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Genlesme

Toplumsal gerceklik, uzun bir ddnem siyasal bakimdan ¢6ziimlenerek anlamlandirildi.
Sonrasinda sanayilesme ve kapitalizm, siyasal otoriteden kurtularak toplumsal bicimlenmenin
esasi olarak belirdi. Bu esaslar tizerinden gelismis olan giinimiiz toplumsal paradigmasinin
krize girip dagilmasiyla ortaya ¢ikan kaos, bizleri bir yandan hicbir toplumsal ayara gelmeyen
siddet, savas ve pazarin egemenlidine sokarken, bir yandan da toplulukguluklarin kimlik
saplantisiyla karsi karsiya birakmaktadir. Yasanmis deneyimlerimizin biylk bir bolimiind
goblgede birakan ekonominin ve toplumsal kategorilerin (farkh kimlik parcalari) yaratmis
oldugu kaotik durumdan ¢ikabilmek icin artik yeni bir paradigmaya gereksinim duyulmaktadir.
Bu anlayis, Alain Touraine’in de ifade ettigi gibi; yikip yeniden kurarak, kendisini dondiistiiren
i-lerlemeci bati modernciligi degil de, birbirinden farkli kiltiirel ve toplumsal alanlari
bagdastiran modernlesmenin birbirinden ayrilmasiyla ortaya ¢ikan cogulcugelismeci
(evrilmeci) bir modernlik olarak belirmektedir glinimiizde. Artik higbir toplumun
modernlesmesinin modernlikle 6zdeslestirilemeyecegi ve her toplumun kendi
modernliginden s6z edilebilecedi bir doneme girmekteyiz.

Glinimuzde kiresellesmenin yarattigi aidiyetkimlik spazmi, kamusallik, kamusal mekan,
kiltur ve eylem gibi kamusal yasami olusturan unsurlarin daha cesitli ve zengin olmasiyla
birlikte, ortak yasam daha karmasik ve sorunlu bir hale déniismektedir. Bu sebeple artik bizler
sz konusu genlesmeler icerisinde birey olarak var olmanin stratejilerini gelistirmek
zorundayiz.

Modernligin asli unsuru olan demokratiklesme, kiresellesen toplumsal hayatimizdaki
temsil sorunu, bizleri tiirdesligin illetiyle bas etmek zorunda birakmaktadir: kimliklerin
(toplumsal kategorilerin) ice biiklilmesiyle, insanin birey olma hakki sorunlu hale gelmektedir.
Bu kimlik bizismelerine karsi insan, birey olarak kendine dayal kendi bilincini nasil
edinebilecek, nasil kendini ortaya koyabilecek ve varlik olarak kendisini nasil
yapilandirabilecektir: 6zne olmadan toplumsal hareketler canlandirilamaz ve 6zgurlikler

korunamaz. O halde toplumsal yasamin toplumsal paradigmasinin bu kriz halinden
ctkabilmesi icin, kimlik saplantisiyla bozulmus 6zne fikrinin arindiriimasi ve 6znenin yeniden
kurulmasi gerekmektedir. Bdylelikle icine girmis oldugumuz diinyada en ¢ok kisisel 6zneden
ve kilttrel hareketlerden s6z edebiliriz.

S6z konusu olan, kiltirlerin birbirleriyle iletisim kurmasi icin gereken seylerin kesin bir
bicimde belirtilmesi degil, kiltiirler arasi farkhiliklarin bilincinde olmak ve bireyin kendi
davranislarini kendi kendine degerlendirmeye yonelik bir araca donlisturebilmesidir: Burada
6nemli olan kiiltiirlerin birbirleriyle uyumlu olup olmadigini gérmek degil, bireylerin bir
kiltirden ve bir toplumdan &tekine gegis sirasinda kendilerini birer 6zne olarak nasil
yapilandirdiklaridir.

Goriinen o ki glinlimizde toplum diistincesi, bizleri 6zellikle kiiltiirel sorunlar
cercevesinde diizenlenmek zorunda birakmaktadir. Artik glincel konumuz, bir paradigmadan
digerine yani ortak hayat hakkindaki toplumsal bir dilden, kiltirel bir dile gegisi icermektedir.
Dolayistyla modernligin temel ilkeleri ile kiiltiirlerin kisisel ve ortak yasama miidahale
sekillerinin gesitliligi arasindaki uyumlulugun hangi kosullarda saglanabilecegi 6nem
kazanmaktadir.



Social reality has long been given meaning by way of political analysis. Afterwards, the
industrialization and capitalism have been freed from political authority and appeared
as the essence of social formation. Today’s social paradigm has been developed upon
these basis and the recent crisis and dismantling of this paradigm makes us expose

a chaos, which results in: (i) the hegemony of uncontrollable violence, war, and
market ideology; (ii) the obsession of identity of collectivisms. There is a need for a
new paradigm in order to overcome the chaotic condition engendered by the social
categories (several identity pieces) and economy, which overshadow a large proportion
of our true stories. Rather than a progressive Western modernity that transforms

itself by means of reconstruction, this understanding, as Alain Touraine also states,
appears as a pluralist-evolutionist modernity, which is developed by the dissolution

of modernization adapting different cultural and social terrains. It is not possible to
identify modernism with a particular society’s modernization anymore. We are into a
new era in which every single society can define its own modernity.

Despite the multiplicity and abundance of public life elements such as spasm of
belonging-identity, publicity, public space, culture, and practice, due to globalization,
the common daily life gets more complicated and problematic. For this reason, we have
to develop strategies for existing as individuals within these expansions.

Democratization as a fundamental element of modernity and the problem of
representation in globalized social life oblige us to cope with the malady of uniformity:
with the incurvation of identities (social categories), human beings’ right to be
individuals become problematic. Against these identity contractions, one has to find a
way to develop her own self-dependent consciousness, express herself, and structure
herself as a being: in the absence of agent, social movements cannot be revived and
freedoms cannot be protected. In order to overcome this very crisis of the paradigm

of the social life, subject should be reconstructed and refrained from the obsession of
identity. This way only, it will be possible to mention individual subjects and cultural
movement in this new world.

It is not the definitive specification of components necessitated for the
communication of cultures but the consciousness of differences between cultures and
the transformation of an individual into a self-evaluative tool for her own actions. It
is not a matter of observing the compatibility of cultures: what matters is the self-
reconstruction of individuals as agents through the transition from a culture - and a
society - to another.

It appears that today’s idea of society makes us work in the frame of cultural
problematics. Our actual main issue is to investigate a paradigm shift, which can be
described as a transition of common daily life from a social language to an cultural one.
Consequently, the conditions that will ensure the coherence between the fundamental
principles of modernity and the interference of cultures into individual and common
life gain significant importance.



BERAL “Seylerin Yeni Dlzeni” ile agik¢a Foucault'nun bashgini 6dling aliyoruz ve Tlrkiye'nin en kuzey
MADRA ucunda bulunan tarihsel sehir Sinop'ta baslatilan bu sanatsal ve kiiltlrel etkinlik baglaminda
ona saygimizi géstermek istiyoruz. Baslkta “yeni” sézcligiini kullanarak sinirlarimizi asmak ve

SANAT ELESTIRMEN], Foucault'nun bilgeligine baskin citkmak niyetinde olmadi§imiz apacik. Bu “yeni” kavrami
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cagda, kendimizi glindelik yasantimizi ve biitiin yasamimizi etkileyen “siyasi, ekonomik ve
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klturel yeni”yi sorgulamak zorunda hissediyoruz. Nicholas Bourriaud Karen Moss’la yaptigi
gorismede’ sunlar séylemis: “Yeninin bugiinkl baskis, tarihte oldukga yeni bir durum. Ama
bu ylizyillar boyunca sanatgilar icin belirleyici bir sorgulama olmadi. Ve bu onlarin bazi seyleri
tekrarlamalarina yol agmadi. Vermeer ve Velasquez gibileri yeni seyler yaptilar ama 6zellikle
“yenilik” hakkinda diistinmediler ¢iinkl bu onlar icin deger tasimiyordu. Bir deger olarak yeni,
simdilerde ortadan kaybolmus bir sey.” Dolayisiyla, “yeni” kavramini kullanarak ve sanatgilarin
yeni bir seyler yapmadigini bilerek, halkin seylerin yeniligi hakkindaki celiskili uzlasimlarina
meydan okuyoruz.

Bir sanat ve kiiltur etkinligi dlizenlemek anlaminda yeni bir sey yapmiyoruz. Aslinda bu
etkinlik de yerel kiiltiirlerin korunmasi ve tesvik edilmesine iliskin kiltir politikalarinin getirdigi
bir zorunluluk olarak bircok kiiciik AB kentinde gerceklestirilenlerle cok benzesiyor. Nitekim,
glic etkilesimindeki yoneticiler ve yonetimlerle dolu gegmisiyle Sinop, Tiirkiye'deki ve Karadeniz
boélgesindeki en sembolik sehirlerden biri ve seylerin her tiir basmakalip diizen ini yansitiyor.
Sinop'un tam da bu muglak siyasi tarihi ve mevcut durumu, bizi seylerin diizeni hakkinda
dustinmeye sevkediyor. Foucault'nun kitabinin alt bashgi, “insan bilimlerinin arkeolojisi” ve
burada Foucault'nun baslica degindigi alanlar sosyoloji, emek, dil ve dogayi da iceren kiiltrel
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tarih. Bu alt baslik, ayni zamanda bir sanat etkinligini sosyoloji, kiiltlir ve cevre konulariyla da

ilgilen mek tizere kullanma amacimizi vurguluyor.

Yorumculara gére? Foucault mevcut diizene saldirmakla fazlasiyla mesguldi. Bugiini
acimasizca sucluyor ve her seyi bastan yaratmak tzere kiskirtici 6neriler getiriyordu. Foucault
her ne kadar mevcut dlizenin stratejilerine karsiysa ve bu diizeni en zayif noktalarindan
vuruyorsa da, bunu bu diizeni bir baskasiyla degistirmek lizere yapmaz. Onun icin tek secenek
karsi olmaktir ve bu siirekli karsithk bir tiir devamh devrimdir.

Savaslarin, krizlerin, ekonomik manipilasyonlarin ve dini inang catismalarinin hikiim
stird(igu bir bolgedeki istikrarsiz ve muhafazakar kiltiir endistrisinin icinde yasayan sanatcilar,
klratorler, sanat uzmanlari olarak biz de standart bir calisma bicimi olarak siirekli karsitliga
inaniyoruz. ilk Sinop Bienali'nde, halkta giindelik hayatlarina bir seyin girecegine dair
farkindalik yaratmak amaciyla “Sey” bashgini kullandik; cagdas sanatin farkl stratejilerinin
toplami (performanslar, calistaylar, mekana bagli isler ve tartismalar) olan bir “sey”. ilk
Sinopale’nin kendi olumlu yansimalarini yarattigini ve bunun sonucu olarak da bu yil yerel
kurumlarin ve bireylerin daha istekli bir sekilde isbirligi yapacaklarini diistiniiyoruz.

Bir bakima, Karadeniz bélgesinin ortak belleginde halen egemen olan gecmis diizenlerin
devamlili§ini sekteye ugratan etkenler olarak rol almak istedik. Ya da, seylerin mevcut
diizeninin etkisi Gzerine farkindalik yaratici bir rol Gstlenmek istedik. 20. ylizyilin ikinci yarisi
boyunca, Karadeniz civarindaki etnik, folklorik, gelenek sel, cografi benzerlikler ve egilimler,
kentlerin ve sakinlerinin birbirlerinden yalitilmasinin éniine gecemedi.Sovyet Rusya ve Birlesik
Devletler tarafindan sartlanan kutuplasma ve dayatma diizeni, Sovyet Rusya’nin diistisiinden
beri degisti ve arkasinda kendilerini yeni diizenlere, komsuluk iliskilerine ve siyasi, ekonomik,
klturel iletisime bastan alistirmasi gereken ulkeler birakti. Simdiye kadar politikacilar ve
birokratlar, bolgesel isbirligini ve bélgedeki glivenlik ve istikrarin Gnemli bir unsuru olan ve
halledildigi takdirde bélgesel isbirliginin gelistirilmesi tizerinde ciddi bir etkisi olacak olan

“donmus ihtilaflar” olarak adlandirilan sorunlarin ¢céziimiini savundular®. Bu konuda Biikres'te



Evidently, with “The New Order of Things” we borrow Foucault’s title and would like
to revere him within this artistic and cultural event launched in Sinop, the historical
town at the northernmost point of Turkey. It is self-evident that by using “new” in the
title we are not intending to exceed our limits and trying to surpass Foucault’s wisdom.
This “new” is employed possibly as an ambiguous term to imply the vanity of the
contemporary art system to continuously advocate the newness in art making, but also
as a skeptical reflection on the state of political and economical affairs in our territory.
In the age of inventing “a new” every five minutes, which sometimes turns out to be
a new crisis, we feel obliged to question the “political, economical and cultural new”
that effects our everyday and lifetime. Nicholas Bourriaud, in his interview with Karen
Moss, said®: “This pressure of the new is something which is quite new in history. But it
was not a determinant interrogation for artists for centuries. And it didn’t make them
repeat things. People like Vermeer and Velasquez did new things, but they didn’t think
about “newness” specifically because it was not of value for them. The new as a value is
something which is gone now.” Thus, by using “new” and knowing that artists are not
doing new things, we challenge the public’s paradoxical conventions on the newness of
things.

We are not doing anything new in the sense of organizing an artistic and cultural
event. In fact, it is very similar to the ones that are being realized in many small
towns of EU, as an obligation to the cultural policies related to the preservation and
stimulation of local cultures. Thus, with its heavily loaded history of power interactions
between rulers and governments, Sinop is one of the most emblematic cities in Turkey
and in the Black Sea region as it reflects all kinds of stereotype orders of things. It is
precisely this ambiguous political history and the present status of Sinop that leads us
to think about the order of things. The subtitle of Foucault’s book is “an archaeology

of the human sciences” and Foucault is referring mainly to sociology, cultural history
incorporating labor, language and nature. This subtitle is also pointing out our goal to
use an art event to deal with sociology, culture and environment.

According to interpreters? Foucault was very much involved in attacking the
existing order. He mercilessly convicted today and made provocative proposals of
creating everything from the beginning. While he is against the strategies of the
existing order and hits this order at its weakest points, he is not doing this to replace
this order with another one. For him, the only alternative is to oppose and this
continuous opposition is a kind of constant revolution.

Living as artists, curators, art experts of an unstable and conservative culture
industry in a region of wars, crisis, economic manipulations and clash of religious
convictions, we agree to continuous opposition as a standard way of working. In the
first Sinop Biennale, we employed the title "The Thing” with the intention to make
the public aware that something will enter into their daily life; this something being
the sum of different strategies of contemporary art (performances, workshops, in
situ works and discussions). We suppose that this first attempt had its positive
reverberations, so that this year we will have a more eager collaboration with local
institutions and individuals.

In another way, we wanted to play our role as interrupting agents on the continuity
of the orders of the past still prevailing in the collective memory of the Black Sea
region. Or, to play our role in creating awareness on the impact of the present order
of things. Throughout the second half of 20t century, the ethnic, folkloric, traditional
and geographical similarities and affinities all around the Black Sea could not prevent
the isolation of the cities and their inmates from each other. The order of polarization
and imposition conditioned by Soviet Russia and United States has changed since the
fall of the Soviet Union, leaving behind countries that should habituate themselves



2006'da imzalanmis kapsamli bir iyi niyet bildirgesi mevcut 4. Ancak bélgenin jeopolitik ve
ekonomik haritasinin yeniden sekillendirilmesi, bolge insanlari icin pek de yeni olasiliklar
getirmeyen yeni gerceklikler ve yeni uluslararasi iliski yapilanmalarini ortaya ¢ikardi. Bu yeni
haritaya bakinca, bolgedeki algi, kaygi ve umutlar halen kafa karistirmaya devam ediyor.
Kendini diinyaya agma siireci, bir demokrasi ve pazar ekonomisi insa etmekten gegiyor ama
ayni zamanda icinde de ciddi milletlerlstl tehditler veya diizenler barindiriyor: Yoksullugun
yeni bicimleri, neomilliyetcilik, terérizm, islami asirilik ve uyusturucu trafigi, vb gibi.

ilk Sinopale bize, Sinop halkinin cagdas sanati, bellegini ve giincel olaylar kurcalamak icin
yeni bir arag olarak kesfettigini gosterdi. Bellek; kenti Radar Merkezi olarak kullanan (1954-
1993) Soguk Savas stratejileriyle doluyken, simdi de giincel olaylar, ayni kenti bir Nikleer
Santral adayi haline getiriyor. insanlarin bélgenin dogal kaynaklari ve cevre harikalarn hakkinda
cok bilingli olmasi ve bunlari korumak tizere biraraya gelmesi bizim agimizdan sasirticiyd.
Sinop'ta konaklayan sanatcilar tarafindan yaratilan yapitlar, bu insanlar icin anlamli bir
distinme diizlemini gézler 6niine serdi.

