeni yerine gotiirmek Uzere yola
cikiyordu.

At arabasini yeni yerine
gbtlirmek Uzere segilen yol en
kisa olani degil —6yle olsayd],
bu akilci, mantikli bir segim
olurdu-, en uzun olaniydi.
Yeni yer, ilk yerin hemen
yanibasindaydi.

ilk tepecigin hemen yaninda
yeni bir tepecik olusturuyordu.

Yikiyle kentin i¢inde bir yan-
dan 6bdir yana giden bir yolu

takip ediyordu, sonra —eger
baslangica varmissa- yikini
bosaltiyor, geri doéniyor ve
aynisini tekrarliyordu.

Bu arada tepecik tamamen
kaldiriimis oluyordu.

Kentte insanlarla iletisim kura-
biliyordu, onlar da ona “neden
bu mantiksiz eylemi gercek-
lestiriyorsun? Bu da ne demek
oluyor?” diye soruyorlardi.
Eylem, ayni zamanda bienal ve
sanat hakkinda konusmak icin
bir propagandaydi.

Cdaruf fikri, birkag yil 6nce
caruf Kirliliginin denizde
birikmesinden ¢ikmisti.
Kirleten maddeler hala bu
bolgede,onlardan kurtulamiyor-
lar. Curufu denize bogaltmak
tamamen acimasiz ve akil

was removing the hill with his
carriage. He filled up the table
of the carriage, he shoveled
“clinker” on it.

When the table was full, he left
the place to deliver the “clink-
er” to its new place.

The way to wheel the carriage
to the new place was not the
shortest — which would have
been the rational, logical way —
but the longest.

The new place was just beside
of the original one.

He was making a new hill just
beside of the original one.

His way was going around in
the city, to and fro with his
burden, then — if he was
arrived — he empty the box,
went back and did it again.

While the hill was removed
totally.

In the city he could communi-
cate with the people, they
asked him “why does he doing
this illogical action? What is
this at all?”

The action was also a propa-
ganda for the biennale, and
speak about art.

The idea of clinker came up
because the contamination
clinker junks in the see few
years ago. The contaminants
are still in this area, they can't
give it back. To take the clink-
er to the see was totally inhu-
man and incomprehensibly
action, like the effort of the
digger to remove the hill.
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almaz bir eylemdi, tipki
kazicinin tepecigi kaldirip
goétlirme cabasi gibi.

Onemli bir harf var: R

Geri dontisim (Recycling)
(Yerinden kaldirip) Gotlrmek
(Remove)

Rifutti (italyanca’da ctiruf
anlamina geliyor )

R — Kirletici clrufla dolu varil-
lerin yan tarafindaki isaret.




There is an important letter: R

Recycling
Remove
Rifutti (means clinker-Italian )

R — the sign on the side of the
barrels full with contaminations
clinker.
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Nokul sadece Sinop’ta yapilan
tirden bir bérek. En sevileni —
peynirli nokul — kayboldu.

Peynirin beyazi fazla masumdu.

[Siyasi amaglarla hapse konan
insanlarin en ortak tepkisi
nedir? Acimislik mi? inkar mi?
Birisi bana komdnist bir

Ulkede, sansirculik gercek
haberleri olanak digi kildig!
icin, gazetelerin protestolara
tepkisinin, devrim hakkinda
haberler vermek yerine
“Chicago’da sisman bir kedi
6ldaraldi” gibi sagma haberler
vermek oldugunu sdéylemisti.]
Sag kesmeyi seviyorum,
kanamiyor. Tim giysilerimi
yikadim ve suyun rengi kizila

Nokul is a kind of borek that is
only made in Sinop. The most
popular one — peynirli nokul —
went missing. The white of the
cheese was too innocent.
[What is the most common
reaction of persons that have
been put in prison for political

purposes? Is it bitterness?
Denial? Someone told me the
reaction of the newspapers in a
communist country to protests
was that, instead of posting
news on the revolution, they
were posting absurd news like
‘A fat cat was killed in Chicago'
since sensorship made real
news impossible]

| like to cut hair, it's not bleed-



déndi ama giysiler artik temiz.
[Esen bir yanit ile delilik
arasindaki sinirlar nelerdir? Ya
da cilginlik ve sug, utang ve
inkar arasindaki?]

Ayak parmagimi kestigimde
kaniyordu ve énce cok cirkindi,
sonra onu yikadim ve bir
kavanoza koydum, simdi artik
glizel. Kendi glzelliklerimizi
kendimiz yaratmaliyiz.

Siklikla hiikimetler bizim bu
kadar insani zorunda
oldugumuz icin hapislere
koydugumuzu séyltyorlar, bu
benim kulagima kendi glzellik-
lerimizi yaratmaliyiz gibi
geliyor, ama ne tir glzellikler?
Toplumun Ustinde yiradaga
ayagin parmagini kesmek, bu
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ing. | washed all my clothes
and the water became red but
the clothes are clean now.
[What borders are there
between a sound response and
insanity? Or between madness
and guilt, shame and denial?]
When I've cut the toe it was
bleeding and it was very ugly
first, then I've washed it and
putted into the jar, now it is
beautiful. We have to create
our beauties by ourselves.

[It is very often that govern-
ments are saying we put so
many people in prison,
because we have to do it, for
me it sounds like we have to
create our beauties, but what
kind of beauties? To cut the
toe on which society walks, is




glzellik mi? Peki ya insanlari
“kavanoza” koymak, bu glizel-
lik mi? Gelecekte daha az
saylida ahmak olmasi icgin
ornegin egitime para harcamak
daha iyi degil mi?]

Cocukken annem beni deniz
kestaneleri hakkinda uyarmisti.
Bana denizde ayakkabilarimi
giymemi sdylemisti. Simdi
deniz ayakkabilarimin icinde,
olduk¢a uzun zamandir denizi
gérmemis olmama ragmen.
[Ayakkabilar sizi yalanlardan
veya basiniza gelebilecek bazi
kotu seylerden koruyan nesne-
lerdir, ama yalanlar dyle bir
bicimde gelebilir ki farkina var-
mayabilirsiniz, insanlarin iyi
seyler icin savasmaya baslayip
sonunda ideoloji, din veya ulus

it beauty? To put people into
the ‘jar’ is that beauty? Is it
not better to spend money on
education for example, to have
fewer idiots for the future?]

As a kid my mother warned me
for sea urchins. She told me to
wear my shoes in the sea. Now
the sea is in my shoes even
though | have not seen the sea
for quite a long time.

[Shoes are objects that protect
you from the lies and some
kind of bad things, that can
happen to you, but the lies can
come in such a way that you
aren’t aware of them, like peo-
ple start to fight for good
things and in the end they
become killers in the name of
ideology, religion or nation]
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Sometimes | wake up with this
shopping list in my mind and
the strange feeling | forgot
something on it.

[The missing lists of societies:
The hierarchy of priorities and
the topics which are dropped
because fast development
make parts of the list disapear,
but | think these missing lists
are still felt and at some point
in time come back with a
'pang' to haunt societies]

From time to time a chicken of
the village would get inside by
a crack in the wall. | once
caught one and with great diffi-
culty I managed to kill it. But
the next day another one came
and another... | started to
count them. | was worried that
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there would be no time for
killing them all.

[Once the Sinop prison was a
peaceful place- it was a mar-
ket- then they opened a prison
there. Prisons have a goal to
protect people from 'bad’ peo-
ple and in the end it becomes
the hunting ground, a fight for
power, the place where the one
who is stronger can kill. What
part do hunger and halucina-
tion play in all of this?]

There is a huge tongue hanging
on the window. But what the
hell can you do with the
tongue, when it’s already hang-
ing?

[Freedom of speech, what can
one do with it? How can one
use speech without causing

adina katiller haline dénlismesi
gibi.]

Bazen aklimda bu aligveris lis-
tesi ve oradaki bir seyi unut-
tuguma dair tuhaf bir hisle
uyaniyorum.

[Toplumlarin kayip listesi:
oncelikler hiyerarsisi ve hizli
gelisim listenin bazi
kisimlarinin ortadan
kalkmasina neden oldugu igin
glindemden disen konular,
ama bence bu kayip listelerin
yoklugu hala hissediliyor ve
zamanin seyri icinde bir giin
toplumlara dadanmak Uzere
“ani bir spazm”la geri
donecekler.]

Zaman zaman koyln bir tavugu
duvardaki bir catlaktan iceri
girerdi. Bir keresinde birini

yakalamistim ve blytk zorluk
cekerek onu éldirmeyi becer-
mistim. Ama ertesi glin bir
digeri geldi, sonra bir digeri...
Onlari saymaya basladim.
Hepsini éldirmek icin yeterli
zamanin olmayacagindan
endiseleniyordum.