Biz bu metni sanatgilara ve sanat uzmanlarina Tlrkiye'de sliren bir kriz sirasinda sunuyoruz.
Birliklerimiz Kuzey Irak'a girdi ve Kirt ayrilikgilarla savasiyor. Toplum tiirbani savunan veya ona
saldiran iki tarafa boltindl. Cagdas sanat bu karisikligin icinde nedir? Blytik olasilikla
Turkiye'deki, bélgedeki ve diinyadaki seylerin diizeni tzerine sirlip giden bir tartisma. Bu, farkl
gecmislere ve gorislere sahip tlim insanlara acik gorsel bir dil oyunu. Memnuniyetin biytik
kismi, bu oyunun katilimcisi olmaktan kaynaklaniyor ancak bunu yaparken, kisinin dili
anlamaya calismasi sartiyla. insanlar sanatin diline vakif olabilmek icin sanat ve sanat tarihi
okurlar. Ve Sinopale de, bu bilgi birikimini insanlara aktarmada kullanilan araglardan biri.

1 http:/lwww.stretcher.org/archives/i1_a/2003_02_25_i1_archive.php

2 Allan Megill, Asinligin Peygamberleri (Prophets of Extremity), Cev.Tuncay Birkan, Bilim ve Sanat Yayinlar (1998), 5.292-299

3 http:/lwww.bsec-organization.org/main.aspx?ID=Chairmanship

4 http:/lwww.blackseaforum.org/joint_declaration.html



into new orders, into neighborhood relations and political, economic and cultural
communication. Up until now, politicians and bureaucrats advocate regional
cooperation and resolution of the so called “frozen conflicts” which is an important
factor of security and stability in the region and would have a serious impact upon

the development of the regional cooperation®. There was a comprehensive declaration
of goodwill signed in 2006 in Bucharest®. However, the reshaping of the geopolitical
and economical map of the region generated new realities and new configuration of
international relations, which not necessarily brought new prospects for the people
of the region. The perceptions, concerns and hopes in the region with regards to this
new map are still perplexed. The process of opening itself to the world goes through
building a democracy and market economy, but also through serious transnational
threats — or orders - such as new forms of poverty, neo-nationalism, terrorism, Islamic
extremism, and drug trafficking etc...

The first Sinopale has shown us that the public in Sinop discovered contemporary
art as a new medium to deal with memory and current affairs. The memory is loaded
with Cold War strategies using the city as the American Base (1954-1993), whereas the
current affairs make the city the candidate for a nuclear plant. To our astonishment,
people were very much conscious of the natural resources and environmental wonders
of the region and were organized to defend them. The artworks, created by the artists,
who practically made residencies in Sinop, displayed a platform of relevant thinking
for these people.

We present this text to the artists and art experts during a crisis in Turkey. Our
troops have entered Northern Iraq and fighting with Kurdish separatists. The society
is divided into two camps defending or attacking the headscarf. What is contemporary
art within this turmoil? In all probability it is an ongoing discussion about the order

of things in Turkey, in the region and in the world. It is a visual language game open

to all people with different backgrounds and opinions. A large part of the pleasure
comes from participating in this game, however, with the condition that one tries

to understand the language. People study art and art history to gain access to the
language of art. And, Sinopale is one of the tools to bring this knowledge to the people.

1 http:/lwww.stretcher.org/archives/il_a/2003_02_25_i1_archive.php

2 Megill, Allan, “Asiriligin Peygamberleri (Prophets of Extremity)”, Trans. Tuncay Birkan, Bilim ve Sanat Yayinlari, istanbul, 1998, p. 292-299

3 http:/iwww.bsec-organization.org/main.aspx?ID=Chairmanship

4 http:/lwww.blackseaforum.orgl/joint_declaration.html



DIMITRINA Bienalin bir pargasi olan serginin berrak bir sekilde ifade edilmesi nasil olur ve degisik

SEVOVA cografyalardan gelen sanatcilarin ve kiiratoryel takimin potansiyeli nasil gelisir? Sergi, ilk
bakista sanat dlinyasinin haritasinda 6nemsiz gibi géziiken bir yerde- baskentten uzakta,
bitlin algakgonulliltguyle sosyal cografyasini sunan, halkla etkilesimli ve ticari amag
glitmeyen karakterli bir Bienali olan ve farkli dillerin birbirleriyle olan etkilesimlerinden dogan
ceviriyle ilgili potansiyeli olan bu yer icin olusturuldu. Sanatin dili bizi birbirimize ceviren
aractir ve sergiyi de enerjilerin takimyildizlarinin birbirleriyle capraz bir sekilde dedisim icinde
olan ¢ok sayili bir viicut olarak gorebiliriz. Bienal bicimi tekrar edilebilirliligi ve geciciligi ile
sadece alicilarina bir haberci olarak degil, ayni zamanda deneyimlerini baska yerlere tasiyip
izleyicilerini giiclendiren, musterek bilgi kurup, izleyicilerini serbest birakan ve yeni bir halk
yaratan format olarak da seyircilerine konusur. Bienalin ¢ift karakteri vardir: sanat ve sanat
uygulamasini merkezden cevreye dogru bir sekilde tesvik eder ve bu bir yandan yeniden
dagitmak, sanat bilgisini dengeleyip sanattan keyif almak anlamina gelirken, diger yandan
da kentsel bir yeri kiiresel bir baglamda kiymetlendirmek demektir. Bizim amacimiz usta bir
oykileme insa etmek degil, daha ziyade gezgin sanatgi maceralari ve yerel ve turist seyirciler
arasinda yoreselden kiiltiirler arasi bir karisimin olacagi bir yer agmaktir.

4. kez diizenlenen Sinopale icin yapilan serginin ana temasiyla birlikte, yer ve
misafirperverliligin siginak olusturdugu, kendini ve kamusal alanini glincel sanat
uygulamalarina acan halktan kaynaklanan, konu ile cografik yerlestirilmisligin arasindaki
iletisimin dogrudan ortaya cikarttigi cok sayida soruyu glindeme getirmemizi saghyor. Bu
sorular arasinda, sanatin toplum icinde deger ve bilgeligi nedir, nasil deneyimler tasir sorusu
da vardir. Sanat bir liks olarak kalmaz, gelenekleri dogrulayip ayricalikli cevreleri teselli
etmez. Sanat gliniimiizde ayni isimayan, yansitmayan, kendine bakan gdélgelerin bilgeligi gibi

“aura’siz essizlik"! olarak goriinebilirken, ayni zamanda ufkunu ve cografi tarifini kaybeden
goris ve merceklerin teknolojilerinin ve 6zglin 6znelliklerin tretimiyle iletilen, iletisimde
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gorilen duyularin yozlasmasinin aksine yeni cogalan oynak 6znelliklere, etkinliklerin
sergilenebilen taraflarina, cemiyetlerin katki ve katimlarina olanak saghyor.

Biz sanat yoluyla olan iletisimin artan 6znellik bigimlerine dayandigina inaniyoruz,
yani, cogunlugun iyimser yansimasi seklinde karsilkli iliskili yaratici sosyal tiretimi
bireylerin cogunlugu ve onlarin esitlik ve cogunlugu kiskirtan liretken sinerjiler halinde
birlikte olmasi. Sanat icin yuriimeyi ve yliz ylize temasla hemen iletisim kurmaya yer
yaratan spontane karsilasmayi vurgulayabilecegimiz daha fazla kamusal alana ihtiyacimiz
var. Bizim asil endisemiz kisa dmirli ve siirec odakli sanatsal bicimler ve sanatin Uretken,
yaratici ve manevi dogasina yatirim yapan gecici durum ve kosullari hakkinda ve de
bilginin tretimindeki sanatin ve sanatin derhal olusan estetik algisinin nasil gériineni ve
goriinmeyeni tekrar dagittigi ve ortak deneyim ve duyuyu tasidigi hakkindadir. Akademinin
Otesinde arastirma, direk sokak tizerinden, gerceklestirici taraflari, agaclarin altinda herkes
icin bir akademi... Bunun gibi climleler Sinopale 4’ teki bilgi Gretiminin bir parcasi ve de
bienalin “birlikte calismak’ slogani toplu 6grenme siirecinin diizensiz bir sekli olarak ortaya
cikt.” (Floarian Schneider) Bu bir yandan sanatin ayirici bir ¢izgi degdil de sosyal bir stire¢
olmasina dayanirken, diger yandan da sanat ve yasam arasinda olan, profesyonel sanatgi
ve seyircisi arasinda yasanan ikiye boliinmenin Ustesinden gelmeye dayaniyor. Bu sebeple
sunlara dikkat edilerbilir ki sanat alaninda; lokal bir goriintlyu kiresel bir goriintiiyle karsi
karsiya getirmenin gegerliligi anlamini kaybediyor; sanatin mutenalastirmanin tasiyicisi
olarak aldigi elestirilerin bir kismi da bilgiye—sanatgilarin yeni bilgi bicimleri icat ettikleri bir
gli¢ alani olarak— 6ncelik vermek icin mesrulugunu kaybediyor ve marjinalize edilmis bilgiyi
yeni deger ve takas sekline getiriyor.

Ameélie Brisson-Darveau’nun Git ama Geri Déneceginden Emin Ol adli eseri iki
yerlestirmeden olusuyor. Sanatcinin iki yerlestirmesinin altinda yatan asil unsur viicudun ve
hareketin haritasal dizilisi. Golgenin akiskan ve soyut seklillerinden sanatgi asla kullanilamaz
olan ve sonradan yere monte ettigi kiyafetler dikti ve bdylece seyircilerin kendi yansiyan



What could be the articulation of an exhibition being part of a Biennale, and how

can it develop its potential as it gathers artists and its curatorial team from different
geographical directions? The exhibition is produced for a given place, which at first
glance might look like an insignificant place on the map of the art world - far from
capital, offering in all modesty a social geography, the non-commercial character of

its Biennale interacting with its public space, and the translational potential between
different languages arising from this interaction. The language of art is the medium
that translates between us, and we can see the exhibition as a multitude body, a
constellation of energies in transversal exchange among them. The Biennale format
with its repeatability and temporality is a messenger that speaks not only to the
recipients, but carries its experience to different places to empower the audience there,
setting up common knowledge, emancipating its audience and creating a new public.
Biennalizing has a dual character: it stimulates the circulation of art and art practices
from the Center to the Periphery, which can on the one hand mean to redistribute,
equalize the knowledge about, and the opportunities for enjoying art; and on the other,
it can mean a valorization of the urban space in a global context. Our aim is not to
serve the construction of a master narrative, but rather to open up a space locally to
cross-culture hybridization between artist traveler adventures and a local and tourist
audience.

This gives us the confidence to raise, along with the underlying theme of the
exhibition for this 4" edition of the Sinopale, a multitude of questions that arise
immediately from the communication between the topic and the geographical
embeddedness, the place and its inhabitants, who hospitably provide shelter and open
up themselves and their public space to contemporary art practices. Among these
questions, what is the value and wisdom of art in society and what does it signify,

what experience does it carry? Because art cannot remain a luxury, serve to confirm
traditions, or comfort privileged circles. Art nowadays can be seen as a “uniqueness
without aura,”? like the wisdom of shadows, which do not emit light, do not reflect, ‘a
staring at oneself,” while at the same time they open up opportunities for new playful
multiplied subjectivities, performative aspects of the event, community input and
participation, unlike the corruption of senses in communication mediated through the
technologies of lenses and optics and the production of authentic subjectivity, losing
the horizon and geographical delineation.

We believe that communication through art is based on multiplying forms
of subjectivity, i.e., creative mutually related social production as an ‘optimistic’
projection of multitude — a multiplicity of individuals and their mode of being-together
as ‘productive synergies,” provoking equality and multiplicity. We need more public
space for art where we can emphasize walking and spontaneous encounters, opening a
space for immediate communication in face-to-face contact. Our main concern is with
ephemeral or process-driven artistic forms and their temporal situation or condition,
investing in the productive and creative and immaterial nature of art, with how art in
the production of knowledge and its immediate aesthetic can redistribute the visible
and invisible, and carry common experience and sense. Research beyond academia,
directly on the street, in its performative aspects, an academy for all under the trees,
this is part of the production of knowledge at Sinopale 4, and the motto “‘working
together’ has emerged as an unsystematic mode of collective learning processes”
(Florian Schneider). This relies on the one hand on art as a social process rather than
a dividing line, and on the other, on overcoming the dichotomy between art and life,
between professional artists and their audience. This is why one could note that in the
field of art the validity of confronting a global image with a local one loses its sense
and part of the criticism about art being a carrier of gentrification lose their legitimacy,



golgelerinin kisa sureligine kiyafetlerle {ist liste gelmesinden olusan kiyafet bedenlerini
deneme siirecine davet edildigi neseli bir ortam yaratiimis oldu. Korkularimizi desteleyen eski
efsanelerden ve diinya edebiyatindan kayip golgeler lizerine dort hikayeden ilham alan bu
yerlestirme boslugu akustik olarak kaphyor ve yerdeki kiyafet-golgelerle birlesiyor.

Quynh Dong’un Sesini Duyayim projesi topluma yonelik bir is. Sanatginin
performansinda ortaya ¢ikan ve tekrar eden modellerden bir tanesi de her birimizin virtioz
gibi oldugu. Sanatgi degisik muzik calismalari, performanslar, ve dort adet video klibinde
beraber calismak icin sokaktan miizisyenler ve performanscilar tuttu. Kasabadaki insanlarin
da en sevdikleri sarkilari soylemelerinin istendigi bu videolarda, sanatci performanscilarinin
hangi kamera acisiyla, hangi sahne donanimiyla ve nasil cekilmekle ilgili istediklerine
dikkatlice uyuyor. Quynh Dong, Sinop'taki bir baska performansinda, Osmanlilardan
giinlimize degisen farkli kayit ana mizisyen grubuyla beraber soyliyor.

Karen Geyer, slire¢ ve baglama yonelik isi icin Diogenes’e Saygi ismini secti. Sanatgi
kamusal alana bir nesne yerlestirdi — Sinop merkezinde sahilde, bulunmus malzemelerden
Uretilmis, isleyen bir glines saati. Bu, zaman ve mekan iliskisi ve giines saatinin kollari
(golge) tarafindan cizilen zaman akslari tizerine ¢ok katmanli, rizom yapi icin bir baslangi¢
noktasi olusturuyor. Sinoplulardan kisisel hikayeler toplayarak olusturdugu ses yerlestirmesi
icin cok uygun bir kavramsal yapi sagliyor. Her giin glines saatinden baslayarak, gélgenin
dogrultusunda yuriyor ve sozlii tarih sdylesisi yapmak icin Sinop’ta yasayan birini buluyor.
Glnes saatindeki ‘en erken’ glgeyle baslayip, bir saat boyunca godlge dogrultusunda
yurlyerek. Sanatgi, anlati ve belgesel arasindaki pratiklerle deneyimden kaynaklanan bilginin
siirsel bicimde altlst edici gliclinl agiga cikariyor. Halk kiitliphanesinde bir ses yerlestirmesi
bicimindeki karmasik yapiti, Sinop'un s6zlii tarih haritasi olarak anlasilabilir. Zaman ve
mekanin arasindaki karmasanin koreografisine islenmis kahramanlarin ve dykiilerin cografi
durumunun altini gizmek lizere, hafizanin agiyla ve anlatisal diizenle glindelik olanin ritmini

ve kentteki sosyal baglarin coklugunu yakaliyor.

Petra Kohle ve Nicholas Vermot Petit- Quthenin projesi Exercice d’lsolation (Duyuru
Sistemi / Hoparlér) uzun zamandir lizerinde ¢alistiklari arsiv ve teknolojinin, daha
spesifik olursak fotografin, arsivlemenin siireciyle nasil baglantili oldugunu ve arsivieme
uygulamalarindaki secimleme mekanizmasina nasil belirli kurallar yiikledigini arastiran
projenin devami niteligindedir. Arsiv sisteminin icindeki ve disindaki mekansal iliskiler nasil
organize edilir? Bunlarin genel yapisi 6zellikle bir nesneyle nasil baglantihdir? Sanatgilarin
isleri kamusal alanda arastirmaya dayall, “objet petit a”- nesne kilglik a'yi (ulasiimaz arzu
nesnesi) bulmak icin yerel cevreyle oranin sosyal-politik kosullarini g6z 6niinde bulunduran
1ssizlastirma calismalaridir. Secilen nesne, yerini degistirmek icin ag iletisimsel ydntemlerden
yabancilastiriimistir, yani bir nevi sergi alanina hapsedilmis ya da goriintiilenmeye konmustur.
Bu islem nesnenin ve onun tasariminin sade islevselliginin altini cizer. Sanatcilarin ydntemi
dikkatlice gergeklestirilmis yersiz yurtsuzlastirma siirecinin sistemini, 6zyargilayici ve
0zgondergesel uygulamalarin kendi yolunu buldudu ayni zamanda sanat kurumunun ve
sergi alani insasinin elestirisel yansimasidir. Sanatgilar icin bu streglerin belirsiz karakterleri
olmazsa olmaz. Issizlasmis nesneleri yakin goriiste gdsterseler bile aralarina bir mesafe
koyarlar. Cocuk hapisanesindeki sergi icin Kéhle ve Vermot yerlestirdikleri hoparlorleri
genel sistemden kopuk bir sekilde olmasa da yakin goriiste sergiliyorlar. Sadece nesneyi
1ssizlastirmiyorlar, sesi de hapsediyorlar ve bu sessizligin sesini sergi alaninda kendi
heykellerini Sinop Duyuru Sistemine ekleyerek yayiyorlar.

[simsiz 2012'nin anonimligi ve miitevaziligi altinda, Cat Tuong Nguyen'in eski
hapishanenin sergi alaninda gdsterilip, cesitli boylardaki glimis jelatin kagidi Gstlinde olan
fosil gibi fotogramlar biciminde cisimlenen sosyal heykeli gézler 6niine seriliyor. Sanatgi
eski bir karton ile eldeki diger materyallerden kendisinin yaptigi siyah bir kutu, hareket
ettirilen bir lamba, ve fotograf kimyasallari kullanarak tasinabilir bir laboratuvar insa ediyor
ve bu donanimla sokagin ortasina diikkan kuruyor. Sanatcinin siyah kutusu, kendisinin,



in order to give priority to knowledge as a space of power in which artists invent new
forms of knowledge, and bring marginalized knowledge into a new form of value and
exchange.

Amélie Brisson-Darveau’s work Leave but make sure to return consists of two
installations in which her underlying concerns are the body and the cartographic
configuration of movement. From the fluid, abstract shape of shadows the artist
tailored improbable, unusable clothes, which installed on the floor, create a playful
ground on which the spectators are invited to try out the size of the clothes in the
ephemeral overlapping of their own projected shadow with them. A sound installation
inspired by four stories of lost shadows from world literature, old legends bundling
our fears, covers the space acoustically and merges with the clothes-shadows on the
floor.

Let me Hear Your Voice by Quynh Dong is a community-oriented work. One of the
returning patterns in her performances is that each of us is virtuosic. The artist hired
musicians and performers directly on the street in order to cooperate with them in
a variety of musical practices, performances and four video clips. In the videos, to
which she asked people from the town to contribute by singing their favorite song,
she carefully follows the desires of her performers as to how they want to be shot,
under what camera angle, and with what props. At another of her performances in
Sinop, Quynh Dong sings together with her main group of musicians, in different
constellations and registers ranging from the Ottoman times to the contemporary.

For her process and context-oriented work, Karen Geyer chose the title Homage to
Diogenes. The artist installed an object in the public space - a functioning sundial built
of found materials, located in downtown Sinop on the seaside. It serves as a starting
point for creating a multi-layered rhyzomatic structure on the basis of the interrelation

between time and space and the time axes drawn by the hand (the shadow) of the
sundial. This provides a precise conceptual structure to her sound installation, for
which she collects personal stories from the milieu of ordinary people in Sinop. Every
day she launches out from the sundial, walking in the direction of the shadow, finding
a person of Sinop to do an oral history interview with. Starting with the ‘earliest’
shadow on the dial she continues every day one hour later, walking in the direction of
the shadow.

Via practices between narrative and documentary the artist reveals the poetically
subversive power of practical knowledge - that knowledge that comes from experience.
Her complex work, in the form of a sound installation in the public library, can be
perceived as a cartography of the oral history of Sinop, in which the artist catches in
the net of memory and narrative plot the rhythm of the everyday and the multitude
of social bonds in the town in order to underline the geographical status of her
protagonists and their stories, enmeshed in the choreography of the entanglement
between time and space.

The project Exercice d’Isolation (Announcement System / Hoparlér) by Petra Kohle
and Nicolas Vermot Petit-Outhenin is the continuation of their long-term interest in
the topic of archives and their art research on how technologies and more specifically
the medium of photography relates to the process of archiving and how it in itself
imposes certain rules in archiving practices in its mechanisms of selection. How are
the spatial relations organized inside and out in the system of archives? How does their
general structure relate to the particularity of one object?

Their practices are exercises in isolation, consisting in research in the public
space, considering the local environment and its socio-political conditions in order
to find the object petit a. The chosen object is then estranged from its networking
operational procedures in order to displace it, i.e., it is in some way locked up in the



yabancilarin, ve cesaretlerini toplayip kendi fotogramlarinin ¢ekilme siirecini denemek
isteyen sokaktan gegen kisilerin ellerinin bulustugu yer. Antropolojik tanimlardan kacan
sanatcl, fotogramlari ile temsilin izleri yerine viicudun dogrudan izlerini Gretmis oluyor.
Riikka Tauriainen’in Gizli Ekonominin Gézlemlenmemis Paradigmasi isimli yerlestirmesi
artistik arastirmaya dayaniyor ve kitaplardan, internetten ve makalelerinden derlenen
resimler, yazilar ve sekillerden olusuyor. Eserin konusunun ¢ercevesinde ekonomi, golge
ekonomisi, sakli olan birseyin nasil élcilebilecedi, sinirlar, iscilik ve sémiricilik lizerine
fikirler kesfediliyor. Bu yerlestirme gizli ekonominin varolan izlenim ve tanimlarinin yapisini
dile getiriyor; ekonomiyi ve gizli ekonomiyi oznellikle ilgili olarak da tartisirken sosyopolitik
ve teorik konulara deginen tartismalari da icinde bulunduruyor. Sanatginin eseri resimler,
sekiller ve yazilar arasinda cagrisimsal baglantilar kurmak icin de yapilmis bir tesebbis.
Tum bu yapitlar izleyiciye golgeyi deneyimlemeyi, metaforik ve sembolik, temsili ve
temsili olmayan olasiliklarini, gayri maddi tretimin araclarini, anlam ve deger sistemlerine
nasil girdigini, goriiniir olan ve olmayanin sistemi nasil etkiledigini tekrar diisiinmeye
davet ediyor. Bu sergi ile baskin deger tespit kosullarindan kagmaya ve bunun yerine
paylasma ve ortak olana, toplumsal isbirligine glivenmeyi ve kaynaklar ve olanaklarimizin
kiresel ekonomik krizler icinde belirginlesen sinirlariyla hayatta kalabilme durumunu
gdzden gecirmek istiyoruz. Kafa yormak istedigimiz soru, ilerleme taraftari veya karsiti
olup olmadigimiz degil — geri dénmek artik imkansiz. Hangi teknolojilere dayali ve kimin
yararina bir ilerleme istedigimiz esas soru. Kiresel duruma ve karsilikli bagimlilik kosullarina
uygun yeni teknolojilere ihtiyacimiz oldugunu anlamamiz gerekiyor. Kiiresel ve yerel 6lcekte
onlimuzde duran problemlerle basa cikabilmek, insanlarin ve bilginin ‘genel hareketliligi’,
maddi kaynaklarin ve gayri maddi bilginin akli selim yénetimle bitiin insanlara esit dagilimi
icin firsatlar acacak, yeni enerji ve yaraticilik kavramlari ve kaynaklarini alisverise agmak
lizere...

1 Marco Scotini, “Exodus, Uniqueness and Multitude,” interview with Paolo Virno, in id., Disobedience: an ongoing video archive.

<http:/lwww.disobediencearchive.com/texts/ exodus.html> (accessed 2012-08-04).



exhibition space or put on display. This procedure underlines its pure functionality
as an object and its design. Their method is characterized by a system of carefully
realized deterritorializing procedures into which self-reflexive and self-referential
practices find their way, as well as a critical reflection of the very institution of art and
the construction of the exhibition space. For the artists the ambiguous character of
these processes is essential. Even if they show a close-up of the isolated object they
maintain a distance to it. For the exhibition in the juvenile detention center Koehle/
Vermot installed a loudspeaker which is not disconnected from the general system,
but presented as a close-up. They isolate not only the object, but imprison the sound,
the sound of silence, and they disperse it in the exhibition space by attaching their
sculpture to the Announcement System of Sinop.

Under the anonymous but unpretentious Untitled, 2012, unfolds Cat Tuong
Nguyen’s social sculpture whose performative aspects materialize in the format of the
fossile-like photograms on silver gelatin paper with variable dimensions on display
in the exhibition space of the old prison. The artist constructs a portable laboratory,
using a self-made black box from old cardboard and other materials at hand, photo
chemicals and a movable lamp. Equipped with this, he sets up shop directly on the
street. The black box of the artist is the place in which his hands, those of the stranger,
meet those of the passersby on the street who plucked up their courage to try out the
process of having their photograms taken. With his photograms the artist, escaping
direct anthropological descriptions, produces direct traces of the body rather than
representations.

Riikka Tauriainen’s installation An unobserved paradigm of the hidden economy
builds on artistic research and combines pictures, text and diagrams collected and re-
organized from books, and Internet and newspaper articles. Thoughts on the economy,

the shadow economy, on how something hidden can be measured, on borders, labor
and exploitation are explored in the context of the work. It is an attempt to draw
(associative) connections and dispositions between the images, diagrams and the
text, as well as to reflect upon structures of existing impressions and definitions of
the hidden economy, while discussing economy and hidden economies in relation to
subjectivity, touching on sociopolitical and theoretical issues.

All these works extend an invitation to the audience to experience the shadow and
through its metaphorical and symbolic, representational and non-representational
possibilities to reconsider the ways and means of immaterial production, how it enters
the systems of meaning and value, and how it affects the regime of the visible and
invisible. With the exhibition we would like to escape dominant modes of valorization,
and instead rely on sharing and the common, cooperation in society, and reconsider
our survival in a situation in which the limits of our resources and possibilities have
become palpable in the global economic crisis. The question we need to grapple with is
not whether we are for or against progress — there is no way back. The question is what
kind of progress we want, based on what technologies and for whose benefit. We have
to understand that we need entirely new technologies adequate to the delicate global
condition and interdependencies, to exchange new concepts and sources of energy and
creativity in order globally and locally to deal with the problems standing in front of us,
a ‘general mobility’ of people and knowledge, a more equitably distribution of material
resources and immaterial knowledge opening opportunities to all human beings led by
common sense.

1 Marco Scotini, “Exodus, Uniqueness and Multitude,” interview with Paolo Virno, in id., Disobedience: an ongoing video archive.

<http:/lwww.disobediencearchive.com/texts/ exodus.html> (accessed 2012-08-04).
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Hou Hanru 10. istanbul Bienali manifestosunun basinda “Kiiresel savas caginda yasiyoruz”
diye vurgulamis ve “Boyle bir tartismada, bienal dahil sanatsal eylemler yenilikci miidahale
glcleri aracihgyla kiltiirel ve toplumsal degisikliklere 6n ayak olmada -bir tiir sehir gerillasi
gibi- rol stlenebilirler” diye belirtmisti.

Sinopale Beral Madra'nin kavramsal notundan yola cikarak “Seylerin Yeni Dlizeni”
basliginda yeni sezonunu agarken, Hou Hanru'nun da vurguladidi gibi son derece alternatif
bir gorevi Ustlenerek, kentin yeniden tartismaya aciimasina iliskin bir dneriyi de glindeme
tasiyordu. Sinopale 2'nin temasi etrafinda diistiniirken temellendirdigimiz bu baslik kentin
bitlinselligi baglaminda, geleneksel bilginin donustirildiga son hal, kentte yasayanlar,
farkinda olmadan kiiresel bir oyunun icinde kalma durumu, yerel ve uluslararasinin iliskisi,
kentlinin cabalari ve ideolojik miidahaleler gibi farkl hallerin de bir 6zetini gostermek icin
secilmisti.

Kiresel bir dontisiimiin etkisini oldukga yodun bir sekilde yasadigimiz bu dénemde
neredeyse sicak bir savas olarak sekillenen “biiylik ekonomik kriz” bilinen ezberleri bozarak,
oncelikle dokunulmaz tilkeleri tehdit etmisti. Hatta 6ncelikle bugiine kadar birbiriyle
baglantili olarak gelismesini stirdiirmis olan tlim yapilari sarsmasi 6ngoriimiizi ciddi bir
sekilde olumlayan bir géstergeydi.

Bu deneyim gelecek yillarda daha bagimsiz, neredeyse anonim yeni yapilar kurulmasi ve
aglar olusturulmasi gereginin altini giziyordu. Yeni “ortak alanlar” olusturulmasi gercegiyle
karsi karsiya kalmistik. Modernlesme siirecinde katedilen asamada olusturulan yeni
ideolojiler, kapitalist sistemin gelecek onerileri, tek bireyin mutlulugu tzerine odaklanmis

"haz” senaryolari ve bunu destekleyen kiiresel reklam sermayesinin buyruklari sonucu
odaklanilan yeni tiiketim malzemeleri ciddi bicimde “iflas” etmisti.

Paradigma degisiminin sonucu olarak bagimsiz ve kendine yetebilen yeni inisiyatiflerin
iste tam da bu noktada gelistigini ve kendi sdylemlerini gelistirdigini gorlriiz. Yeni diizenin

icinde Sinopale bir kente ait inisiyatif modeli olarak kendini sunarken, kendi modelini
gelistirme siirecinde birincil olarak yerel ve ulusal 6lcekte bilgi paylasimini ele alir ve gelistirir.
Anonim bir gelismenin énclligind de yapar. Kisi ya da kurum yticeltilmez. Eklemlenen tim
parcalar biitiiniin kendi ihtiyaci icin yaptigi cagrinin yaniti olarak karsimiza cikar.

Ortak Uretimi ve dislinceyi tetikleyen bu slire¢ en basindan beri amacta bir degisiklik
olmadigini gosterir. Sanatin yiksek kiilttr dederlerinin periferide tartisiilmaya agilmasi,
glnlik hayattaki degismez rolliniin yeniden kesfi, unutulmus olanin sanat araciligiyla tekrar
glindeme oturtulmasi, belledin yeni bir gézle desifre edilmesi, yerelin merkezi zorlamasi
ve kendi gercegdinin farkina varmasi, ortaklasa calismanin gerekliligi, geleneksel sanatlarin
yasatilmasi ve farkindaliginin artirilmasi, yerel ve uluslararasinin isbirliginde yeni fikirlerin
glindeme getirilmesi Sinopale’de hep degerlendirilen durumlar olmustur.

Réza El-Hassan'in Sinop icin génderdigi hediye paketi fotografi “My Gift” Suriye kokenli
bir Macar sanatginin Filistin asilli bir fotografciyla birlikte olusturdugu bir yapiti betimlerken,
yer, kdken gibi durumlarin gelip geciciligine iliskin de dnemli bir saptamada bulunur. Burada
bircok kimlik devreye girmistir.