[Bir zamanlar Sinop
Hapishanesi huzurlu bir yer-
mis- bir carsiymis- sonra orada
bir hapishane agmislar.
Hapishanelerin insanlari “kotd”
kisilerden korumak gibi bir
amaci vardir ve fakat sonugta
bir avlanma sahasi, gli¢ savasl,
daha glcll olanin digerini
oldirebilecegi bir yer haline
gelirler. Butin bunlarin icinde
aclik ve sanrinin roli ne?]
Pencerenin Gstiinde asili koca-




man bir dil var. Ama bu dille
ne yapabilirsiniz ki zaten
sarkmisgken?

[Konusma 6zglrlGgu, insan
bununla ne yapabilir? Baskici
toplumlarda insan kan
dékilmesine neden olmadan ve
yine de basarili bir sekilde,
nasil konusma 6zgirligunu
kullanabilir ki?]

Oras! burasindan ¢ok da uzak

bloodshed in represive soci-
eties and still have success
with it?]

Not very far from here is there.
However, to get there is anoth-
er matter. Why would | want to
be there? If | would only be
there... then that there would
be here. But it is true that it is
easier to get from there to here
than from here to there. Maybe

degil. Ancak oraya erisebilmek
baska bir mesele. Neden orada
olmak isteyeyim? Keske orada
olabilseydim... O zaman o
“oras!”, burasi olurdu. Ama
oradan buraya gelmenin
buradan oraya gitmekten daha
kolay oldugu da bir gercek.
Belki de bu ylizden orada
olmay! diliyorum....
[Savasmak isteyip

that is why | wish to be
there....

[It is only up to you; if you
want to fight or not, wars will
never stop and new mytholo-
gies will be always build by
new governments]

Fishing is an honest sport.
The fish can decide to bite the
line or not.

That is democracy.
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istemediginiz sadece size bagli,
savaslar hi¢ sona ermeyecek ve
yeni hikimetler tarafindan hep
yeni sdylencebilimler
yaratilacak.]

Balikcilik dartst/namuslu bir
spor.

Balik zokay! yutup yutmaya-
cagina karar verebilir.

Bu demokrasidir.



Hersey yasamimizin aynasi
gibiydi.

Biike Onur (Iskadini)
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It all was as if a mirror
was held on our lives.

Biike Onur (Businesswoman)
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-Forma Tipi Dalgic Kiyafeti

-Mak 3-a Bronz Dalgi¢ Basligi

-Gercek Orkinoz Kuyrugu

-Zincir ve Zincir Kilidi

Rizgarin ugultusu,cirpinan dal-

galarin sesleri islenirken
denizcinin beynine yosun tut-
mus dort duvar arasinda;

ruhu tutsak oldugu bedeninden

siyrilmis, yikselmisti gége,
zincire vuruldugu hicrenin
penceresinden.geriye 6zinln
asl kalmisti,mahkum olan
kendinden...

-Uniform Type Diving Suit
-Mak 3-a Bronze Diver Helmet
-The Tail of a Real Tuna Fish

-A Chain and Its Lock

While the whistle of the wind,
the sound of the breaking
waves were penetrating the
mind of the sailor in his ward
with walls all over covered with
moss, his soul departing from
the body it was trapped within,
was rising up through the air
from the window of the cell
where he was kept under
chains.



What his captive being left
behind was the essence of
himself...

140



m
=.
E
[l
=
3
()
ot
N
ol
m
=
3<
=
T
o
3
»
SI=
o
3
@
w
=
@
@
—
ac
o
3
(D<

13z() ueziai

Sinop’ta bienal fikri / mekanin
eski hapishane olusu /
glincelde uluslararasi kiltir
merkezine doénlisiim projesinin
varhigr / “Sey” Ust basligi /
gorsel 6nbilgilenme ile “her yer
olabilir 6zglrlGgl” / mekan
takintili beni nereye gétirir

sorulari ve ne yaparimin cevabi
beni bir anda gecmise gotirdi.
1990'larin basinda izledigim
Krzysztof Wodiczko’nun
“Homeless Vehicles” serisi
yillar icinde daima bellegimde
olan vurucu bir ¢alismaydi.
Yasamin sanatta déntstimi
adina cok carpici buldugum bir
yol. Uzaktan kurguladigim
calismamda mekanin eski

The idea of a Biennial in Sinop
/ the fact that the location was
a former prison / the presence
of a current project of conver-
sion into an international cul-
tural center / the superior title
“Thing” / “the freedom of any
place can be” depending on

visual foreknowledge / space
obsessed questions “Where will
it lead me?” and the answer to
“What would | do?”, in a flash
carried me to the past. The
series of “Homeless Vehicles”
by Krzysztof Wodiczko which |
had seen in the beginning of
the 90’s was a striking work
which had always remained in
my memory for long years. A



bellegi hapishane 6ne ¢ikti. Af
yoluyla kazanilmis 6zglrliklerin
en bilindik-alisiimis yasam
kosullarina geri ddnmek ugruna
kaybedilmis ézgurluklere
déndsimi ... Mekansizlik,
seceneksizlik nedeniyle “diken-
li evin” hapishanenin yuvaya
dénistm sireci ...Korunakli

yasam alanlarinin simgesi
haline gelen “Home, home
sweet home” paspasi; kip sek-
erlerden insa edilmis 3 evin,
dikenli tel “sweet”le boslukta
tutturulmasi olarak sekillendi
ve bienal ¢calismami olustur-
du... Sergi mekanlari iginde
dolasirken de calisma kendi

path which | find extremely
remarkable in the name of
transformation of life within
art. In my work which | have
assembled remotely, the earlier
memory of the space; the
prison, overweighed. The trans-
formation of freedom acquired
through amnesty into a free-
dom sacrificed for the sake of
regaining the most well-
known/customary living condi-
tions... The transformation of a
“residence surrounded by
barbed wire”, the prison, into
“home” due to spacelessness,
lack of alternative... The door-
mat “Home, home sweet
home” which has become the
icon of sheltered living zones;
three houses constructed by

alanini belirledi ve gardiyan
odasinda karar kildi. Duvarlar
Uzerindeki ziyaretci yazilari,
dortlikler, cizimler, mekanin
ironik bellegini yansitan tim
Ogeler sessizce kendi pas-
paslarini kabullendi-ler.

sugar cubes attached in space
with the barbed wire “sweet”
formed my biennial work...
While | was taking a walk
around the exhibition spaces,
the work itself determined its
location and decided upon the
room of the prison guard. The
writings of visitors on the walls,
verses, drawings, all elements
reflecting the ironical memory
of the space, silently accepted
their own doormat.
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“Today is Sun/Monday”
video 2005, 6:20”

“Ankara’nin en islek merkez-
lerinden birinde kurulan
Maltepe Pazari'nin adi eskiden
Rus Pazari idi. 1990’larin
basinda, Sovyetler Birligi'nin

dagilmasindan sonra, 6nceki
komunist blok tlkelerinden

Ankara’ya gelen gé¢cmenler vali-

zlerinde getirdikleri esyalari ve
objeleri burada satarlardi.
Sonra sonra, Rus Pazari’'nin

adi, boélgenin adini aldi ve yerel
esnafin her tirlt mali ucuza ve

faturasiz sattig1 yer olan
Maltepe Pazari’'na dondstd.

“Today is Sun/Monday”
video 2005, 6:20”

The former name of Maltepe
Bazaar (market) set up amidst
one of the busiest locations in
Ankara was the Russian
Market. Following the disinte-

gration of the USSR in the
beginning of the 90’s, the
immigrants of former commu-
nist bloc countries coming to
Ankara used to sell goods and
objects they brought in their
luggage here. In time the name
of the Russian Market adapted
the name of the quarter and
transformed into Maltepe
Bazaar. where local tradesmen



Giderek, ayni bolgede sadece
Pazartesi giinlerine mahsus
olmak kaydiyla bir sebze ve
meyve pazari da kurulacakti.
Bu ytzden Maltepe Pazar'ndaki
dikkanlar tamamen tasinabilir,
tekerlekli tezgahlardan olus-
maktaydi. Pazar gecesinden
itibaren, “cekiciler”, bir glin
sonra kurulacak olan pazara yer
acmak igin, bu

tekerlekli standlari pazarin
hemen yanibasindaki otoparka
cekeceklerdi.”

“We Speak Through The Sound
of Junks” 2006, video, 7:25"

“Video, Ankara’da Sahinler
Metal adli bir hurdaci
dikkaninda ¢alisan birkag
iscinin calisma serlivenini ele
aliyor. Videoda ara ara
gérdiguimiz ve iscilerin kul-
landig1 konteyner, ortalama
olarak gtinde 60 kiloluk bir
hurda blok presliyor.
Preslenen bu bloklar daha
sonra Ankara’dan istanbul’a
geri dontsim fabrikalarinda

i
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were able to sell all kinds of
goods for low prices unreceipt-
edly.

Afterwards, another market in
the district selling wegetables
and fruits (just set up each
Monday) was established.
Owing to his reason all stands
of the Maltepe Market were
made of transportabel wheeled
carriages. Starting by Sunday
night “tow-trucks” would be
draging this wheeled stands to
rest in the parking lot right
beside the market place in
order to make room for the
other market that was to be set
up the following day.




kullaniimak Gzere naklediliyor.
Dogal olarak bu kiiclk atdlye
son derece gurdltaltyda ve
Recep, Duran ve Turan burada
on yildir hurda sesleriyle
calisip, hurda sesleriyle konus-
maktaydilar. Daha carpici
olani, bu isgilerin ¢alisma yon-
temleri agisindan, atdlyedeki
micadelelerinin Cezar ve
Warhol gibi 6ncilerinkini

“We Speak Through The Sound
of Junks” 2006, video, 7:25"

The video demonstrates some-
workers who are dealing with
scraps in a small workshop
named “Sahinler Metal” in
Ankara. The container used by
the workers occasionally seen
on the video, presses (mills) an
average of 60 kg scrap block
daily. The blocks later on are
transported from Ankara to
istanbul in order to be used in
the factory for recycling.
Naturally the workshop was
fairly noisy all day long and the
workers Recep, Turan and
Duran who had been working
for ten years in this small work-

cagristiriyor olmasiydi. Bu yiiz-
den calisma ortamini bir
sanatci atdlyesinden farkl
diustinmek imkansizd.”

Sahinler Metal’in verdigi bilgiye
gbre her malzemenin kilo
basina fiyati asagidaki gibiydi.”

Bakir: 9 YTL

Piring: 6 YTL
Altiminyum: 2.5 YTL
Cinko : 4YTL

Kursun: 1 YTL

Krom: 1.50 YTL
Teneke Kutu: 1.80 YTL
Hurda: 20 KRS

shop were speaking through
the sound of junks. What was
more striking was that in terms
of working methods the strug-
gle of the workers in the work-
shop was reminding us of that
avant-gardes like Cezar and
Warhol. In this sense, it was
almost impossible to perceive
the enviroment and the workers
different from that in an
artist’s studio.

According to the information
given by Sahinler Metal (junk-
iron dealer), the purchase
prices of each item per kg are
as follows:

Copper: 9 TRY (New Turkish
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Lira)

Brass 6 TRY
Aliminium: 2.5 TRY
Zinc: 4TRY

Lead: 1 TRY
Chromium: 1.50 TRY
Tin cans: 1.80 TRY
Scraps: 0.20 TRY
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SX3 Duet

(Sigara icme, Tiras &
Tokatlama)
Performanscilar: Marc Rees
and Neil Davies

Ses: Nic Davies (Applefish)
Sdre: 15 dakika

SX3 Diiet (Sigara icme, Tiras &
Tokatlama); erilligin
karmasikligini arastiran son
derece yukld, siirsel ve fiziksel
bir yapit.

Sinopale tarafindan
gorevlendirilmis ve Sinop’taki
kot namli eski askeri hapisha-
nenin nefes kesen dekorunda

SX3 Duet

(Smoking, Shaving & Slapping)
Performers: Marc Rees and
Neil Davies

Sound Score: Nic Davies
(Applefish)

Duration: 15 mins

SX3 duet (Smoking, Shaving &
Slapping) is a highly charged,
poetic, and physical two han-
der that explores the complexi-
ties of masculinity.

Commissioned by the Sinopale
and presented within the
atmospheric setting of the
notorious former military prison
in Sinop, appropriately to a
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special sound score incorporat-
ing Elvis Presley's 'Jail House
Rock'.

sunulan, duruma uygun olarak
Elvis Presley’in “Jail House
Rock” sarkisini iceren &zel bir
ses diizenlemesine sahip bir
¢alisma.




“Karislk (karismis) bir gercek-
lik” durumu yaratabilecegim
akustik bir sanat projesi
dustindim. (Bir yerin bekle-
digimizden cok farkh hale
gelecegi ve goziimiize baska bir
yer/mekan gibi gérlinecegi bir
proje.) 2005 yilinda bir Sanat

Mizesi'ni (Rovereto’da Mart)
faaliyetteki bir havaalanina ve
gercek bir havaalanini (Verona
Havaalani) gercek bir sanat
muzesine donlstirdigim
muazzam yerlestirme isiyle
beraber bu kavram Uzerinde
calismaya basladim. Sinop
hapishanesinin farkli mekan-
larina (odalar, avlular veya kori-
dorlara, toplam bes farkli yere)

| am thinking of an acustic art-
project by which to create a
"mixed reality" situation (where
a place could become very dif-
ferent from what we expect and
seeming like another kind of
place). | started working

with this concept in 2005

when | made a huge installa-
tion transforming an Art
Museum (Mart in Rovereto) in
a working airport and a real air-
port (Verona Airport) in a real
art Museum. | would like to
install in different places
(rooms, courtyards or corridors,
for a total of 5 places) of the
Synope prison area, some CD
lectors and related wireless
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hearphones. Every place will
have one of this devices. And
everyone will broadcast sounds
of different places a nursery
school, an airport, a car racing
track, a football stadium, a
shopping center.

A sort of artistic "escaping"
from the prison...

The project is artistically strong
and affordable, at the same
time it is flexible enough to fit
to the place and to the installa-
tions of the other artists. Of
course | will make a sort of
map, after installing and before
the opening, by that will be
possible to follow a sort of
Riello's artistic path inside the
prison area.

bazi CD calarlar ve kablosuz
kulakliklar yerlestirmeyi
distndim. Her mekanda bu
dlzen bulunacakti. Bunlarin
her biri de anaokulu, havaalani,
araba yaris pisti, futbol stadyu-
mu, alisveris merkezi gibi farkli
yerlerin seslerini yayinlayacakti.
Hapishaneden bir tiir sanatsal

“kagis”...

Proje sanatsal agidan giicli ve
mali acidan gerceklestirilebilir,
ayni zamanda da mekana ve
diger sanatgilarin yerlestir-
melerine uyum saglayabilecek
esneklikte. Tabii ki yerlestirme-
mi yaptiktan sonra ve acilis
oncesinde Riello’'nun hapis-
hane icindeki sanatsal izlegini
takip etmeyi olanakl kilacak

bir tir harita ¢ikaracagim.




Bu yerlestirmede bir projektor,
bir nehrin 60 dakikalik video-
sunu zemin Uzerine yansitiyor.
Goruntuler, drnegin Almanya
sinirindaki Passau’dan
Avusturya’nin siyasi bdlgesine
girisiyle beraber baslayip,
Slovakya sinirinda Bratislava

yakinlarinda biten Tuna
nehrinin Avusturya’da altindan
gectigi kopriler Gizerinden
cekilmis. Toplamda nehrin
Uzerine kurulu 28 kopri
bulunuyor. Bu film kolajina
eslik eden akustik ortam,
fotograflarin gekildigi yerlerde
ayni zamanda kaydedilen
seslerden olusuyor.

On planda bilyik élctide var

In this installation a video-
beamer is projecting a 60 min-
utes video of a river on the
floor. The pictures were taken
for example on the bridges in
Austria under which the
Danube is passing, starting
with its entry into the political

territory of Austria at the bor-
der to Germany in Passau, end-
ing with the border to Slovakia
near Bratislava. There are 28
bridges on the whole.

The acoustic atmosphere
accompanying this film collage
consists of sounds, which were
also recorded in those places
where the pictures were taken.
In the foreground there are

Gue Schmidt

... 60 min, Video, Installation
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mainly traffic noises, determin-
ing the acoustic mood. In some
sequences even sounds made
by the water can be perceived.
The sounds of the vehicles —
which also seem like a sort of
river to me — having replaced
to a great extent the movement
on the water - in this case on
the Danube - suggest a certain
type of movement.
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The speed of the movement in
the film differs from that of the
recording, although both are
part of the same reality. It
might be that just this differ-
ence between the two is the
loss we are all deploring in our
silence moments.




olan trafik glrultist akustik
havay! belirliyor. Bazi bélim-
lerde suyun c¢ikardigi sesler
bile algilanabiliyor.