Belcika asilli sanatgi Adrien Tirtiaux'nun Alman kirator Stephan Schmidt-Wulffen'in
dnerisiyle gelip Osmanlrnin Sinop Tersanesi'nde sadece ii¢ tane iretilen ispanyol modeli

“Goke” adl kalyonun bir replikasini olusturduktan sonra, denizde yaptigi bir performansla ona
tipki ayni kaderi paylasan diger Goke'lerde oldugu gibi bir sonu layik gérmesi sanatsal agidan
oldukga etkileyicidir.

Ayni zamanda bunlar diizenin artik cogul gecislerde ya da birlikteliklerde oldugunu
gosteren kuvvetli 6rnekler olmalari agisindan da 6nemlidir. Tipki Hint asilli Hollandali sanatgi
Monali Meher’in Sinop‘a ait seyler Gizerinden diistinerek durumu evrensel bir boyuta tasimasi
ve performanslarinda bu bilgiyi de kullanmasi gibi...

Sinopale work in progress calismasi olarak da dederlendirilebilecek bir yontemi
benimser ve her an eklemlenecek bir calisma ya da kisiyle gelismesini stirdirdr. Yeni olan



Hou Hanru emphasized at the beginning of the 10" International istanbul Biennial
manifesto that “We are living in a time of global wars,” and stated that “In such a
debate, artistic actions, including the Biennial itself, can certainly find their roles in
prompting cultural and social changes through innovative forces of intervention - a
form of urban guerrilla.”?

When Sinopale launched its new edition with the title “The New Order of Things”
based on Beral Madra’s conceptual note, it undertook a very alternative task and
brought to the agenda a proposal about re-opening the city to debate, as emphasized
by Hou Hanru as well. Within the context of the totality of the city, the title that we have
grounded when we were thinking around the theme of Sinopale 2, was also chosen
in order to represent a summary of the circumstances such as the latest state of the
transformed knowledge, the inhabitants of the city, the state of staying unwittingly in
a global play, the relation between the local and the international, the struggles of the
citizens and ideological interventions.

During this period where we intensely go through the influence of a global
transformation, the “big economic crisis” shaped almost as a hot war, unexpectedly,
primarily threatened countries that were formerly immune. Moreover, the fact that it
primarily affected all structures that kept developing in conjunction with each other up
until now, was a sign that was earnestly affirming our foresight.

This experience underlined the necessity of setting up more independent and
almost anonym structures, and creating networks in the forthcoming years. We were
confronted with the fact that new “common areas” were to be created. New ideologies
that were formed during the phase, which has been passed through in the process of
modernization, proposals for the future of the capitalist system, “hedonistic” scenarios
focusing on the individual’s happiness and new consumables that people focused on as

aresult of the directives of the global advertisement capital that was supporting these
scenarios, had “failed” seriously.

We see that, right at this point, new independent and self sufficient initiatives
resulting from the paradigm shift, develop and enhance their discourse. While
Sinopale presents itself as an initiative model pertaining to the city within the new
order, it primarily considers and develops know-how sharing at local and national
scale. It also pioneers an anonym development. Noone and no institution are exalted.
All articulated parts appear as answers to the call made by the whole for its need.

This process, which triggers collective production and reflection, shows that
the aim has remained unchanged since its very conception. Opening up the debate
about the high values of art at the periphery, rediscovering its steady role in everyday
life, re-including to the agenda through arts that which was forgotten, deciphering
the memory with fresh eyes, the coercion exercised by the local on the centre and
its realization of its own reality, the necessity of collective work, revival and raising
awareness of conventional arts, putting on the agenda new ideas through local and
international collaboration have been evaluated in Sinopale.

The photograph of the gift pack “My Gift” sent by Roza El-Hassan for Sinop depicts
an artwork made by a Hungarian artist of Syrian origin together with a photographer
of Palestinian origin, and it has an important statement with respect to the
temporariness of circumstances such as location, origin, etc. Here, several identities
have been involved.

The fact that Adrien Tirtiaux, artist from Belgian origin, who came with the
proposal of the curator Stephan Schmidt-Wulffen, made a replica of the “Goke” (a
Spanish galleon only three of which were built in the Ottoman Sinop Shipyard) and
then with a performance he made in the sea, deemed for it appropriate the fate of the
other Gokes, is quite impressive artistically.



da budur. Statik bir organizasyonu reddeder, bu projede her an yeni bir durumla karsi
karsiya kalinabilmektedir. Sanatginin katkisiyla gelistirilen bu ¢alismalar, kentlinin de isin
icine katilmasiyla daha da anonim bir alana cekilebilir. Sosyal boyutuyla 6nemli buldugum
bu calisma yontemi idealize edilmis bir saptamanin 6tesinde daha devingen ve yenilikgi
bir durumu gdésterir. Hemen yanibasimizda olani kesfetmeye acik bir ortamin olusturulmasi
sanatin kamusal boyutunun daha da kesinlestirildigi bir dneriyi de beraberinde tasir.
Atilkunst'un “En fabrikasi” calismasi iste bu kamusal olma durumunu yerelin degerleriyle
uluslararasi degerleri bir araya getirerek géstermektedir.
Seylerin yeni diizeni konusunda Sinopale’nin gozettigi en somut mesele Gteki ile barisik
bir diisturu gelistirirken, sanat formlarinin salt yiiksek sanat unsuru olarak sunulmasindan
Ote toplumsal, yerel, ulusal ve uluslararasi isbirligi baglaminda ele alinmasinin altini gizmekti.

110. Uluslararasi istanbul Bienali, Hou Hanru, “imkansiz Degil, Ustelik Gerekli: Kiiresel Savas Caginda iyimserlik”,

istanbul Kiiltiir Sanat Vakfi, 2007.



These works are also important with respect to the fact that they are solid
examples showing that the order is now in plural transitions or associations. Just as
Mohali Meher, a Dutch artist from Indian origin, reflected on things that belong to
Sinop and carried this situation at a universal level and used this information in her
performances...

Sinopale adopts a method that may be qualified as “work in progress” and keeps
developing through a work or a person that can be articulated at any moment. That is
what it introduces. It rejects any static organization, in this project any moment one
can encounter a new situation. These works, which are developed with the contribution
of the artist, with the involvement of the citizens of Sinop, may be drawn to an even
more anonym space. This method of working that I consider quite important with
regards to the social dimension, beyond an idealized statement, shows a more dynamic
and innovative situation. To create an environment, which is open to discover what is
right next to us, carries also a proposal that makes more precise the public dimension
of art.

“The Most Factory” work by Atilkunst shows this state of being public by bringing
together local values with international values.

On the new order of things, while enhancing a principle at peace with the other,
the most concrete issue that Sinopale oversees has been to underline the significance
of dealing with artistic forms within the context of social, local, national and
international cooperation, beyond their presentation merely as high art.

110th International istanbul Biennial, Hou Hanru, “Not Only Possible, But Also Necessary: Optimism in the Age of Global War”,

istanbul Foundation for Culture and Arts, 2007.



EMRE Kultiirler-arasi etkilesim, kiiresel siyasetin 6nemli bir parcasi. Hatta sinifsal yapilarin

ZEYTINOGLU siyasi, sosyolojik (dahasi, felsefi ve sanatsal) glindemden disttigl ve onun yerine kiltirel
glindemin yerlestigi diistiniilirse, s6z konusu kdltdrel iliskiler, belki de icinde bulundugumuz

:A';;ii"’:ii:’q"' diinya siyasi- konjonktirinin en dnemli pargasi.

GUZEL SANATLAR UNIVERSITESI, Bu giris paragrafinda kullandigimiz tlimcelerden sdyle bir sonug cikiyor: Siyasi

KURATOR konjonktiir ve kiltlirler-arasi etkilesim birbirlerini destekliyor ve giderek bu ikili, kiiltiir

ACADEMICIAN, lizerine gelistirilmis bir siyaset bicimini dne cikartiyor.

MiMAR SINAN Nedir, kiiltiir ile bicimlenmis yeni dlinya siyasetinin niteligi? Su: Glinlimiz toplumlarinda

ELT;ET:S UNIVERSITY, (endistrilesmeyi deneyimlemis ya da degil) bir bicimde farkli dontstimlerle varhgini

strdirebilmis kiltiirel etkilerin, bir kez daha donlisime ugratiimasi: Diinyanin farkl
toplumlarinda ne zaman dogdugu, nasil dénlstmlere ugradidi, glincel kosullara nasil
bir takim uzantilarla ulasabildigi ve ona uyum sagladigi vs. gibi sorulara hic takilmaksizin
pratikte yasanan “sey”lerin, karsilikli “sizma” olanaklarinin kesfedilmesi...
Bu “sizma” problematigine kisaca bakalim: “Sizma” kavrami, éncelikle bir etkilesimden cok (en
azindan bugiin igin), bir “tanima”yi (“gérme”"yi) gerektiriyor. Kiiltlrler-arasi bir tanisma slreci
bu... Belirtilen siirecin ilging yani, endustrilesmis toplumlar ile bu slireci deneyimlememis
(ya da tamamlayamamis) toplumlar arasindaki “tanismalar” olabilir. Geleneklerin, ritiellerin
(bunlardan kaynaklanan kimi aliskanliklarin) agir bastigi ve daha geleneksel kalmis
toplumlarin, endistrilesmis toplumilarla karsi karsiya kalmasi, ortaya daha biytik zithklar
cikartabilecektir; buna stiphe yok...

Simdi de soyle distinmeli: Endistrilesmis Bati, bu kiltiirler-arasi “sizma” siirecini
zaten ytlizyillardir yasamiyor mu? Son derece klise bir tarih verecek olursak, 18. ylzyil
Aydinlanmasi’'ndan bu yana, Bat’'nin Aydinlanmaci toplumlari, zaten kendine hi¢c benzemeyen
toplumlarin kiiltrleri ile ilgilenmiyor mu? Ve zaten Aydinlanma dedigimiz dénem, kendi
dogusundan yaklasik iki yiiz yil &ncesi bir dénemden beslenmemis miydi? Ornegin British

Otekilerin
Yeniden Tanismasi

Museum’un en 6nemli boliimlerinden birini olusturan “Enlightenment / Discovering The
World In The Eighteenth Century” boéliimi, bunun bdyle oldugunu bize ¢ok giizel anlatiyor.
Orada yer alan Dogu'ya ait tarih nesneleri, Bat’'nin kendi disindaki toplumlarla kurdugu
iliskiyi ortaya koyuyor. Kendi tarihsel baglamlari ile Batili goriisii (yorumu demek daha dogru)
arasinda bir anlama doéniisen bu nesneler, kendi baglamlarinin “minérlesme” siirecine coktan
dahil olmuslardi.

“Bir yer“e ait tarihi bir nesnenin “mindrlesme”si, onun farkh bir yorum karsisinda, yeni bir
baglama “indirgendiginin” gdstergesidir. “indirgeme” sdzciigiiniin her zaman (“deger yitirme”
anlaminda) kétl sonuglara yol agacagini diisinmemeli. Bu sdzciik, bir seyin kendi kokten
yapisi ile, karsilastigi seyin kdkten yapisi arasinda bir bagin kurulabilmesi adina, kullanmaya
zorunlu oldugumuz bir s6zciiktiir. S6zgelimi, kimyasal reaksiyonlar ile fiziksel olusumlar
arasinda bir bagin kurulabilmesi icin, bu iki disipline dair formillerin karsilastiriimasi ve yeni
saptamalar yaratilmasi, bu iki disiplinin formillerinin (birbirlerine karsi) “indirgenme”sini
gerektirir. Diller icin de dyledir: Diller arasindaki karsilasmalar, her zaman bir etkilesimi, her
zaman bir “indirgenme”"yi dodurur. Bunlar kaginilmaz olarak bdyledir; yani son derece pratik
sonuglardir.

iste British Museum’daki Dogu nesneleri de bdyle “indirgenmisler” ve “minérlesmislerdi”:
Bati'nin (da) anlamini yiklendikleri siirecte... Bu bir yandan boyleydi ama, diger yandan da
bu “indirgeme” islemi, Aydinlanmaci toplumlarin karsisina biytik bir sorun ¢ikartmaktan geri
durmadi: S6mirgeci tavir... Clinkii Dogu nesnelerinin Bati yorumuyla “indirgenme” eylemi,
Dogu’dan bir karsilik bulmadi. Yani Bati-disi toplumlar, Batr'yl kendi yorumlarina tabi tutup,
bu “indirgenme” eylemine bir yanit vermedi. Boylece Dogu, Bati g6ziliyle yorumlandi, sonugta
Oryantalizm ve Romantizm boyutunda, “yeni” bir Bati diinyasi (Dogu’yu da tanimlar bicimde)
kurulmus oldu.

isin diger 6nemli yani, Bati-disi toplumlarin, bu Bati yorumuna gére kendilerini
tanimlamaya baslamalaridir. En azindan Dogu icin ortaya ¢ikan durum, bir “ikilemler”



Intercultural interaction is an important part of global politics. In so much as, if we
consider that the class structures are not on the political, sociological (moreover,
philosophical and artistic) agenda anymore, the stated cultural relations are maybe the
most significant part of the current political conjunction of the world.

The sentences we used in this introductory paragraph bring out the following
conclusion: Political conjuncture and intercultural interaction support each other and
this duo gradually bring forward a way of politics that is developed on culture.

What are the characteristics of the new world politics formed with culture? The
retransformation of cultural impacts through which various transformations have
somehow managed to keep on existing in societies of our times (whether they

have experienced industrialisation or not): the discovery of mutual “infiltration”
possibilities of the “things” applied in practice, regardless of questions such as when
they came out in different societies of the world, to which transformations they have
been subject to, how they could reach actual circumstances with some extensions and
how they could adapt to these...

Let us look at this “infiltration” problematic briefly: the “infiltration” concept,
firstly requires (at least for today) “recognition” (“seeing”) more than an interaction.
This is an intercultural acquaintance process... The interesting part of the addressed
process may be “acquaintances” between industrialised societies and societies who
have not experienced (or could not complete) this process. The encounter of more
traditional societies where traditions, rituals (some habits arising from them)
dominate, with industrialised societies, can bring forth bigger contradictions; no
doubt...

And now we have to think: has not the industrialised West already been through
this intercultural “infiltration” process since centuries? If we are to point a quite cliché

date, since the Enlightenment in 18" century, are pro-Enlightenment societies of the
West not already interested in the culture of societies that do not resemble them at

all? Nevertheless, has the so-called Enlightenment period, not been fed by a period
dating about two centuries before its birth? For instance, “Enlightenment / Discovering
The World In The Eighteenth Century” division, which constitutes one of the most
significant divisions of the British Museum, tells us very well that this has been so. The
history objects there, which belong to the East, reveal the relation that the West has
established with external societies. These objects, which adopt a meaning in between
their historical context and the Western view (better called “interpretation”), have long
before been a part of the “minorisation” process of their own context.

The “minorisation” of a historical object that belongs “somewhere,” indicates

that vis-a-vis a different interpretation, it has been “reduced” to a new context. One
should not think that the word “reduction” always leads to bad results (in the sense

of “depreciation”). This is a word that we have to use in the name of establishing a
nexus between the radical structure of a thing and the radical structure of what it
encounters. For instance, in order to establish a nexus between chemical reactions and
physical formations, comparing the formulas of these two disciplines and developing
new observations, requires the “reduction” of the formulas of these two disciplines
(with regard to each other). It is the same for languages as well: encounters between
languages always bring out an interaction, always a “reduction.” These inevitably led to
very practical results.

Now the Eastern objects in The British Museum were also “reduced” and

“minorised” that way: within the process where they were loaded with the meaning

of the West (as well)... On one hand that was the case, but on the other hand this
operation of “reduction” could not help generating a big problem for the pro-
Enlightenment societies: the colonialist attitude... Because the act of “reduction” of



diinyasidir. Acikga sdylemek gerekirse, Dogu i¢ diinyasinda bir “major” pratigi yasarken,
kendine dair kuramsalligini “minérlesme” yoniinde gelistirdi. Bu konuda yazilmis en carpici
eserlerin basinda, Yunan asilli Kanadali tarih¢i Gregory Jusdanis’in “Gecikmis Modernlik”
kitabi gelir. Bu eserde Yunanlilar'in kendi eserlerinin Bati'yi (6zellikle edebiyatta) nasil
etkiledigi, ama ayni Yunanlilar'in o eserleri Bati yorumuna gore dederlendirmeye calistig (ve
isin icinden ¢ikamadigr) anlatihir.

Oysa vurgulanmasi gereken 6nemli bir durum daha vardir (ki bu, belki de bugiin
Gzerinde durulmasi gereken en 6nemli noktadir): O durum da, Batr'nin (salt distinsel degil
ama) ticari anlamda olusturdugu bir sémiirge alanindan kaynaklanir. Bati, somdrge alani
olarak kullandigi “geleneksel alanlar”in timiine, kendine ait "her sey”i aktarmisti. Fakat
giderek gorildi ki, bu “geleneksel alanlar”a aktarilan enerji, denetim-disi bir duruma yol acti
ve o enerji “tersine” etkiler ortaya koymaktan geri durmadi (bir “entropi”den soz edilebilir
burada pekald). Bu enerji “tersine” nasil ¢alisti? Yaniti su: En cok siyasi ve kiltiirel bakimdan,
Batr'nin etkilenmesiyle... Bir yere gider ve orayi sizin diinyaniz haline getirdiginizi sanirsiniz
ama, geri dondigiiniizde, sizin de o sOmiirge alanindan etkilendiginizi dehsetle ayrimsarsiniz.
Buraya kadar yazilanlara yeniden bir g6z atalim. Ne dedik?

* Bati'nin kendi disindaki “6teki” toplumlari kendi gozii ile yorumladigi...

« Bati-disi toplumlarin bu Bati bakisindan etkilendigi ve kendilerin tanimlarlarken, kendi yasam
pratiklerine ragmen, bu bakisin etkisinde kaldigr...

* Boylece evrensel degerler 6lceginde, Bati'nin somiirgeci bir karakteri yiiklenmek
zorunlulugunun dogmasi...

* Bati-disi toplumlarin tek yonli “mindrlesme”si ve bunun karsili§inda, bu “mindrlesme”ye
(Dogu'dan) yanitin ortaya ¢ikmamasi...

 Tiim bunlara karsin, ticari sémiirge alanlarinin pratiklerinin Bati tizerinde bir etki yaratmasi...
Bu saptamalardan sonra bir kez daha diisiindiglimiizde, Bati icin giinlimiiz kosullarinin yol

actigi baska faktorlere de deginmemiz yerinde olacaktir:

« ilk &nce eski sémiirgelerden, resmi Bati vatandas kimligi elde eden gégmenlerin (6zellikle
Fransa, ingiltere gibi) Bati lilkelerine yerlesme hakki elde etmesi...

« ikinci olarak, Soguk Savas déneminin “modernlesme siireci’nde, “endiistrilesmeye baslangic”
ile degisime ugramis tlke vatandaslarinin, Batr'da ¢alisma hakki elde etmesi (Almanya‘daki
Turk iscileri gibi)...

« Uclinciisii, So§uk Savas sonrasinda Varsova Pakt’'nin dagilmasiyla birlikte, buralardaki iilke
vatandaslarinin Bati'ya entegre edilme siirecinin baslamis olmasi...

Elbette tiim bu durumlar, Bati'nin ylklendigi biiylik sorunlari isaret ediyor bize... Bu
sorunlardan ilk dile getirilecek olani; Bati'nin kendi disi toplumlar Gzerindeki “kadim” bilgisinin
gozden gecirilme geregidir. Clinkl Bati, artik kendi disindaki “Gteki” toplumlari tanimlarken,
18. ylizyildan kalma bilgi kaynaklarinin hayli degistigini ve dolayisiyla onlarin yeterli
olmadigini biliyor. En azindan Bati, artik bu toplumlarla siyasi, sosyolojik ve kiiltiirel boyutta
kurdugu iliskiyi, Oryantalizm ya da Romantizm'de oldugu gibi uzaktan yasamayacak; onlarla
kendi yerinde” ve “sémiirgeci karakter“in disinda bir yerlerde, i¢ ice yasamak zorunda... Bir
yandan da, artik kimi Bati-disi toplumlarin bir bicimde endistri toplumlarina adim atmasiyla,
buralardaki gelenegin i¢c-degisikliklere ugradigi da biliniyor. Bu anlamda, cagdas soylemler
arasinda “kimlik” s6zcligiiniin sikca gecmesi bosuna degil. Bati siyasetgileri bu ytizden “kimlik”
sorunuyla dogrudan ilgileniyor. Yani bu sorun yalnizca sosyologlarin metinlerinde, bir “hosluk”
olarak okunmaktan ¢ok daha fazla bir sey ifade ediyor Bati igin... Sorun su: “Biz bu &tekiler ile
nasil yasayacagiz?” Ama daha blyiik sorun: “Bu ortak yasama, kendi vatandaslarimizi nasil
ikna edecegiz?”

Ve sanat: Dogdallikla bu siyasi, sosyolojik ve kiiltiirel karsilasma siirecinin en 6nemli
araclarindan biri olarak karsimiza cikiyor. “Oteki’nin sanati ile karsilasmak... Ama 18. yiizyilin
uzaktan bakisi ile degil; bizzat ve i¢ ice olarak...

“Oteki"yi ifade etmek, tarihsel bir misyon olarak zaten sanatin hep giindemindeydi ama,

u



Eastern objects by the Western interpretation did not find a response from the East.
That is to say, the non-Western societies did not give an answer to this act of “reduction”
by subjecting the West to their own interpretations. Thus, the East has been interpreted
by the Western eye, eventually a “new” Western world has been founded (in a way to
define also the East), on the Orientalism and Romantism dimension.

The other significant aspect of this issue is that non-Western societies started to
define themselves according to the Western interpretation. At least for the East, the
situation that arises is a world of “contradictions.” To say frankly, while the East was
living a “major” practice within its internal world, it has developed its theoreticalness
with respect to “minorisation.” “Belated Modernity” by the Canadian historian of
Greek origin, Gregory Jusdanis ranks on top of the most striking works written on
this subject. This work relates not only how the Greeks’ works influenced the West
(especially in literature) but also how the same Greeks tried to evaluate these works
according to the Western interpretation (and could not work it out).

However, there is another important point to be emphasized (which is maybe
today the most important point to be stressed): it emerges from a colonial space that
the West created (not only in intellectual but also) in commercial sense. The West
has transferred “everything” belonging to itself to all the “traditional spaces” that it
used as colonial space. But, it soon become clear that, the energy transmitted to these

“traditional spaces,” led to an uncontrollable situation and that this energy did not
refrain from exposing “reverse” impacts (so we can very well talk about an “entropy”
here). How did this energy work in the “reverse” order? The answer is: mostly in
politics and cultural respect, by the West being affected... You go somewhere and think
that you made it your world but when you return, you dreadfully realise that you too
have been affected by this colonial space.

Let us review what we have written so far. What did we say?

* The West interprets external “other” societies from its own point of view...

¢ Non-Western societies are affected by this Western view and when they define
themselves, despite their own life practices, they are under the influence of this view...
* So, at the scale of universal values, the obligation for the West to undertake a
colonialist character emerges...

¢ The unilateral “minorisation” of non-Western societies and in return, the answer
(from the East) to that “minorisation” has not come up...

 Despite all, the practices in the commercial colonial spaces have had an impact on the
West... When we think again together with these observations, it will be appropriate to
mention other factors that the current condition has caused for the West:

« Firstly, immigrants from former colonies, who have obtained official Western
citizenship, have also obtained the residence permit in Western countries (especially in
countries such as France and UK)...
¢ Secondly, in the “modernisation process” of the Cold War period, the citizens of the
countries which have been transformed by the “beginning of the industrialisation”
have obtained the right to work in the West (such as the Turkish workers in Germany)...
» Thirdly, with the dissociation of the Warsaw Treaty after the Cold War, the process of
integration of the citizens of these countries to the West has started...

Certainly, all these issues, point us the main problems undertaken by the West...

The first of these problems to be expressed; is the necessity to review the “ancient”
knowledge of the West on the societies who are external to it. Because when the West
defines “other” societies than itself, it knows that the sources of information dating
back to the 18™ century have quite changed and therefore are no longer sufficient. At
least the West will not live a far from the political, sociologic and cultural relation

that it has established with these societies, as it has been the case in Orientalism and



bugiin bu misyonun sanatsal organizasyonlar tarafindan da benimsendigine, hatta s6z
konusu misyonu gliclendirmek ve yayabilmek icin yeni organizasyon bigimleri tasarlandigina
taniklik ediyoruz: Sanat 6grencilerinin bulusmasini da bu anlamda degerlendirmeli... Boyle
bir stirecin yasaniyor olusu, “cevre”ye dair tim etkenlerin “merkez”e karsi yaptig ataklarla,
merkezi yaplyi (onun otoritesini) parcaladigi gibi bir iddiayi da 6ne cikartiyor. Gergekten de
bugilin merkezi yapi lizerinde, gliciinl “oteki” etkenlerden alan bir baskiyr ayrimsamamak, o
baskiyr gérmezden gelebilmek olanaksiz. Yani bu karsilasma siirecinin baslamasi, Bat'nin
kendi basina, keyfi bicimde verdigi bir karar degil; Bati'nin ilging bir bulusu da degil...
« Ozellikle Batr'da yerlesik hale gelmis yabanci isciler ve eski sémiirgelerden akan gécmenler,
“kardeslik” tanimlarinin ¢cok sert kurallara baglandi§i “6teki” cemaatleri yaratabilmislerse...
* Bunlarin yani sira siyasi siginmacilar ya da strgunler, sinirlar arasinda yer degistiren ve
durmaksizin hareket halinde bulunan issiz-kacak gruplar, kdklerini giderek daha fazla
6nemseyen etnik kimlikler vs. uluslararasi siyaseti yeni bir gerilime sokmayi basarmislarsa...
* Ayrica bu “6teki” etkenlere varoslarda boy gésteren, kendi tlkelerinde dislanmislari da; yani
egemen sisteminin kayit disi biraktigi “tiiketime yeteri kadar katilamayanlar”i da eklersek....
* Tiim bu etkenler Bati'nin zihninde “6teki” ile ilgili yeni bir degerlendirme zorunluluguna yol
aglyorsa...
* iste “0teki"nin sanati, anlamini en fazla bu siyasi durum cercevesinde buluyor.
Sonug olarak dnemli noktayi isaret etmeli: “Oteki” ile karsilasmalar, her alanda oldugu gibi,
sanat alaninda da karsilikh bir “sizma”yi hedefler. Ve daha 6nce de belirtildigi anlamda bu
“sizma”, yine karsilikli bir “mindrlesme”nin kapilarini acar. Tiim bu siireg, karsilikli ve esdeger
glicler cercevesinde yasanmalidir ki, dlinyadaki yeni siyaset ve yeni kiltiir atag, yine bir
somirgeler ddnemine kapr agmasin. Aksi halde burada ortaya ¢ikacak sonug, Bati-disi
toplumlari, dncekinden daha kétl etkileyecek. Oysa su da ¢ok agik tabii: Bu karsilasma siireci,
eder Bati icin siyasi, sosyolojik ve kiltirel bir zorunluluk olarak baslatiimissa, “hentiz” bu

alanda gtic farki cok agiimamis demektir. Sanatgilar tim bu olup bitenlerin farkinda mi, onu
daha sonra anlayabilecegiz.



Romanticism; it must live nested with them, somewhere out of “its own space” and the

“colonialist character”... On the other hand, now with somehow the stepping of some
non-Western societies into industrial societies, it is also a known fact that the tradition
in those places is going through internal changes. In this sense, it is not for no reason
that the word “identity” is frequently used within contemporary discourses. This is why
the Western politicians are interested directly in the “identity” problem. That is to say,
this problem means much more to the West than a mere “niceness” to be read in the
texts of sociologists... The problem is: “How shall we live with these others?” But the
bigger problem is: “How shall we convince our citizens to this common life?”

And art: Naturally it comes up as one of the most significant means of this political,
sociological and cultural encounter process. To encounter the “other”s art... But not
with the distant view of the 18™ century; an encounter per se and nested...

To express the “other,” has always been in the agenda of arts as a historical mission
but today we witness that artistic organisations as well adopt this mission, even more
that new organisation types are designed in order to strengthen and propagate the
stated mission: the meeting of arts students as well has to be assessed in this respect...
The fact that we are going through such a process, brings forward the argument that
all factors related to the “periphery” shatter the central structure (its authority) with
attacks against the “centre.” In fact, today it is impossible not to perceive a pressure on
the central structure, which gets its strength from “other” factors, and it is impossible
to ignore such a pressure. That is to say, the initiation of this encounter process is not
a decision that the West has come up alone, arbitrarily; nor is it an interesting decision
of the West...

« Especially, if foreign workers who have settled in the West and the immigrants
flowing from former colonies, have been able to create “other” communities where

“brotherhood” definitions are bound to very strict rules...

* Besides, if political refugees or exiles, unemployed-fugitive groups who move between
borders and are constantly in motion, ethnic identities who care more and more about
their origins etc. have managed to plunge international politics into a new tension...

¢ Moreover, if we add to these “other” factors the ones who are excluded in their own
countries and show up in suburbs; i.e. the ones left unregistered by the dominant
system, those “who do not take part enough in consumption”...

« If all these factors bring out a new obligation for evaluation related to the “other” in
the mind of the West...

e Here the art of the “other” finds its utmost meaning within the framework of this
political situation.

In conclusion, we have to address the crucial point: encounters with the “other,”
target an “infiltration” in arts, as well as in all other areas. And in the afore-mentioned
sense, this “infiltration” again opens the doors of a mutual “minorisation.” All this
process has to be lived within the frame of mutual and equivalent powers so that the
new political and cultural attack in the world does not open the doors of a colonial
period once again. Otherwise, the result of this will affect the non-Western societies
worse than the previous one. However, it is also very clear that, if this encounter
process has been initiated for the West as a political, sociological, and cultural
obligation, it will mean that, in this area, the power gap is “yet” not too big. Only after,
we will be able to understand whether artists are aware of what’s going on or not.
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“Korunan Miilkiyet”, 2011

Bu yapit “Gelecedi Biriktirmek” (2011) projesi kapsaminda

Duygu Oz, Cagatay Simsek isbirligi ile gerceklestirilmistir.

Bu projede sanatgi iki binayi yangin gibi acil durumlarda kullanilan altin rengi yalitim
folyosuyla gegici olarak kaplayarak bir yerlestirme yapmistir. Sinoptaki biiylik yangin
sonrasinda 1940-1950 yillari civarinda insa edilen bu iki yapi da sehir merkezinde yer
almaktadir. Giniimiizde o doneme ait bu tiirden binalar bulmak epey gtictr.
Calisma; bir seyin soyunun tiikenmesini, yikimi ve zihin erozyonunu vurgulamakta ve

“koruma” hakkindaki gorlisiinii paylasmaktadir. Kamusal alandaki bu yerlestirme siirecini
belgeleyen fotograflar ve bir video ile yalitim malzemelerinden olusan bir yerlestirme, Sinop
un baslica simgelerinden biri olan Sinop cezaevinde yapilan Kent Sergisinde sergilenmistir.

’
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In this project, the artist temporarily covered two buildings with gold insulation

foils that are used for emergency situations like fire. These two buildings are
accommodated in downtown, they were built right after the huge fire in Sinop around
1940-1950, and it’s hard to find those kinds of buildings nowadays from that time
zone.

In the exhibition part, photos, video of the settling the process of it and an
installation from the insulations are exhibited in Sinop prison, which is also one of
the main landmarks in Sinop. The work points out the extinction, destruction and
mind erosion and it shares knowledge about ‘protection’ over the information that it
gives us.

Belgesel fotograf (kamusal alana midahale, yerlestirme)

“Protected Property”, 2011

This work is realized within the programme of “Collecting

the Future” (2011) with the contribution of Duygu Oz,

Documentary photograph (public intervention, installation) Cagatay Simgek.