Biylk oranda su Uzerindeki
—bu durumda Tuna nehrinin
lzerindeki- hareketin yerini
almis olan tasit sesleri —ki
onlar da bana bir tir nehir sesi
gibi geliyor— belli bir tdr
hareketi &neriyor.

Filmdeki hareketin hizi
kayittakinden farkli, her ikisi
de ayni gercgekligin parcalari
olmalarina ragmen. Belki de
ikisi arasindaki bu fark,
yalnizca bu fark, sessizlik
anlarimizda hepimizin Gzerine
kederlendigi kayiptir.

154




Yerel yonetim olarak daha
organize olarak Sinopale
mevhumunun yerlegmesini
saglamaliyiz.

Biilent Oktay (Belediye Baskan Yardimcisi)




g - .
As the Municipality we
have to get even hetter
organized to achive the
well establishment of the

concept of Sinopale.

Biilent Oktay (Deputy Mayor)
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Ufuk Cizgisi
Video, 12dakika, sessiz, 2002

Kagittan yapilmis bir ufuk
cizgisi —belirgin sekilde insani
bir yapi— insa edilir, her bir
gbkdelen bir salyangozun
kabugunun Ustiine baglanir.

Once altinda salyangozlarla bu
gbkdelenler, ufuk ¢izgisinin
bildik dikey diizeninde biraraya
getirilir.

O andan itibaren hareket tarzi
serbest bir sekilde hayvanlara
birakilir. izleyen saatlerde
baslangi¢taki gérintiinin
bozunum sireci gézlem-

Skyline
Video, 12min, silent, 2002

A papermade skyline - a promi-
nently human structure - is
built, each of the skyscrapers
affixed on top of the house of a
snail.

First, these skyscrapers with
the snails underneath them are
brought into the familiar verti-
cal arrangement of a skyline.
From now on the course of
action is left freely to the ani-
mals. During the following
hours a process of disintegra-
tion of the starting image can
be observed: The snails of
course are not interested in



lenebilir: Salyangozlar; birbir-
lerinin yanindan sirtndrken,
kendi sosyal yapilarina uygun
sekilde birbirlerine karigirken,
uyuyakalirken, birbirlerinin
gbkdelenlerini yerken, birbirleri
ardina gbzden kaybolurken,
haliyle sirtlarindaki binalari hep
dik bir sekilde tutmakla pek
ilgilenmiyor.

Durum kademeli olarak diizen-
den karmasaya donislyor ve
nihai olarak tiim salyangozlarin
sahneyi terketmesiyle beraber
son buluyor.

Sirecin gercek uzunlugu 3 saat
56 dakikayd].
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always keeping their houses in
an upright position, as they
crawl across each other, mingle
according to their own social
structures, fall asleep, eat each
others'skyscrapers, disappear
one after another.

The situation gradually changes
from order to chaos and finally
ends after all the snails having
left the scene.

The real amount of time of the
process was 3:56h

Dining Room
Video/DVD, 13:00 min, silent,
2004

An eatable model of a dining
room was built out of wafers.
This object was left over to ani-




Yemek Odasi
Video/DVD, 13:00 dakika,
sessiz, 2004

Wafer’lerden yenilebilir bir
yemek odasI modeli yapilir.

Bu nesne, insani bir diizen sis-
teminin bu érnegiyle kendi
amaclari dogrultusunda ilgilen-
meleri i¢in hayvanlara —doért gri
fareye- terk edilir.

Video bes glinlik pargalarina
ayirma sirecini belgeliyor.

iski
Video 4:30 dakika, 2004

Birbirine benzer iki araba
geometrik bir gbvde araciligiyla
gevsek bir sekilde birbirine
baghdir.

Bu kurulum altinda ilerlemeye
calisirlar.

-

|

mals — four grey mice — to let
them deal with this example of
a human system of order
according to their own inten-
sions.

The video documents the
process of deconstruction with-
in five days.

Relation
Video 4:30 min, 2004

Two similar cars are loosely
connected by a geometric
body.

In this constellation they try to
move forward.
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TUZAGA GUVEN
Performans, 30 dakika

Bosanma ve olumun oldugu
yerde artik koklerin
kalmamistir, ciinkll bosanma ve
6lim vicdansizdir.

Aile ben olmama neden

olandir. Aile alinyazisidir. Aile
6zlemini cektigim seydir. Aile
kacis olan seydir.

Aile beni ben yapandir. Aile
eksik olandir. Aile icimdeki
bosluktur. Aile kara deliktir.
Aile eksiklik duygusudur. Aile
6grenilmis mefhumdur. Aile
hayaldir. Aile kurmacadir. Aile
yabanci seydir. Aile yatinnmdir.
Aile senin yabancilastigin sey-

TRUST THE TRAP
Performance, 30 min.

When there is divorce and
death, you have not roots any-
more; for divorce and death are
ruthless.

Family is the reason why | am
me. Family is fate. Family is

what | long for. Family is what
is escape.

Family is what made me, me.
Family is what is incomplete.
Family is the big gap in me.
Family is the black hole; family
is the sense of incompleteness.
Family is the learned concept.
Family is illusion, family is fic-
tion. Family is what is
estranged. Family is invest-



dir, aile seni yabancilastiran
seydir. Aile seni suclayandir,
aile seni savunandir. Aile senin
aynandir, kagamayacagin
akistir. Aile uzayan sag¢indir.
Aile seni asla yalniz birak-
mayandir, aile seni bir basina
birakandir. Aile erk savasidir,
ikidar agidir. Aile bir 6rali
agdir. Aile suregctir. Aile son-
suzluktur. Aile yaralardir. Aile
bilincaltinin kaynagidir. Aile
ozveri kiligina girmis baskidir.
Aile kosullarindir. Aile seni
kosullayandir. Aile bilincaltinin
ve alinyazinin saygin Uyeleridir.
Aile sakli olandir, i¢gorusel
olandir aile. Aile senin huy-
larindir. Aile ebediyen eksik
kalandir. Aile gereklidir, aile
bosunadir. Aile kaginiimazdir,

aile keyfidir. Aile kimliktir. Aile
ozglvensizliktir.

Aile dzguvendir. Aile iletigim-
sizligin vucuda gelmis halidir:
iletisim imkansizdir. Aile
tesadifi olandir. Aile
sevdigindir, aile nefret
ettigindir. Aile bellektir, aile
korkudur. Aile imkansizliklar

agl, cikmaz sokaklar agidir aile.

Aile hazinedir ve aile atigin ve
attigindir. Aile yuktdr, aile
enkazdir. Aile kazanimdir ve
aile kayiptir. Aile yipratici ve
aile aydinlaticidir. Aile hapis-
hanedir ve aile barinaktir.

Aile zorunluluklardir.
Ebediyettir aile. Catismanin ve
butln siddetin yuvasidir aile.
Aile erdemler ve davranis
bozukluklaridir, timundn

162
tohumlarinin atildigi bahcedir
aile. Aile hayatin laboratu-
varidir. Aile yabancilastirma
etkisidir. Aile iletisimsizligin,
ben merkezciligin, gi¢ catis-
mala-rinin ve kisilik kar-
masalarinin mecrasidir. Aile
kisilik catismasidir. Aile
duskirikhgidir. Aile sebeptir,
aile sonuctur. Aile yumusaktir.
Aile zalimdir. Heryerde olan ve
hicbir yerde olmayandir aile.
Mevcut olmayandir aile. Aile
ihtiyacin olan ve ihtiyacin
olmayandir. Sirdirdlebilirlik,
kuralcilik, tatmindir aile.
Pismanlik, gerilim, sikinti ve
rahatlamadir aile. Destek, yal-
nizlik, samimiyet ve uykudur
aile. iki arada bir deredeliktir
aile. Odenen, édenmeyen
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ment. Family is what you are
alienated to, family is what
alienates you. Family is your
prosecutor, family is your solic-
itor. Family is your mirror, fam-
ily is the image you never can
escape. Family is the hair you
grow. Family is what never
leaves you lonely; family is
what leaves you absolutely
alone. Family is the network of
power struggle. Family is a
web. Family is process. Family
is eternity. Family is the
wounds. Family is the source
of subconscious. Family is sac-
rifice that comes out as sup-
pression. Family is your cir-
cumstances. Family is what
conditions you. Family is the
honorable members of your

subconscious and your destiny.
Family is what is hidden and
family is what is intuitive.
Family is your habits. Family is
what is eternally incomplete.
Family is essential, family is in
vain. Family is inevitable, fami-
ly is arbitrary. Family is identi-
ty. Family is lack of confi-
dence. Family is self-confi-
dence. Family is the embodi-
ment of non-communication:
family is communication and
communication is impossible.
Family is what is coincidental.
Family is what you love and
family is what you hate. Family
is memory, family is fear.
Family is the net of impossibil-
ities, family is the net of dead-
ends. Family is treasure and

family is waste. Family is bur-
den, family is wreck. Family is
gain and family is loss. Family
is overwhelming and family is
enlightening. Family is prison
and family is shelter. Family is
obligations. Family is eternity.
Family home is the nest of all
conflict and all violence.
Family is the garden where
virtues and behavioral disorders
are planted. Family is the lab
of life. Family is
Verfremdungseffekt. Family is
the milieu for ego-centricism,
power conflicts, character com-
plexities. Family is delusion.
Family is the reason, family is
the result. Family is tender.
Family is cruel. Family is what
is everywhere and family is



bedellerdir aile. Zorlamalar,
tabulardir aile. Sirlardir, kendi-
ni aldatmadir, barinaktir aile.
Aile riyadir, kabustur aile.
Kagistir ve yalanlardir aile. Hig
gerekmeyen ve acilen gereken-
dir aile. Aile sigindigindir ve
barinamadigindir aile. Verilen
ve verilemeyen hesaplardir aile.
Kurtulmaya calistigindir aile.
Glvenememezlik ve giivensiz-
liktir aile. Saplantilar ve zorun-
luluklardir aile. Aile dildir, aile
kimliktir. Aile ebediyettir.
Benim ailem ben'dir.

Suna Suner, Ekim 2004

what exists not. Family is what
you need and family is what
you need not.

Continuability, normativity, sat-
isfaction is family. Regret, ten-
sion, anguish, relief is family.
Support, solitude, sincerity and
sleep is family. In-betweenness
is family. Forcefulness, food
and taboos is family. It is the
secrets, the self-deception, the
shelter it is. Family is dream,
the nightmare it is. The
escapade and the lies it is. The
mistrust and the distrust it is.
Family is obsession and the
compulsion it is. Family is lan-
guage, family is identity.
Family is eternity.

I am my family.
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Ayna, Ayna Soyle Bana
2006

21.Ylzyilda savasmak, 6lim,
siddet gibi kavramlarin giinde-
lik tiketim mekanizmasina
girmesi, televizyonlarda adeta
birer "gercekgilik programlar”

gibi tikeltilmesi

Uzerine ¢oklu bir bakis acisi.
Korkung bir gorselin estetik bir
forma birtinmesi.

Kagit Oyunlari
2006

Hapis hayatinda kumar deneyi-
mi... Kazanabilecegin bir

Mirror, Mirror Tell Me
2006

A critical look at War, death
and rage which are turning into
daily reality shows for the tele-
vision industry.

Multiple mirror reflections offer

a new artistic look at the most
outrages crimes of the 21st
century.

Playing Cards
2006

Prison life; playing cards expe-
riences. Doubting about play-
ing the right card to win,



hamle icin elinden birakmak
istemedigin bir kart. Ozlemleri-
ni, pismanliklarini, hayatini
animsatiyor...Oyun mu

bunun neresinde? Hayatin ta
kendisinde.

confusion about letting go of
your regrets, your longings and
your life...

So where is the game? Its the
life itself.
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“Onemli olan hize ait olan
bir seyi gormemiz.
Sinopale iste bu nedenle
gerekli.”

Erol Derici (Sinop Ticaret ve Sanayi Odasi Baskani)




“What Is important is that
we realise what we own.
That’s exactly why

Sinopale Is essential. ”

Erol Derici (Chairman of Sinop Chamber of Commerce and Industry)
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Yerlestirme, Sinop Tarihi
Hapishanesinin i¢ine kurulmus-
tur. Binanin hapishane olarak
kullanildigr dénemde, mahkum-
larin cesitli Gretimler yapmalari
amaclyla kullanilan zanaat at6-
lyelerinden biri yerlestirmenin
mekanidir. Bu mekana, bir

“sey” Uretme amaciyla kurul-
mus gibi goriinen, fakat
gercekte hicbir islevselligi

olmayan bir atélye kurulmustur.

izleyicinin ilk bakista, yer-
lestirmeyi, mahkumlar
tarafindan kullaniimis bir
atélyenin arta kalanlari olarak
algilamasi amaclanmistir.
Fakat, atélyenin Uretim yapa-
bilecek islevsellige sahip

This installation was constitut-
ed in the Sinop Historical
Prison. The space of the instal-
lation had been one of the
workshops used by prisoners to
produce various craft products
during the time the building
was used as a prison.

We constituted a workshop in
this space which seems as if it
is constituted in order to pro-
duce something. However, in
fact, it is non-functional, in
other words, it is not suitable
for being used to produce a
“thing”.

We aim the spectators to per-
ceive this space as the left over



olmadigi ve dolayisiyla eski bir
atolye olmadigi gerceginin ikin-
ci bir bakisla ortaya ¢ikmasi
amaglanmistir. Béylece, bu yer-
lestirmenin ilk kertede bir
sanat calismasi olarak degil,
mekanin ge¢cmisinin kalintilari
olarak gorillecegi
distnalmastar.

Bu baglamda, bu atélye/yer-
lestirme ile, binanin hapishane
olarak kullanildigl gecmisiyle,
bienal mekani olarak
kullaniimasi durumu arasinda
bag olusturmasi amaclanmistir

area of a real workshop which
had been used by the prisoners
at first sight. However, the fact
that this space is not actually a
workshop, but a work of art,
reveals only when the spectator
engages with the work and
understands that it is not func-
tional. We aim this installation
to be perceived not as a work
of art but as a remainder of the
history of the prison at first.

In this context, with this work-
shop/installation, we intend to
link the past of the building in
which it is used as a prison
and the condition in which it is
used as a space for the Sinop
Biennial.
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Volta

Merkez avluda olanaklari kisitli
tutsaklik ortaminda ortaya
citkmis, sinirli ve birbirine
bagimli kitlelerin demonstre
edilisi kirilgan ahsap tekerlek-
ler ve demir parmaklikli dingil

ile olusturulmus, hareket
olgusu yaratmak amaciyla
(hapishanenin manzarasina
gonderme olarak) uzun lastik-
lerle esneklik ve kisitlama
birarada kullaniimistir.

Pacing Back And Forth

It was developed in the central
courtyard under restricted cap-
tivity conditions, the demon-
stration of limited and inter-
dependent masses was
achieved by using fragile wood-

en wheels and a barred axle, in
order to create motion (as a
reference to the scenery of the
prison), by means of long rub-
bers, flexibility and limitation
has been employed together.
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Sinopale'yi ortaya ¢ikartan
soru, Istanbul Bienali gibi
merkezde dizenlenen kilturel
organizasyonlar disinda, ufak
bir kentin sinirli olanaklariyla,
uluslararasi bir sanatgi
katilimini saglayabilecek bir
bienalin Tirkiye'de basaril

olup olamayacagiydi. Merkez-
cevre kopuklugunun tam da
yumusak karnini desen bu
soru, Tlrkiye'de ¢ok uzun
slredir tartisilan, yuksek kaltdr
uretimlerinin cevreye ne kadar
ulasabildigi ve bu anlamda
bienalin kendisinin, ¢cevre halki
icin bir sey ifade edip
etmeyecegiydi.

The question that gave birth to
Sinopale was whether if -apart
from cultural organizations tak-
ing place in the centers like
the Istanbul Biennial-, a bien-
nial organized with the limited
facilities of a small city which
was able to ensure the partici-

pation of international artists,
could be successful in Turkey
or not. This issue, exactly
touching the soft spot of the
disconnection between center
and periphery, had been dis-
cussed for a long time in
Turkey; the question up to
what extent high culture pro-
duction could reach the periph-
ery and whether if the biennial

T



Bienalin ikinci can alici noktasi
ise bu bienalin, Turkiye'de ¢ok
sancili gecen demokrasi ve
insan haklari tarihinin ikonuna
dénismus, yakin tarihe kadar
kullanilan fakat simdilerde bos,
metruk kalan, tarihi Sinop
Devlet Hapishanesi merkezinde
dizenlenmesiydi. Sinop’un
kimlik yapisiyla ilgili bu iki
temel olgu sonucunda bienalin
baslhigl “Sey”di. Sey’in birinci
anlami, belki de ilk defa bir
uluslararasi sanat etkinligini
gbrme firsati bulacak yerli halk-
tan bircok kisi igin
Sinopale’nin, kendilerinin
anlamlandiracagi, tanimlaya-
cag bir sey olacagiyd. ikincisi
de Osmanli Dénemin’den tarihi
hapishane, Selcuklu Devri’'nin

itself in this respect would
mean anything for the sur-
rounding public or not.