A S H LEY Bu proje “Sinopale 4" (2012) programinda
H U N T gerceklestirilmistir.

1970 YILINDA
LOS ANGELES'TA DOGDU.
LOS ANGELES'TE YASIYOR
VE GCALISIYOR.

BORN IN 1970 IN
LOS ANGELES. HE
LIVES AND WORKS IN
LOS ANGELES.

WWW.ASHLEYHUNTWORK.NET

Eger biitiin cezaevlerinin kapanmasini talep edersek, demokrasi isine baslamis olacagiz:
Adaletsiz yasayanlara nasil adalet saglayacagiz; glivensiz yasamis olanlara nasil gliven
saglayacagiz; yoksulluk, korku ve ihtiyac icinde yasamis olanlara nasil egitim, is ve saglik
saglayacagiz; ve simdi sayginlhktan yoksun olanlara nasil bir sayginlk saglayacagiz. Eger
devletten bunlari bizim icin yapmasini stersek, hepimiz devletin hapishanelerinde kaliriz;
bunlar kendimiz yapmaliyiz.
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Once we demand that we close all the prisons, we will have to begin the work of
democracy: How will we bring justice to those who have lived without justice; how will
we bring safety to those who have lived without security; how will we bring education,
jobs and good health to those who have lived with poverty, fear and need; and how
will we bring dignity to those who have lived without respect. If we ask for the state to
do this for us, we all will remain in its prison; to do this, we must do it for ourselves.

“Thunderstorm on a clear, bright day”, 2012

Ses yerlestirmesi, film

“Ac1k ve parlak bir gﬁnde flrtlna”, 2012 This project is realized within the programme of

Sound installation, film “Sinopale 4” (2012).




ATILKUNST

ATILKUNST 2006
YILINDA iSTANBUL'DA
KURULMUS BiR SANATCI
iNiSIYATIFiDIR.

ATILKUNST IS AN ARTIST
INITIATIVE FOUNDED IN
ISTANBUL, TURKEY

IN 2006.

“Sinop ‘En’ - ‘En’ Yerel
Turizm Rehberi”, 2008
Kamusal alanda enstalasyon
“Sinop ‘The Most’ -

‘The Most’ Local Tourism

Guide”, 2008

Public installations

Bu proje “Sinopale 2" (2008) programinda

gerceklestirilmistir.

Sinopale icin 6zel olarak gerceklestirilmis olan faaliyet, sehrin bir cok noktasina konulmus
yerlestirmelerden olusmustur. Biitlin bu yerlestirmeler, Sinop “En” — “En Yerel Turizm
Rehberi”nin 6n ¢alismalaridir. Amag, bu sehrin yerel 6zelliklerini, kiiresel “en” kavrami
lizerinden tartismaktir. Bu rehber Sinop'ta yerel glindem yasanarak hazirlanmistir. Turistik
bakis, tersine cevrilmeye calisilarak bazi “en”ler saptanmistir.

Bu rehber bilindik bir turizm rehberi degildir.

Popler olan “en” degildir.

En pahali “en” degildir.

Bes yildizli “en” degildir.

En sansasyonel “en” degildir.

Sinop'taki glincel yerelin “en” iyi 6rnekleri rehber icerisinde yer almaktadir. Rehber, glindelik
hayati etkileyen nesneye, kisiye, olaylara dikkat ceker. Ve “en” halet-i ruhiyesine tersten bir
bakis acisi sunar. Herkesin “en”i kendinedir.
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This event realised especially for Sinopale consisted of installations placed in various
spots of the city. All these installations are preliminary works of the Sinop “The Most”
“The Most Local Tourism Guide”. The aim is to discuss this city’s local characteristics
based on the global concept “most”. This guide has been prepared after experiencing
the local agenda at Sinop. Some “mosts” have been determined by attempting to
reverse the touristic view.

This is not a usual tourism guide.

What is popular is not “the most”.

The most expensive is not “the most”.

Five stars are not “the most”.

The most sensational is not “the most”.
“The best” examples of the local actuality in Sinop are included in the guide. The guide
calls attention to objects, individuals, events affecting everyday life and presents an

p—t

upside-down look on “the most” state of mind. Everyone’s “most” is individual.

This project is realized within the programme of
“Sinopale 2”7 (2008).




CiGDEM
BORUCU

BESTECI. iISTANBUL'DA
YASIYOR VE CALISIYOR.

FREELANCE COMPOSER.
SHE LIVES AND WORKS
IN ISTANBUL.

“Kentin Soyledikleri”, 2011

Ses yerlestirmesi

“What the City Says”, 2011

Sound installation

Bu yapit “Gelecedi Biriktirmek” (2011) projesi kapsaminda

Derya Oznur Ozdemir, irem Ermis, Nazlihan Felek, Baris

Yavuz, Elif Koyuncu, Duygu Gider, Yilmaz Kiiciik, Damla Ekiz

isbirligi ile gerceklestirilmistir.

Bellegi olusturan elemanlardan olan “ses” kiltlriin de ayristirici 6zelliklerinden biridir.
Tanimlama, 6grenme gibi durumlarda en etkin aractir. Glincel medya araglari arasindaki en
eski olanidir ayni zamanda. Bir yarginin iletilmesi, duygunun 6teki tarafa eksiksiz olarak
iletiimesi asamalarinda en 6nemli unsuru teskil eder.
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‘Sound’ being one of the elements that constitute memory, is also one of the
dissociative features of culture. It is the most efficient tool in defining and learning,
also the oldest one amongst current media tools. It is the most important element in
conveying a judgement or emotion (to the other side) precisely.

This work is realized within the programme of “Collecting

the Future” (2011) with the contribution of Derya Oznur

Ozdemir, Irem Ermis, Nazlthan Felek, Baris Yavuz, Elif

Koyuncu, Duygu Gider, Yilmaz Kiictik, Damla Ekiz.
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Bu yapit “Gelecedi Biriktirmek” (2011) projesi kapsaminda

Yusuf Emre Yalcin isbirligi ile gerceklestirilmistir.

Sanatginin videosu; sivil topluma danismadan kentin yasami hakkinda kendi baslarina
kararlar verirken yerel yénetimin Sinop‘ta olup biten {izerine hig bir sey séylemeden ¢ok sey
sOyleyip aslinda kendini ifade etme bigimi ile ilgili. Film, glizel manzaralar ve (sanatginin
yorumuyla) kentin en glizel kisimlarindan olusan bir dizi gériintd esliginde sanatgi
tarafindan canlandirilan Sinop Belediye Baskani ile yapilmis bir réportajdan olusuyor.
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The artist’s video is about the local management trying to express itself without
consulting non-governmental organisation and making their own decisions about
the life of the city, without saying anything but using many words about the things
that are happening in Sinop. The film consists of images, of beautiful landscapes and
views from the most beautiful sides of the city (as interpreted by the artist) as well as
an interview with Sinop Mayor.

“Gilzel Mutlu Bir Sehir”, 2011

Video

“A Beautiful, Happy City”, 2011

This work is realized within the programme of

“Collecting the Future” (2011) with the contribution of

Video

Yusuf Emre Yalcin
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“Pneuma™, 2008

Yerlestirme videosu

“Pneuma”, 2008

Installation video

Bu proje “Sinopale 2" (2008) programinda

gerceklestirilmistir.

Yunanca kékenli Pneuma (ruh, esinti, soluk, hareketlenmis hava) kelimesi, insani bir glicti
nitelemenin yanisira kozmolojik bir prensibe de isaret eder. S6zciik anlamina gore Pneuma
maddi anlamda disliniilen beden temelinde hareketli hava demek. Stratmann PNEUMA adli
isinde bicim ve icerik olarak bu anlama atifta bulunuyor. Avluya ve eski Cocuk Islahevi'nin
pencerelerine gosterissiz beyaz plastik torbalar yerlestiriyor. Binanin icindeki ve etrafindaki
hava akimindan dolayi bunlar riizgarla dans ediyor ve nefes alip verir gibi gortintyor. Eski
Cocuk Islahevi'nin duvarlari ve hiicreleri eskiden tevkif edilmis cocuk ve genclerin kaderini
halen sezdiriyor. Beden hapsedildiginde ve alisik oldugu hareket 6zgirligi elinden
alindiginda geriye ne kalr? Kisi tutuklu olsa bile diistinceleri hiir kalabilir mi? Baskalariyla
yaptigi diisiince sohbetlerinden ve toplumsal alisveristen tamamen yoksun, yalitiimis
durumdaki bir insanin gelisimini sirdiirebilme imkani var midir? Ruh ve beden birbirinden
bagimsiz midir? Sanatgi, Sinopale igin olusturdugu ikili yerlestirmesinde bu sorularin
pesinden gidiyor. Hapishane avlusunda bildik plastik torbalardan olusan siirsel goriinimli
bir yerlestirme bulunuyor. Torbalarin her birinin iizerinde DUSUNMEK kelimesinin 60 dildeki
karsihgr yazili. Riizgarda dalgalanan bu beyaz bayrak denizi, sadece lizerinde yer alan
DUSUNMEK kelimesinin cok sayidaki terciimesiyle bile, muhtemel diisiinmelerin cesitliligini
ve degisken zenginligini gosteriyor.
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Ancient Greek word Pneuma (soul, wind, breath, air in motion) designates a human
force, but at the same time points out a cosmological principle. According to its
definition, pneuma means air in motion based on the body conceived in the physical
sense. In his work titled PNEUMA, Stratmann refers to this meaning as form and
content. He places plain white plastic bags in the courtyard and on the windows of
the old Reformatory for Children. Because of the air circulation, they seem like they
are dancing to the wind and breathing. The walls and cells of the old Reformatory
for Children still shadow out the fates of the children and adolescents once
detained. What remains when the body is imprisoned and deprived of the freedom
of movement which it used to have? Can the thoughts remain free even when one

is detained? Can an isolated person, who is completely deprived of conversations

on thoughts with others and social exchange, continue to evolve? Are soul and body
independent from one another? The artist pursues these questions through the dual
installation that he produced for Sinopale. In the courtyard of the prison there is

a seemingly poetic installation which consists of normal plastic bags. On each one
of the bags the word TO THINK is written in 60 languages. This sea of white flags
waving in the wind displays the variety and the unsteady richness of probable ways of
thinking by the sole virtue of many translations of the word TO THINK.

This project is realized within the programme of
“Sinopale 2” (2008).
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“Niifus Fazlaligi Uzerine

Distinceler™, 2006

Video

“Re-Thinking for Over
Population™”, 2006

Video

Bu proje “Sinopale 1" (2006) programinda

gerceklestirilmistir.

20 Ekim 2001'de, NATO bombalamalarindan sonra ve tam olarak Tito tarafindan yonetilen
bagimsiz birliklerin Belgrad zafer gliniinde, Belgrad'in Cagdas Sanat Mizesi yeniden
kapilarini ziyaretgilerine acti. Bu vesileyle R6za El-Hassan, “R. Niifus fazlaligi tizerine
dislinceler” adli isinin besinci bolumiini hazirladi. “R. Nifus fazlahgi tzerine diistinceler”;
eylemler, heykeller ve gdsterilerden olusan armasik bir sanat bitininin bashgr.
Belgrad'daki gosteri sirasinda El-Hassan, kan bagisinda bulundu ve yerel Kizilhag
organizasyonu yararina, toplu bir kan bagisi eylemi diizenledi. Yardim kurumunun derhal bir
kan nakli merkezi (kamp yataklari, tibbi kontrol, olagan teknik cihazlar) kurdugu 6zel olayda
El-Hassan, Ustline bilgisayar basim teknigiyle gercek boyutlari nda bir Yaser Arafat fotografi
basilmis bir carsaf tizerinde yatiyor. Bu Arafat fotografi, New York’taki 11 Eyll olaylarindan
sonra diinyaca taninan bir medya ikonu haline gelmis bir fotograf. Fotografta Arafat da kan
badisi yaparken resmedilmis. Bu gercek boyuttaki carsaf, kan vermede kullanilan yatagin
Ustiine seriliyor ve El-Hassan tamamen Arafat’in bedeninin Ustline denk gelmeyecek sekilde
bunun Ustiine yatiyor. Sanatgi gdsterisini, Budapeste ve daha sonra Kizilha¢'in kuruldugu
llke yani isvicre'de, tam olarak sdylemek gerekirse Zurih gibi bircok yerde sundu.
Emese Slivecz
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On October 20, 2001, after the NATO bombings and exactly 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, R6za El-Hassan
prepared the fifth part of her work “R. thinking about overpopulation”. The “R.
thinking about overpopulation” is the title of a complex art ensemble, that consists of
actions, statues and performances.

During the performance in Belgrade, El-Hassan donated blood and organized a
collective blood donating action for the benefit of the local Red Cross organization.
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
laying 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 Arafat’s body. The artist
presented her performance in more places, such as Budapest, and later in the country
where Red Cross was founded, namely Switzerland, more exactly in Zirich.

Emese Siivecz

This project is realized within the programme of
“Sinopale 1” (2006).




SU MER Bu proje “Sinopale 4" (2012) programinda

SAYIN

1985 YILINDA iSTANBUL'DA
DOGDU. iISTANBUL'DA YASIYOR
VE CALISIYOR.

gerceklestirilmistir.

BORN IN 1985 IN ISTANBUL.
SHE LIVES AND WORKS IN
ISTANBUL.

WWW.SUMERSAYIN.BLOGSPOT.COM

Bu is temel olarak Tiirkiye'nin en kuzey noktasi olan inceburun’un dniindeki kiiciik kayalik
adanin Uzerine korsan bir kuzey bayragi dikme cabamdan ve gizemli bir meraktan olusuyor:
Bu adacikla seyahat etmek mimkiin olur muydu?

This work is based on my will for erecting a pirate north flag on the top of the little
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rock island in front of inceburun, the actual northest point of Turkey, and a wonder:

Would travelling be possible with the island?

“Kagis Adasi”, 2012

Video

“ T h e IS].a n d Of E Sca p e ” 3 2 0 12 This project is realized within the programme of
“Sinopale 4” (2012).

Video






Yontem
Method

NASIL YAPMAMIZ GEREK?

BiRBIRINIi ANLAMAYA CALISARAK UYUMLANMAK, TOPLUMSAL MUTABAKAT.
FARKLILIKLARIN DEGERLi OLDUGUNDAN YOLA CIKMAK,FARKLILIKLARDAN
KORKMAMAK, ONLARI KABUL ETMEK.

FARKLI iLE UZLASMAK, ORTAK HEDEF iCiN ORTAK AKLI BULMAK
(SINIRLAR, HAKLAR, OZGURLUKLER).

BIRLIKTE HAREKET EDEREK BiRBIRINI ANLAMAK.

HOW SHOULD WE DO IT?

ACCORDING BY MEANS OF UNDERSTANDING EACH OTHER,

SOCIAL AGREEMENT.

VALUING THE DIFFERENCES: INSTEAD OF OTHERING,

EMBRACING THE DIFFERENCES.

RECONCILING WITH THE OTHER, DISCOVERING THE SHARED WISDOM FOR
THE COMMON GOAL (LIMITS, RIGHTS, FREEDOMS).

UNDERSTANDING EACH OTHER BY ACTING TOGETHER.



BERGLIND 3J 0 NA Bu yapit “Sinopale 4” (2012) programinda
HLYNSDOTTIR gerceklestirilmistir.
1979 YILINDA, iZLANDA'DA
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YASIYOR VE CALISIYOR.

BORN IN 1979 IN
REYKJAVIK, ICELAND.
SHE LIVES AND WORKS IN
REYKJAVIK.

WWW.BERGLINDJONA.iS

Bu yapit Sinop kalesi ve tarihi cezaevi icin yapilmis bir ses yerlestirmesidir. izleyici onlarla yol
boyunca konusacak olan bir lambayi 6diing alir. Isik cezaevinin yollarinda gortlenleri, tarihi,
yerel halktan toplanan dykiileri ve imge lireten mekanizmalari, gérme aletlerini ve digger
makinalari aydinlatir.