The second striking point
regarding the biennial was that
this biennial, was organized in
the center of historical Sinop
State Prison, a place active
until recently but deserted and
abandoned presently. It is a
place symbolized as an icon of
the considerably painful
democracy and human rights
history of Turkey. As a result of
these two main facts related to
the identity structure of Sinop,
the biennial was entitled
“Thing”. Many people from the
local public were probably hav-
ing the opportunity of experi-

encing an international art
event for the first time in their
lives. The first meaning of
“Thing” was that Sinopale,
which would be some “thing”
they could interpret, define by
themselves. Secondly, the
biennial organized in three ven-
ues representing three different
periods namely; the historical
prison from the Ottoman peri-
od, The Pervane Madrasah
from the Seljuk period and the
Ethnography Museum built in
the first years of the Republic,
consisted of the works of more
than 50 artists producing espe-
cially for this biennial, relating
to the history of the city.
Thereby each artwork was rep-
resenting a proposal for the
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effort of unveiling the “thing”s
that remained hidden, unno-
ticed within the memory map
of Sinop.

With no doubt, the most
intense venue of Sinopale was
the prison. Artists carried out
video art, installation and per-
formances in cells, wards and
backyards which had walls full
of slogans, poems, pictograms
engraved by the prisoners.
Together with the production
process and throughout the
preparation process of the
artists, the local public -
posessing no foreign language-,
assisted them mostly commu-
nicating with the help of their
body language. The relation-

Pervane Medresesi ve
Cumbhuriyet’in ilk yillarinda
insaa edilen Etnografya Miizesi
gibi Uc¢ farkli dénemi isaret
eden mekanlarda dlzenlenen
bienalin, kentin gecmisiyle ilis-
ki kuran ve elliden fazla
sanat¢cinin bu bienal igin dret-
tigi islerden olugsmasiydi; her
bir Gretimin Sinop’un bellek
haritasinda ortalt kalmis,
farkedilmeyen seyleri ortaya
cikarma cabasina iliskin bir
oneri sunmasiydi.

Kuskusuz Sinopale’de en sid-
detli alan hapishaneydi. Bu
mekan igin proje tasarlayan
sanatcilarin, duvarlarinda
mahkumlarin kazidigi slogan-
larin, siirlerin, piktogramlarin

yer aldigi hiicrelerde, koguslar-
da ve avlularda gerceklestirdik-
leri video art, yerlestirme ve
performans calismalarinin re-
tim sdrecleriyle birlikte, tim
hazirlik déneminde dil bilme-
den, cogunlukla beden diliyle
anlasarak yabanci sanatcilara
yardim eden yerli halkin
hapishaneyle kurduklari iligki,
Uretimler kadar paylasim ve
etkilesim sirecini de bienalin
icerigine eklemledi. Hapishane
ve diger mekanlar disinda
kentin sokaklarinda da projeler
yer aldi. Bunlardan bir tanesi
benim, sekiz grafik tasarimciyla
gerceklestirdigim bir afis ser-
gisi ve kentin (rahatlama bol-
geleri olarak tanimlayabilece-
gim) restoran, kafe-bar ve kum-
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Ferhad Fouzoni Buket Uygur

Buket Uygur Selen Baser
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Katrin Eberhardt

ship established between the
artists conceiving projects for
this venue and the local pub-
lic, moreover the relationship
established between the local
public and the prison, integrat-
ed the “sharing and interaction
process” into the biennial con-
tent as well. Besides the prison
and other venues, also projects
were done on the streets of the
city. One of these was a poster
exhibition performed by myself
and eight graphics designers,
accompanied by an action plan
involving touristic areas of the
city like restaurants, café-bars
and the beach (places which |
can simply call relaxation
areas).

Ulas Eryavuz
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sayan bir eylem planiydi.

Sergi ve eylemin bashgr “Yerel
Santral Klresel Mezarlik"t1.
Ocak 2006’da Sinop’ta
sonuclari genis 6lcekli bir cevre
felaketine déniisebilecek bir
nikleer santralin kurulmasi

haberi basinda yer almisti. Her --.k:..-... o -h.-_l .-- -
ufak, yerel bolgenin kaderinin i ‘.
merkezden tayin edilme duru- == e
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mu Sinop’ta da karsimiza
cikmisti. Amacimiz sergi ve
eylem planiyla nikleer santrale
karsi olan ve bu konuda
orgutlenmis halki desteklemek,
bienalin bir parcasi olarak,
onlarin yaninda yer aldigimizi
hissettirmek, tim bu oldu bit-
tiye getirilen gelismeler

The title of the exhibition and
action was “Local Plant Global
Cemetery”. In January 2006,
news about a nuclear power
plant to be built in Sinop -of
which the consequences could
cause a large scale environ-
mental disaster- had been

501 T WIRILE ¥OU EAR ¢ -|n|-.-.-||:l:.-rr-u,u-r:~|-u': - rf. ' | reported in the press. The
F B ..-.' - L= issue of “central determina-
tion” of the destiny of every
small local region had also
shown up in Sinop. With our
exhibition and action plan, our
aim was to support the public
already organized against the
nuclear power plant and to let
them know that we were on
their side as part of the bienni-
al. We also through the art-
works wanted to warn those

Umut Sidiak
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karsisinda kayitsiz kalanlari
isler Gizerinden uyarmakti.
Hapishanenin ikinci avlusunun
onikinci kogusunda sergimiz
yer aldl. ilgi tatmin ediciydi.
Sergide iran’dan Ferhad
Fouzoni, Amir Ali Ghasemi,
Almanya’dan Jirgen Hefele,
Kathrin Eberhard, Tirkiye'den
Buket Uygur, Umut Stduak,
Ulas Eryavuz ve Selen Baser
Nejat'in igleri yer aldi. Bu ¢
Ulkeden grafik tasarimci belir-
lememin bir nedeni vardi. Tam
o siirede iran, uranyum zengin-
lestirme projesi ve nikleer
tesislerini arttirma konusunda
ABD ve AB ile politik krize gir-
misti ve iran’dan ilgili yet-kilil-
er, bu gelismeyi tamamen
teknolojik ilerleme icin kul-

who remained indifferent
against the fait accompli devel-
opments. Our exhibition took
place in the twelfth ward of the
second backyard. The attention
was satisfactory. The exhibition
included the works of Ferhad
Fouzoni, Amir Ali Ghasemi
from iran, Jiirgen Hefele,
Kathrin Eberhard from
Germany, Buket Uygur, Umut
Suduak, Ulas Eryavuz and
Selen Baser from Turkey. There
was a reason for me to assign
the graphics designers of these
three specific countries. Just
then, Iran was having a politi-
cal crisis with the USA and EU
regarding issues of the uranium
enrichment project and the
increase in nuclear plants. The

lanacaklarina dair aciklama
yapmislardi. Bu ylzden &nce-
den tanismis oldugum, islerini
takip ettigim, tam da bu
konuyla ilgili sik sik yazistigim
iranli genc grafik tasarimcilara
ne distndiklerini sordum ve
bu tema kapsaminda afis tasar
lamalarini istedim. Sinop’ta
disunulen nukleer santral pro-
jesi mihendislik firmalarinin
agirlikli Alman firmalari oldugu
haberi basinda yer almisti.
Tanidigim iki Alman
tasarimciya, “az gelismis bir
Ulkede oldu bittiye getirilen bu
proje hakkinda ne distindyor-
sunuz?” sorusunu sordum.
istanbul’da yasayan, Tiirk
tasarimci arkadaslarimdan da
konuyla ilgili tasarlayacaklari

Ami Ali Gassami




afislerle birlikte eylem plani
icin proje 6nerisinde bulun-
malarini istedim.

Eylem plani ise az &nce belirt-
tigim gibi turistik alanlari ve
carsi bélgesini kapsiyordu.
Bunlardan bir tanesi, kisa ve 6z
bilgilerle diinyadaki niikleer
santraller ve nlkleer silahlan-
manin tarihgesini aktaran el
brosurleriydi. Brosurleri kent
icindeki diikkan sahiplerine,
gelen musterilerine vermeleri
icin ylksek miktarda dagittik.
Amacimiz, yetkililerin belirttigi
gibi Sinop’ta kurulmasi
disunilen nikleer santral pro-
jesinin sadece “alternatif enerji
uretimi” amacini tagimadigini,
dlinyada Sinop gibi pek ¢ok

Involved authorities of Iran,
had made a statement that
they would take advantage of
this development completely
for the sake of technological
progress. Therefore | asked
young graphic designers from
Iran which | had met earlier,
whose works | had been follow-
ing and with whom | had been
already frequently correspon-
ding on exactly this subject,
what their opinion was and
requested them to design a
poster within the context of
this theme. It appeared in the
newspapers that the majority of
the engineering companies to
work for the nuclear power
plant project that was planned
to be built in Sinop were of

ufak yerlesim alanina cesitli
gerekcelerle eszamanli bir
surecte nlkleer santraller insa
edildigini, Sinop’un ise bu
butlinin bizim goérebildigimiz
bir parcasi olduguydu. iran ve
Rusya ile niikleer enerji Gretimi
konusunda krize girmis ABD ve
AB’nin bolge cografyasindaki
nikleer gelismeler alaninda
hakim olmak ve kontrol noktasi
olusturmak adina, risk ve cevre
kirliligi faktorlerini hice sayarak
bdyle bir projenin arkasinda yer
almasini, Sinop’un soguk savas
déneminde bir Amerikan Gssi
olarak kullanildigini ve bu
slire¢ icinde Sinop’un tiim
civar kentlerden tecrit edilerek
konumlandirildigini hatirlatarak
aktardik. Batin bunlarin

German origin. | asked two
German designer friends of
mine what they were thinking
about this project planned for
fait accompli an underdevel-
oped country. | also asked my
Turkish designer friends living
in Istanbul to make a project
proposal for the action plan
together with the poster they
would design on the subject.

The action plan on the other
hand, as | have mentioned ear-
lier, was involving touristic
areas and the market place.
One of these, was the booklets
based on short and essential
information a narrating on the
history of nuclear power plants
and nuclear arming all over the

Ozetinde, nikleer enerji santrali
ile ilgili halk tarafindan kabul
edilmis mevcut bilgiyi yeniden
ele aldik; gerek bu konu
hakkinda ¢ikmis yazilar, gerek
cevreci kuruluslarin elindeki
carpici veriler lizerinden, halka
aktarilmayanlari broslre
yansittik. ikinci olarak restoran-
larda servis edilen yemeklerin
Gzerlerine kirdan bayraklar
dikerek miudahale ettik.
Bayraklarda “Simdilik
Nikleersiz” ve “Sinop'ta
Nikleer Santral istemiyorum!”
sloganlari yer aliyordu.
Amacimiz, sahildeki restoran-
larda eglenerek yemek yiyen
yerli halki veya turistleri irite
etmek; sirecten haberdar
etmekti. Ayni sekilde barlarda

world. We distributed the book-
lets in high numbers to shop
owners in downtown and asked
them to hand these to their
customers. Our aim was, to
show that the nuclear power
plant to be built in Sinop, did
not only intend for an “alterna-
tive energy production” as
pointed out by the authorities,
but that nuclear power plants
were being built in many other
small areas (like Sinop) in the
world simultaneously -based on
various justifications-, and that
Sinop was only a part of the
whole picture that we were
able to see for the time being.
We reminded by our narration,
the facts that; even though
they had landed in the middle
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of a crisis with Iran and Russia
on the issue of nuclear energy
production, USA and EU, for
the sake of dominating nuclear
development of the regional
geography and creating a con-
trol point, were supporting
such a project, completely
ignoring, disregarding the risk
and environmental contamina-
tion factors. Also we reminded
them, that Sinop had been
used as an American base dur-
ing the cold war period which
brought about sort of an isolat-
ed status for the town among
all its neighboring cities in
those times.

In brief, we reconsidered pres-
ent information accepted by

birayla sunulan, “Sinop’ta
Niikleer Santral istemiyorum!”
sloganli bardak altliklari tasar-
ladik. Hepsinin toplamda soyle-
mek istedigi mesaj, rahatla-
manin zamani degil, eylemin
zamaniydi. Batin bu eylemleri,
yerel esnaf ve restoran sahip-
lerinin ilgisi ve destegiyle, bir-
likte gerceklestirdik. Bu anlam-
da, eylemin basarili sonug-
landigini s6yleyebilirim.

Soguk savas déneminde
ABD’nin Ussu olarak
kullaniimis ve bu gecmisin
izlerini hala taslyan, tarihi
hapishanesiyle merkezin tiim
yaptirim giicinin goéruldigi
Sinop’ta diizenlenen
Sinopale’nin, sosyolojik ve

the public regarding the
nuclear power plant, we
reflected those that were not
presented to the public onto
the booklet by using both the
publications done on the sub-
ject and the remarkable data
obtained by environmentalist
institutions. Secondly, we
made an intervention by put-
ting toothpick flags on the food
that was served in restaurants.
The flags were bearing the slo-
gans “For the time being no
nuclear energy” and “l don't
want a nuclear power plant in
Sinop!” We were intending to
irritate the local public or
tourists dining with amusement
in the restaurants along the
coast, to inform them about

psikolojik agidan travma gecir-
mis yerel halkin rehabilitas-
yonuna katki sagladigini
sdyleyebilirim. Bu bakimdan,
gerek uluslararasi alandan
sanatcilarin, gerek yerli halkin
etkinlige katilimiyla ilgili
tanimlayabilecegim en énemli
sey, Sinopale’nin kollektif bir
ruhun giciyle gerceklestigidir.
Ve herseyden sonra, tim
gelismekte olan lke
insanlarinin “hayati daha
insanca yasama” Umidiyle,
sanatin ve tasarimin belki de
en temel meselesi olan
“hayatin kendisini
insanlastirma” olgularinin, birer
iletisim mecrasi olan Uretimler
merkezinde bulusmasi,
kesismesidir.

Selen Bager



Jurgen Hefele

the process that was going on.
Similarly we designed coasters
bearing the slogan “l don’t
want a nuclear power plant in
Sinop!” to be served together
with beer in bars. The message
of this entire production was
that it was not time for relaxing
but time for action. We carried
out all these actions together,
with the involvement and sup-
port of local tradesmen and
restaurant owners. In this
respect, | can say that our
action was a success.

| can say that Sinopale; organ-
ized in the city of Sinop, a city
that has been used as the base
of USA during the cold war
period, a city still carrying the

traces of its past and a city
with a historical prison where
the sanction power of the cen-
ter can obviously be tracked,
has made a contribution to the
rehabilitation of the local pub-
lic who had undergone a socio-
logical and psychological trau-
ma. In this regard, the most
important thing | can define,
related to the participation of
both artists from international
arena and local public in this
event, is that Sinopale took
place as a result of the power
of a collective spirit. And after
all, “living a life under more
humanly conditions”, the hope
of all the people of developing
countries and -the probably-
main issue of art and design
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“humanizing life itself” meet
and intersect at the center of
the productions, each a com-
munication channel for itself.



Sinoplu “Sinopale”nin
yolunu ararken, sanati
kesfetti.
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The inhabitants of Sinop
have discovered art while
trying to find the way to
the “Sinopale”.
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Beden, Hareket ve Farkindalik

Atdlye, bedeni parcalara ayirip
bitlinligund yeniden kurarak
bedenin agirlik merkezi ve yer
cekimi ile iligkisini arastirip,
bunun i¢csel mekan ve zaman
algisi tizerindeki etkisini duyu

organlarina yonelik egzersizlerle
zenginlestirmeyi hedefler.

Hedef kitle: Yetiskinler, gencler
olarak gruplandirilabilir.

Sdre: 3-5 gilin, 2 saat.

Mekan: Zemini elverigli,
hareket calismasina uygun
bir salon.

Body, Movement and Awareness

Workshop’s aim is to search for
the body’s relationship between
the body’s center of gravity and
the earth’s gravity by dividing
the body into pieces then
reconstituting its wholeness;

and enrich its effect on inter-
nal locality and time percep-
tion with exercises which are
intended for the sensorial
organs.

Target audience: It can be cat-
egorized as adults and adoles-

cents.

Duration: 3-5 days, 2 hours.
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Location: a saloon which has a
convenable ground and is suit-
able for a movement study




Atdlyeler -Workshops / Seyit Saatci

Karikattr Atolyesi / Cartoon Workshop
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Tesekkirler

Informal Gorgiin Network ve Avrupa
Kiltar Dernegi, Sinopale, Birinci
Uluslararasi Sinop Bienali'nin gergek-
lestiriimesine destek veren

kurum ve kuruluglara tegekkir eder.

Ozel Tesekkir
Sayin Ozgiir Ozarslan’a 6zel

tesekkirlerimizi sunariz.