“Ben fiziksel ve islevsel bir aletim, ama ayni zamanda kavramsal bir yapiyim; dahasi
benim fizikselligim zaman iginde yolculuk yaparken, cesitli malzemelerin kullanimiyla farkli
bicimler alan bir kurgudur. Benim isigim farkli enerji bicimleriyle yakilmistir.”

Wy 08
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The work is a sound installation made for the antique prison, castle and fortress of
Sinop. The audience is invited to borrow a hand lamp who will talk to them during
their walk. The light attempts to create or illuminate visual tools using what is
to be seen on the prison grounds, history, stories collected from locals and other
mechanisms to create images, viewing machines and other contraptions.

“I am a physical and functional tool but I am also a conceptual construction, even
my physicality is a fiction that has travel through time taking different forms, with
the use of different materials and my light lit by different forms of energy.”

“Rehber Isik”, 2012

Obje ve ses yerlestirmesi

“The Guidin g Lig ht” y 2012 This work is realized within the programme of
Object, sound installation “Sinopale 4” (2012).




JOHANNES Bu proje “Sinopale 2" (2008) programinda
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1981 YILINDA ALMANYA,
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BORN IN 1981 IN KAUFBEUREN,
GERMANY. HE LIVES AND WORKS
IN BERLIN.

WWW.JOHANNESVOGL.COM

“Hayalet Isik” Karadeniz'in en ug kuzey noktasindaki Sinop sahilinde hurdalikta bulunan
nesnelerle insa edilen bir yapiyi gésteriyor. Yerlestirme bir direkte 12 metreye kadar
yukseltilebilen ve icindeki tahta tamamen yanincaya kadar denize isaret gdénderen bir ates
sepetinden olusuyor. Asla yanit alinamayacak bir isaret yollanirken ates séniiyor, giin
doguyor ve... hi¢cbir sey olmuyor. Enerjinin patladi§i ve uzayda kayboldugu bir an.
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“Ghostlight” shows a structure, built at the beach of Sinop, The northernmost point of
Turkey by the Black Sea, constructed with found objects from a junk yard. It consists
of a fire basket that could be lifted up a 12 meter pole, sending out a signal until the
load of wood has burned down. Sending out a signal that will never be answered
and while the fire is burning down, the sun rises and... nothing happens. A moment
where energy is bursting out and getting lost in space.

“Hayalet Isik”, 2008
Video, 4°42", doingi

“ I rrlic h t [ G h 0 St Liq h t] ” ’ 2 0 0 8 This project is realized within the programme of
Video, 4'42", loop “Sinopale 2” (2008).
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1957 YILINDA ATINA,
YUNANISTAN‘DA DOGDU.
VOLOS VE ATINA'DA YASIYOR VE
CALISIYOR.

BORN IN 1957 IN ATHENS,
GREECE. SHE LIVES AND WORKS
IN VOLOS AND ATHENS.

WWW.MARIAPAPADIMITRIOU.COM

“Otel Nokul”, 2010

Yerlestirme

“Hotel Nokul”, 2010

Installation

Bu proje “Sinopale 3" (2010) programinda

gerceklestirilmistir.

Evden Uzakta bir ev adini Sinop’a 6zgii bir hamur isinden alan Otel Nokul, kétli nam salmis,
bir cok yazar ve entelektiielin siyasi mahkum olarak tutuldugu eski hapishanenin eski
otobusilinden yapilma bedava bir otel. Hem barinak hem de belleksel ara¢ olan otel bir
yandan ge¢misi hatirlatan fotograflarda buranin hasin tarihsel belledini seyrederken bir
yandan da rahatca dinlenmeleri icin buralilari ve yabancilari buyur ediyor. Bulunmus yerel
malzeme ve nesnelerle yerinde insa edilen tasit umulan o ki, ziyaretgilerin yeni iliskileri

ve fikirleri tartisabildikleri, halkin bulusma yeri olarak hizmet eder. Otel Nokul, bedava ve
herkese acik.
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Hotel Nokul, a home away from home Named after the typical Sinopian pastry, Hotel
Nokul is a free hotel made from the former bus of the notorious exprison, where
many writers and intellectuals were held as political prisoners. Both haven and
mnemonic device, the hotel welcomes locals and foreigners to rest comfortably
while contemplating the harsh historical memory of the place through evocative
photographs. Constructed in situ with found local materials and objects, the vehicle
will hopefully serve as a community meeting place, where visitors can discuss new
relationships and ideas. It is free of charge and open to everyone.

This project is realized within the programme of

“Sinopale 3” (2010).



SITKI
KOSEMEN

1955 YILINDA iZMiR‘DE DOGDU.
iSTANBUL'DA YASIYOR VE
CALISIYOR.

BORN IN 1955 IN IZMIR, TURKEY.
HE LIVES AND WORKS IN
ISTANBUL.

WWW.SITKIKOSEMEN.COM

“Adustos 2010”, 2010

Fotograf, 100x135 cm

“August 2010”, 2010
Photograph, 100x135 cm

Bu proje “Sinopale 3" (2010) programinda

gerceklestirilmistir.

Resimler “Sinop, Karadeniz"in geleneksel rollerini tersine geviren alternatif bir Sinop
versiyonunda geciyor. Ulkeyi degistirmeyi, istanbul ve Ankara gibi meshur kentleri

de kapsayan “Metropol“de suctan gecilmez ve orasi lilkenin hapishanelerinin coguna
evsahipligi yaparken vesaire, “Karadeniz”in kiltiiriin ve mikemmelligin merkezi oldugunu
hayal etmeye calisiyorlar.

Sinop ayni zamanda baskent olma ydniinde de bir dedisim gecirmistir. En dikkat ceken
farklardan bir digeri “Yetkililer” ve onlarin halkin Gzerindeki denetimleridir. Bitlin cocuklar
anne babalarindan ayirilarak okula génderildiklerinde, Yetkililer hayatinizdaki en 6nemli
sey olur. Yirmi yasina geldiginizde kiminle “eslestirilecedinize” karar verecek olan yetkililer
olacaktir.

Dogacak cocuklarin benzer zihniyette (6rnegin bilimsel zihin tasiyan bir cocuk)
olacagindan emin olmak icin secki ayni yasta ve benzer mesleklerden (6rnegin biliminsani
ile biliminsani) olan iki kisiyi eslestirecek. Seckide duygular rol oynamaz ve bitin karar,
eslesenlerin rizasi olmasa da, yetkililer tarafindan alinir. “izler Diinyas!” ile “Gercek Diinya”
arasinda genelde kiiclik, daha pek ¢ok fark vardir.

Anonim ve Melez
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The pictures are set in an alternate version of Sinop, reversing the traditional roles of
“Sinop, The Black Sea”. They try to imagine changing the country so that “ The Black
Sea “ is the centre of culture and excellence whilst “The Metropole” including such
famous cities as Istanbul and Ankara are thriving with crime and home to most of the
country’s prisons etc.

Sinop has also changed to become the capital. Another of the most noticeable
differences is the “Authorities” and the control they have over the population. When
all children are separated from their parents and sent to school, the Authorities are
the most important thing in your life. When you reach the age of twenty, it will be the
Authorities who will decide who you will be “paired” with.

The selection will pair two people of the same age and in similar professions (e.g.
scientist with scientist) to ensure any children produced will be of similar mind (e.g. a
scientifically minded child). Feelings play no part in the selection and the authorities,
even without agreement of those paired, make the entire decision.There are many
other, often-minor differences betweens the “Traces World” and the “Real World”.
Anonymous & Hybrid

This project is realized within the programme of
“Sinopale 3” (2010).




XS E N T RI KA RTS Bu proje “Sinopale 4" (2012) misafir sanatci programi
kapsaminda gerceklestirilmis ve "Deniz Artik Uyaniyor"

ViYANA, AVUSTURYA'DA
KURULMUS, VIDEO MEDYA
PROJELERi UZERINDE
CALISAN AVRUPA MERKEZLI,
INTERDISIPLINER BiR SANAT
PLATFORMUDUR.

(Satellietgroep, Hollanda) izniyle gdsterilmistir.

XSENTRIKARTS IS A
EUROPEAN BASED
INTERDISCIPLINARY

ARTS PLATFORM WITH AN
EMPHASIS ON MOTION
MEDIA PROJECTS FOUNDED
IN VIENNA, AUSTRIA.

Bu belgeseli mimar Nasya ve film yapimcisi Vurucu, ‘Deniz Artik Uyaniyor’ projesi icin
Sinop'ta konaklarken tretmeye basladilar ve daha sonra Hollanda'da, Lahey'de konuk
sanatgli olarak kalirken belgeselin post-prodiiksiyonuna devam ettiler. icimdeki Deniz,
kiictik bir kiyr kentinin sakinlerinin dykdlerini sergileyen bir belgesel. Onlarin tarihi, kiiltiird,
yuzyillar boyunca evrimlesmis yasam bicimi denize ve dogaya baghdir.
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This documentary was produced by architect Nasya and filmmaker Vurucu while
they were in residents for ‘Now Wakes The Sea’ at Sinop, Turkey. The Sea In Me is a
documentary portraying the stories of the residents of a small coastal town. Their
history, culture and way of living, which has evolved over centuries, based on the
connection with the sea and nature.

“icimdeki Deniz”, 2012
Belgesel, 60°

This project is realized within the Artist in Residency
[ ”
T h e S ea I n M e, 2 0 12 programme of “Sinopale 4” (2012) and screened by the
Documentary, 60" courtesy of "Now Wakes the Sea", Satellietgroep, NL.
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Eylem
Action

DAHA iYi BiR YASAM iCiN NE YAPMAMIZ GEREK?
BIiRLIKTE DUSUNMEK.

ORTAK AKLA DEGER VERMEK.

YEREL (MiKRO, DETAY) iLE KURESEL (MAKRO, BUTUN) ARASINDAKI
BAGLANTIYI ANLAMAK.

iCINDE BULUNDUGUMUZ DURUMA DISARIDAN BAKABILMEK.

GECMIS DENEYIMLERDEN YARARLANARAK GELECEGIi KURGULAYABILMEK.
SINIRLARI (HAK VE OZGURLUKLERI) BELIRLEMEK.

WHAT SHOULD WE DO FOR A BETTER LIFE?
THINKING TOGETHER.

VALUING THE SHARED WISDOM.

COMPREHENDING THE RELATIONSHIP BETWEEN THE LOCAL
(MICRO, PARTICULAR) AND THE GLOBAL (MACRO, UNIVERSAL).
OUTWARDLY OBSERVING THE SITUATION WE ARE IN

BUILDING THE FUTURE ON THE BASIS OF PAST EXPERIENCE.
DRAWING LIMITS TO RIGHTS AND FREEDOMS.



A D R I E N Bu performans “Sinopale 2” (2008) programinda
TIRTIAUX gerceklestirimistir

1980 YILINDA BELGIKA,
BRUKSEL'DE DOGDU.
VIYANA VE ANVERS'TE
YASIYOR VE CALISIYOR.

BORN IN 1980 IN BRUSSEL,
BELGIUM. HE LIVES AND
WORKS IN VIENNA AND

ANTWERP. Performansin senaryosu sdyle bir seydi: “Sultan Il. Beyazit zamaninda insa edilmis olan tnli

WWW.ADRIENTIRTIAUX.EU savas gemisi Goke'nin' mukavva 6lgeginde modeline binmis ufka dogru striikleniyorum.
Trajikomik batis yerel bir orkestranin esliginde olacak.” Calismamda 6ngoriilemeyen
estetiklere meydan veren kavramlarla ilgileniyorum. Goke'nin suya indiginde ne olacagini
kimse soyleyemezdi. Deney yine de tatmin edici sonuclar verdi: Kayik yaklasik alti dakika
suyun Uzerinde kaldi ve orkestra bliylk bir sevkle caldi.

*Goke kiirekli ve yelkenli, cekdiri sinifi bir savas gemisi olup Katip Celebi'ye gére alti mavna, (isti kalyondu. Gokelerde top ve darbzenler bulunuyordu. Kemal Reis ile Barak Reis'in

nezaretinde, Sinop‘ta 1496'da bir barca/goke insa edilmisti. Gelibolulu Mustafa Ali'ye gére, 1499'da yapilan iki gékeden her biri 26m uzunlugunda, 13m eninde birer mavnaydi ve her

birine biner asker yerlestirilmisti. Kemal Pasazade bu gokeleri barca olarak zikretmekte ve kara bulutlara benzedigini, beyaz yelkenleri bulundugunu, sancaklarinin altin yaldizli bayraklar

oldugunu yazmaktadir. (Kaynak: Bostan, idris, Osmanlilar ve Deniz: Deniz Politikalari, Teskilat, Gemiler, Kiire Yayinlari, istanbul, 2007, s. 139-141.)
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The script of the performance was something like this: “I drift towards the horizon on
board of a cardboard scale model of the Goke?, a prestigious Ottoman warship built
during the era of Sultan Beyazit II. The tragicomic sinking will be accompanied by a
local orchestra.” In my work, I am interested in concepts that leave open space for
unpredictable aesthetics and narratives. How the Goke would react once in the water,
no one could tell. The experiment gave satisfying results though, the boat floated for
about six minutes and the orchestra played with a lot of enthusiasm.
1Goke (Kogge, Coge) was a cektiri-type (the galley-type, oared ships) of warship with oars and sails and according to Katip Gelebi its under side was barge, and its upper side
was galleon. These ships contained artilleries and cannons. Under the supervision of Captain Kemal and Captain Barak, a barcha/goke was build in Sinop in 1496. According
to Mustafa Ali from Gallipoli, each one of the two gokes built in 1499, had 26m of length and 13m of width, both were barges and each contained a thousand soldiers. Kemal
Pashazade has described these gokes as barchas and wrote that they resembled black clouds, had white sails and their banners were gilded flags. (Source: Bostan, idris,

Osmanlilar ve Deniz: Deniz Politikalari, Tegkilat, Gemiler, Kiire Publishers, Istanbul, 2007, p. 139-141.)

“Goke’nin Batisi”, 2008

Kamusal alanda performans fotografi

“ T h e S i n ki n q Of t h e G 6 ke ”? ) 2 0 0 8 This performance is realized within the programme of
Photograph of the public performance “Sinopale 2” (2008).




DANIELE
PEZZI

1977 YILINDA RAVENNA,
iTALYA'DA DOGDU. BiR
COK YERDE YASIYOR VE
CALISIYOR.

BORN IN 1977 IN
RAVENNA, ITALY.

HE LIVES AND WORKS IN
MANY PLACES.

WWW.DANIELEPEZZI.NETDE

“Terleme Siginagi”,

2011-2013
Video, 15'04"

“Sweat Lodge”,

2011-2013
Video, 15°04”

Bu proje “Sinopale 3" (2010) programinda

gerceklestirilmistir.

Karadeniz'in kokeni olan gizemli Nuh Tufani Sinop Burnu’na tam olarak uyan bir erginlenme
téreninin arka planini olusturuyor.

Terk edilmis bir mekanin kalintilari arasina kurulan bir cadir. Her seyin icinde olageldigi,
cadirin, yapinin, bedenin, kayip 6lciim birimlerini barindiran ve kendini stirdliren evrenin
tanimsiz bir boyutu, zamansiz bir yolculugun gecici ikameti. Ardindan, arinmaya dogru
yol alan bir gezginin ortaya ¢ikmasi. Bu kampta herhangi bir hiyerarsi yok. Erkek evren
kiyafetlerinden ariniyor. Erkek bedenler buhar ve dumanla atessiz kiliniyor. Sauna, sira
disi ve sahne arkasi bir performans anini olusturuyor. Komiinyon icindeki varliga dayali
eril bir yenilenme. Gegmis yolculuklarin izlerini bir araya getiren bir ayin. Yerli bedenin
erginligini ispatlamak icin cektigi cile. Eski zamanlardan beri siiregelen Tirk Hamami ve
diger toplumsal gelenekler. Samanlarin arinma ayinlerini gerceklestirdikleri Kanada terleme
barinaklari. Ajac kabuklariyla kaplanmis yiizler gizli kerametlerin maskeleri oluyor ve bir
taskinla sonlanan ayinde rol alan karakterleri olusturuyor. Ayinin sonunda cadir aciliyor ve
maskeli gezgin sahneden iniyor. Dis hatlar eriyor ve duman kalin bir sis tabakasina genisliyor.
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The tale of the Black Sea origins - the mysterious Flood - is the background of a rite of
passage, set ideally on the Sinop promontory.

A tent is pitched inside the remains of an abandoned place. A temporary dwelling
of a timeless journey, an indefinite dimension of a universe that keeps itself; where
everything happens inside, the tent, the architecture, the body, lacking measurement
units. Then the appearance of the wayfarer drive to a disarm. In this camp there
aren’t pecking orders. The male universe strip down its clothes. The manly bodies
are surrounded ardourless by steams and smokes. The Sauna is the moment of an
uncommon and backstaged performance. A masculine renewal based on the being
in communion. A ritual that gather up traces from the past journey. The aboriginal
body ordeals to prove maturity. The Turkish steam baths and all the community
based traditions that date back to the ancient times. The Canadian sweat lodge where
shamans lead the purification ceremonies. The faces, covered with tree barks become
masks of secret wonders, characters that take part to a pervading ritual ending with
an overflow. The tent opens and the masked wayfarer get off the stage. The outlines
melt away and the smoke broaden out in a thick fog.

This project is realized within the programme of

“Sinopale 3” (2010).




DEJAN
KALUDJEROVIC

1972 YILINDA SIRBISTAN,
BELGRAD'DA DOGDU.
VIYANA'DA YASIYOR VE
CALISIYOR.

BORN IN 1972 IN BELGRADE,
SERBIA. HE LIVES AND
WORKS IN VIENNA.

WWW.DEJANKALUDJEROVIC.NET

“Kodesin Icinde -
Mahremi Arastirmak”,

2008

Video, 4°30", déngii
“Inside the Jail -
Investigating the

Private”, 2008
Video, 4'30"", loop

Bu proje “Sinopale 2" (2008) programinda

gerceklestirilmistir.

Je Suis Malade (Hastayim) videosunda (2008) 10 yasinda, uzun sacli, sarisin bir kiz
orijinalini Fransiz sarkici Dalida'nin soyledigi (1973) Fransiz sarkisi Je Suis Malade’l yeniden
yorumluyor.

Tek cekimde yapilan ve tekrarlayan video, oyuncunun, belirsiz, karanlik bir yerde
huzur icinde ayakta durdugu ve yalnizca onun goriiniir oldugu sekilde ¢ekildi. Sarkinin
sozleri karsiliksiz ask nedeniyle biiylik aci geken bir kadini anlatiyor - ergenlik dncesindeki
kiza uygun olmayan bir tema. Ask illeti ve arkasindan gelen tutukluk cocugun, gorsel
tiiketim maksadiyla geng masumiyetin 6ziinlin aragsallastirilmasina varan performansiyla
tezathk olusturuyor. Aslinda bu sarisin kiz bir Griinli yabancisi oldugu bir dil ve deneyimde
iletmeyi deneyen herhangi bir cocugu viicuda getiriyor. Bu, kendi icinde ve kendi kendine,
kiresellesmis tiiketici toplumumuza 6zgi bir patolojinin resmi.

Videonun bir hapishane hiicresinde gosterilmesi distunildd. Yaratilan izlenim kizin
bir kafesin arkasinda oldugu ve hayvanat bahcesindeki hayvanlar gibi kendini seyircilere
gostermek icin performans yaptigidir.
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In the video Je Suis Malade (2008), a 10 year-old, long-haired, blond girl is
reinterpreting the French chanson Je Suis Malade, originally sung by French singer
Dalida (1973).

The video, made in one single shot and loop-projected, is filmed in such a way
that the performer is standing peacefully in an unidentifiable dark space so that only
she is visible. The song’s lyrics refer to a woman experiencing great pain because of
unrequited love - a theme that is inappropriate for the pre-adolescent girl. The theme
love sickness and the ensuing paralysis contrast with the child’s performance, which
amounts to an instrumentalization of the quintessence of youthful innocence for the
purposes of visual consumption. Indeed, this blonde girl embodies a generic child
attempting to convey a product in both a language and an experience that are foreign
to her. This is in and by itself a subtle illustration of the pathology (malady) of our
globalized consumerist society.

The idea is to project the video inside a jail cell. The impression is that the girl
is behind a cage and she is performing to show herself to the spectator as an animal
inside a zoo.

This project is realized within the programme of
“Sinopale 2” (2008).




EMRE
KOYUNCUOGLU

1966 YILINDA ISTANBUL'DA
DOGDU. ISTANBUL'DA
YASIYOR VE CALISIYOR.

BORN iN 1966 IN ISTANBUL.
SHE LIVES AND WORKS iN
iSTANBUL.

WWW.EMREKOYUNCUOGLU.NET

Bu yapit “Gelecedi Biriktirmek” (2011) projesi kapsaminda

Arsan Perincek, Aysegiil Kafkas, Aziz Konukman, Biike

Onur, Cevat Akkaya, Derya Akkaya, Elif Kuli, Hale Oguz,

Kadir Yavuz, Metin Glirbiiz, Necla Bayrak, Payende Gérgtin,

Sebahat Perincek, Sirin Ozbilen, Tezcan Bayrak, Yusuf Emre

Yalcin isbirligi ile gerceklestirilmistir.

Sivil Toplumun s6z séyleme 6zgiirligi, giinliik yasam pratiginde nasil degerlendirilebilir?
Emre Koyuncuoglu yedi giin boyunca kentte yapilan bu uluslararasi toplantida kentlinin
gorislerini, 6zlemlerini ve elestirilerini dinleyerek “bir cagri” metni olusturmustur.

Sivil toplumda sesi duyulan, kanaat 6nderi diye de nitelendirebilecedimiz kisilerin de
katildigi bir topluluk, Sinopluyu “bu ¢agri” metni esliginde bir olaya davet etmektedir. Bu
cagri kendi gelecekleri icin sdyleyecekleri sdze yapilan bir cagridir artik.
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How could the freedom of speech of the civil society be utilized in daily life? After
listening to the opinions, desires, longings and critics of the community for seven
days within the scope of this international meeting, Emre Koyuncuoglu has formed a
“call request”.

By means of this “call request” a community including people whose voices are
heard in the civil society and also people that can be characterized as opinion leaders,
is inviting Sinopeans to a special phenomenon. From this moment on, this call will be
a call for their voices about their own future.

This work is realized within the programme of “Collecting

7 . ap s ”
Kat 1 1 in S 0z S a h 1 b 1 0 1 un 3 2 0 11 the Future” (2011) with the contribution of; Arsan Peringek,

Performans, bildiri, video

Aysegtil Kafkas, Aziz Konukman, Biike Onur, Cevat Akkaya,

Derya Akkaya, Elif Kuli, Hale Oguz, Kadir Yavuz, Metin

“ J 0 j- n U S an d H ave a VOic e ? ’ 2 0 11 Glirbiiz, Necla Bayrak,Payende Gorgiin, Sebahat Peringek,

Performance, manifest, video

Sirin Ozbilen, Tezcan Bayrak, Yusuf Emre Yalgin.




JOHANNES Bu yapit “Gelecedi Biriktirmek” (2011) projesi kapsaminda
HOFFMANN Cigdem Borucu, Canan Ozmen, Gékhan Ozkan, Derya

Akkaya, Ece Dilan Kése, Vildan Biisra Tufan, Tolga Sarac

1964 YILINDA ALMANYA,
SUDLOHN’DA DOGDU.
BERLIN'DE YASIYOR VE
CALISIYOR.

isbirligi ile gerceklestirilmistir.

BORN IN 1964 IN
SUDLOHN, GERMANY.
HE LIVES AND WORKS
IN BERLIN. Toplum hizmeti tizerine bir proje olan “Bir Giinliik M{ize"; kaynak, tarih, gercek, toplum ve
www ortak bellek, miras kadar tarihin gorlndrligu gibi bir cok konuyu ele almistir. Bu proje, “Bir
GUnlik (bir) Miize” olusturmustur. Fikir bir glinde ortaya ¢ikmis olsa da bu miize sadece bir

glnliglne var olmayip iki ay boyunca stirmistr. Sinop’taki herkesten katilimci olmalari ve

JOHANNA miizenin olusumunda kendilerini temsilen bir nesne getirmeleri istemistir. Olusturulacak
REINER muzeye anilarini, nesnelerini, hikayelerini, belgelerini ve fotograflarini getirecekler.

Onlardan distincelerini, tecrlibelerini ve getirecekleri nesnelerin gerisinde yatan nedeni
1964 YILINDA ALMANYA, k I I | . . e . bld._, . h h b . k .. d d
SUDLOHN'DA DOEDU. aleme almalari istenmistir. Bu miize, bildigimiz herhangi bir mize konseptinin disinda
BERLIN'DE YASIYOR VE kendi sorunlarinin ¢6zlimiinid kendi Greten bir alternatif olmayi amaclamis ve bu yolla miize
CALISIYOR.

olgusunu da tartismaya agmistir.

BORN IN 1964 IN
SUDLOHN, GERMANY.
HE LIVES AND WORKS IN
BERLIN.

www

ISABEL
TERMINI

1964 YILINDA ALMANYA,
SUDLOHN’DA DOGDU.
BERLIN‘DE YASIYOR VE
CALISIYOR.
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BORN IN 1964 IN
SUDLOHN, GERMANY.
HE LIVES AND WORKS IN
BERLIN.

www

‘Museum for a day’ is a project about community service. It covers many subjects
such as: authorship, history, reality, society and common memory, the visibility of
history as well as heritage. This project creates a ‘Museum For A Day’. But it does not
actually last for a day; it will go on for two months but the idea was actually formed
in a day. Everyone in Sinop will be asked to participate and asked to bring an object
to the museum as a part of their individual voice in the creation of the museum. They
are going to bring their memories, objects, stories, documents and photographs. We
will also ask them to write up their thoughts, experiences and the reason behind

the objects they would bring to the museum. This museum aims to be an alternative
museum, which will be generating its own solutions to its problems unlike any
museum concept we know of and opens a debate about the museum phenomenon.

“Bir Giinlik Miize”, 2011

Karisik medya ve video This work is realized within the programme of “Collecting

the Future”(2011) with the contributions of Cigdem Borucu,

1] 9
M useum f or a D ay ’ 2 0 11 Canan Ozmen, Gékhan Ozkan, Derya Akkaya, Ece Dilan
Mix media and video Kése, Vildan Biisra Tufan, Tolga Sarag.




MONALI
MEHER

1969 YILINDA HiNDIiSTAN,
PUNE’DA DOGDU.
AMSTERDAM’'DA YASIYOR VE
CALISIYOR.

BORN IN 1969 IN PUNE,
INDIA. SHE LIVES AND
WORKS IN AMSTERDAM.

WWW.MONALIMEHER.COM

“U¢ Hareket Noktasi”, 2006

Performans videosu
“Three Departures”, 2006

Performance video

Bu proje “Sinopale 1" (2006) programinda

gerceklestirilmistir.

Hapishanenin i¢ ve dis fiziksel mekanlarini kullanmak ve bu durgun, gizemli, nostaljik
enerjiyi deneyimlemek beni, farkli eylemler araciligiyla diisiinmeye ve bu mimari alanda,
o mekanin gliclii 6zelliklerini tasiyan gecici yerlestirmeler yaratmaya sevketti.

Performans ve yerlestirmeler icin odak noktam; otobls, dosekler, yemek servis
arabalari, demir yataklar gibi terkedilmis nesneler, merdivenler, avlular ve girisler gibi
alanlardi. Hapishanenin farkli yerlerinde sergiledigim Ug¢ ayri performans ti¢ glin
sureliydi: Gidis | Ayrihs | Hareket.
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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 installations in the certain architectural areas with strong characteristics
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 of the prison as mentioned above.

This project is realized within the programme of
“Sinopale 1”7 (2006).




NEZAKET
Exici

1970 YILINDA KIRSEHIR'DE
DOGDU. ALMANYA
BERLIN'DE YASIYOR VE
CALISIYOR.

BORN IN 1970 IN
KIRSEHIR, TURKEY. SHE
LIVES AND WORKS IN
BERLIN.

WWW.EKICI-ART.DE

“Atropos”, 2006

Perfomans videosu

“Atropos”, 2006

Perfomance video

Bu proje “Sinopale 1" (2006) programinda

gerceklestirilmistir.

Sanatgi 6zglrliik eylemi Gzerine soyut bir sekilde ¢calisiyor. Sacini zorlayarak kendini
kurtarirken bir 6zgiirlesme eylemi gerceklestiriyor ve sonunda bir makas yardimiyla sa¢
tutamlarindan tavana baglanmis uzun ipleri kesiyor. Sacinin bir kismini keserken kendine ait
bir parcadan da ayrilmis oluyor.

Bu is, hapishanede alikonma sorunu hakkinda ézgiirlik icin miicadele veren dnceki
sakinlerini tanimlayan yasamsal bir tartisma olarak gériilebilir. Ozellikle de sac yasamin bir
simgesi olarak distiniilebilece§i icin. Sanatcinin bedeni; kendi icinde kilitli kalmis, kendini
kurtarmanin yine kendisine bagl oldugunu bilen bir tir kukla haline gelir.

Performans yerlestirmenin adi “Atropos” Yunan mitolojisindeki Kader tanricasi Moira ile
baglantilidir. Onlardan biri olan Atropos, efsaneye gére yasamin kader ipligini bir makas ile
béler. O, deyim yerindeyse, kendi icinde yasamin efendisi ve 6zgurluktir.

Sanatci bagli durumdayken birden asilip sacini keserek, bir cikis yolu gosteriyor.
Kaderini kendi avuglarinin icine aliyor ve kendini kurtariyor. Bu performans, herkesin kendini
tipki Atropos’un da yaptigi gibi, kaderin iplerinden kurtarabilecegini gosteriyor.
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The artist works on the act of liberation in an abstract way. She carries out an act of
self-liberation, while she frees herself by forcing her hair and in the end with the
help of scissors. She cuts herself from long ropes fastened at the roof and longing to
her own hair. While she cuts off a part of her own hair, she dissociates from a piece of
herself.

This work can be seen as a vital discussion about the question being held in
a prison, characterizing the strive of former inhabitants for freedom. Particularly
because hair can be considered 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 Moirae, the three goddesses of fate. Atropos, who is one of the Moirae, splits
according to the myth the fate threads of life with scissors. She is so to say the master
of life and freedom in itself.

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

This project is realized within the programme of
“Sinopale 1” (2006).
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Bu proje “Sinopale 4" (2012) programinda

gerceklestirilmistir.

Shilpa Gupta, sokakta ve dissel sinirlarda arzu, din ve glivenlik konularini sorusturan ve
irdeleyen etkilesimli video, web sayfasi, nesneler, fotograflar, ses ve kamusal alan
performanslari treten bir sanatgidir. Baskasi’'nda edebiyatta gélge konusuna deginmektedir.
Baskasi 2011'de ingiltere ve Bristol Kiitiiphaneleri'nde gerceklestirilmistir. Sinopale’deki
yerlestirme icin Gupta, Sinop Dr. Riza Nur il Halk Kiitiiphanesi'nden takma ad ile yaziimis
100 kitap se¢cmistir. Gercek adlarin neden kullanilmadiginin nedenlerine isaret eden Gupta,
oncelikle kimlige ve gériinmeyen miuelliflik konusuna odaklanmistir.
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Shilpa Gupta creates artwork using interactive video, websites, objects, photographs,
sound and public performances to probe and examine subversively such themes as
desire, religion, and notions of security on the street and on the imagined border.

In Someone Else she conceptually approaches the notion of shadow in literature.
Someone Else was produced differently for British Library and Bristol Library in 2 011.
For her installation at Sinopale, Gupta selected 100 books, written under pseudonyms
from the Historical Library of Sinop. By pointing out the reasons of not using the real
names, Gupta concentrates on the idea of identity at the first place and the notion of
invisible authorship.

“Baskasi - Sinop’ta Takma Adla Yazilmis

100 Kitaplik Bir Kiitiiphane”, 2012

Yerlestirme fotograflari

“Someone Else - A library of 100 Books Written

AnonymOUS].y or Under pseUdonymS in Sinop”, 2012 This project is realized within the programme of

Photographs of installation

“Sinopale 4” (2012).
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