Tesekkirler

Tirkiye

Canan Beykal, Handan Bériitegene
ipek Duben, Ferhat Ozgir

Emre Koyuncuoglu, Su Giines Mihladiz
Sevi Algan, Dilek Dervisoglu
Senem Oluz, Hasan Elhakan
Handan Cogkun, Zafer Gecegoriir
Mustafa Karabiyik, Can Tugcuoglu
Ata Unal, Aris Nalci, Murat Ertel
Cigdem Borucu, Fulya Tekin

Thanks

Informal Goérglin Network and European
Cultural Association would like to thank
the institutions and corporations whose
valuable contributions has made the
Sinopale 1. International Sinop Biennial

possible.

Special Thanks
Ozgiir Ozarslan

Thanks to All Artists

Turkey

Canan Beykal, Handan Bériitecene
ipek Duben, Ferhat Ozgiir

Emre Koyuncuoglu, Su Giines Mihladiz
Sevi Algan, Dilek Dervisoglu
Senem Oluz, Hasan Elhakan
Handan Cogkun, Zafer Gecegdriir
Mustafa Karabiyik, Can Tugcuoglu
Ata Unal, Aris Nalci, Murat Ertel
Cigdem Borucu, Fulya Tekin

Alparslan Baloglu, Miirteza Fidan
Lerzan Ozer, Mohag Yiicel, Suna Suner,
Aylin Kalem, Ekmel Ertan, Ozlem Alkig
Avusturya

Monochrom, Gue Schmidt
Almanya

Juliane Stiegele, Jiirgen Hefele
Belcika

Eric Van Hove

Nezaket Ekici, Walter Bergmoser
Tobias Hering

Hollanda

Yael Davids, Andre van Bergen
Monali Meher, Orgacom
italya/ltaly

Antonio Riello
ingiltere/UK-WALES

Marc Rees, Neil Davies

Japonya

Nobuho Nagasawa

Macaristan

Roza El Hassan, Tamas Oszvald

Alparslan Baloglu, Mirteza Fidan
Lerzan Ozer, Mohag Yiicel, Suna Suner,
Aylin Kalem, Ekmel Ertan, Ozlem Alkig
Austria

Monochrom, Gue Schmidt
Belgium

Eric Van Hove

Germany

Juliane Stiegele, Jiirgen Hefele
Nezaket Ekici, Walter Bergmoser
Tobias Hering

Holland

Yael Davids, Andre van Bergen
Monali Meher, Orgacom

Italy

Antonio Riello

UK-WALES

Marc Rees, Neil Davies

Japan

Nobuho Nagasawa

Hungary

Roza El Hassan, Tamas Oszvald

Grcistan

Nadia Tsulukidze, Sophia Tabatadze
Next Future

Kdratér: M. Sinan Niyazioglu,

Umut Stdiiak , Ulag Eryavuz,

Buket Uygur , Katrin Eberhard, Amirali
Ghasemi, Ferhad Fouzuni, Selen Bager
Video Havuzu

Ahmet Sogutitoglu, Mehmet Ercan
ilknur Alparslan, Tuba Oguzalp

Last Minute!

Nazar Sigaher, Burcu Yagcioglu

Murat Ozelmas, Ece Kalabak

Tesekkdrler

TC Kaltr ve Turizm Bakanhgi

TC Kulttir ve Turizm Bakanhgi Sinop Il
Kaltdr Madarlaga

Sinop Belediye Bagkanligi

Sinop Ticaret ve Sanayii Odasi
Sinop’lu Isadamlari Dernegi

Istanbul Italyan Kaltar Merkezi

Georgia

Nadia Tsulukidze, Sophia Tabatadze
Next Future

Curator: M. Sinan Niyazioglu,

Umut Stdiak , Ulag Eryavuz,

Buket Uygur , Katrin Eberhard, Amirali
Ghasemi, Ferhad Fouzuni, Selen Bager
Video Pool

Ahmet Sogitlioglu, Mehmet Ercan
ilknur Alparslan, Tuba Oguzalp

Last Minute!

Nazar Sigaher, Burcu Yagcioglu

Murat Ozelmas, Ece Kalabak

Thanks

TC Kilttir ve Turizm Bakanligi

TC Kalttr ve Turizm Bakanhgi Sinop Il
Kiltdr Madarlaga

Sinop Belediye Bagkanligi

Sinop Ticaret ve Sanayii Odasi
Sinop’lu Isadamlari Dernegi

Istanbul Italyan Kiltir Merkezi



Simge Antalis-

Beko

Ayem Tekstil

Turital

Onurlar Insaat ve Pazarlama
Onurlar Marin

Onurlar Kollektif Sirketi
Kayke Tekstil

Kumsal Hotel

Delphi - Atilim Motorlu Araglar Ltd.$ti.

Aytag Kuafér

Destek veren kisilere tesekkir ederiz:
Zeki Yiimazer, Payende Gérgiin

Ali Yilmaz, Irfan Onur, Orgun Onur
Hale Oguz, Cemalettin Kaya, Osman
Onur, Biike Onur, Ceren Yiicel, Aslan
Yilmazer, Fatma Nur Yilmazer
Nesibe Arabaci, Aytag Sahin

Simge Antalis

Beko

Ayem Tekstil

Turital

Onurlar Insaat ve Pazarlama
Onurlar Marin

Onurlar Kollektif Sirketi
Kayke Tekstil

Kumsal Hotel

Delphi — Atilim Motorlu Araglar Ltd.$ti.

Aytag Kuafér

Destek veren kisilere tesekkiir ederiz:
Zeki Yiimazer, Payende Gorglin

Ali Yilmaz, Irfan Onur, Orgun Onur
Hale Oguz, Cemalettin Kaya, Osman
Onur, Biike Onur, Ceren Yiicel

Aslan Yilmazer, Fatma Nur Yilmazer
Nesibe Arabaci, Ayta¢ Sahin

Dizenleme Kurulu

Sinopale Proje Konsepti:

T. Melih Gorglin

(Informal Gorgiin Network)

Genel Sanat Yonetimi

T. Melih Gorglin (sanatgi, kirator),

Beral Madra (kiratér, sanat elestirmeni,
BM Gagdas Sanat Merkezi kurucusu),
Dr. Vittorio Urbani (kiratér, Nuova Icona

kurucusu-Venedik)

Danisma Kurulu

Zeki Yiimazer (Sinop Belediye Bagkani),
M. Mahir Namur (Avrupa Kdltiir Dernegi
Bagkani), Rahmi Aksungur (SanatgI,
MSGSU Rektdri)

Genel Koordinatér

Elif Kuli

Basin iligkileri

Niltfer Stliiner, Aytal Bilen, Isil Yenersoy

Organizing Body

Consept of Sinopale:

T. Melih Gérgiin

(Informal Gorglin Network)

Artistic Directors

T. Melih Gorgtin (sanatgi, kirator)

Beral Madra (kiiratdr, sanat elestirmeni,
BM Gagdag Sanat Merkezi kurucusu)

Dr. Vittorio Urbani (kiiratér, Nuova Icona

kurucusu-Venedik)

Advisory Board

Zeki Yilmazer (Sinop Belediye Bagkani),
M. Mahir Namur (Avrupa Kiltiir Dernegi
Bagkani), Rahmi Aksungur (Sanatgi,
MSGSU Rektdri)

General Coordinator
Elif Kuli

Public Relations

Niltifer Stiliiner, Aytiil Bilen, Isil Yenersoy

Merkez Asistan
Suzan Atasever
On Hazirlik Ekibi

Deniz Erbag, Tamer Aslan

Proje Asistanlari

Ufuk Kilig, Hikmet Nakilcioglu

Sergi ve Sanatci Asistanlari

Necmi Giirblz, Alparslan Karaaslan
Burgcak Konukman, Giingdr Erdem
Erdem Dilbaz, Zerrin Dirihan

Doga Bas, llker Bag, Emre Yalgin
Sitkican Saragoglu, Anil Bagoglu

Alican Yilmazer, Levent Yilmaz

Asistant
Suzan Atasever
Preperation Group

Deniz Erbag, Tamer Aslan

Project Asistants
Ufuk Kilig, Hikmet Nakilcioglu

Exhibition and Artists Assistants
Necmi Giirbliz, Alparslan Karaaslan
Burgak Konukman, Giingdr Erdem
Erdem Dilbaz, Zerrin Dirihan,

Doga Bas, llker Bag, Emre Yalgin,
Sitkican Saracoglu, Anil Bagoglu,

Alican Yilmazer, Levent Yiimaz
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Sinop Hapishanesi / Pervane Medresesi / Etnografya Miizesi / Sehir Merkezi

Sinop Penitentiary / Pervane Medresesi / Etnography Museum / City Centre
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