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Istanbul Kiiltiir Sanat Vakfi, istanbul’u gorsel sanatlar alaninda énemli
bir bulusma noktasina déntistiirme vizyonuyla yola ¢ikan Dr. Nejat F. Eczacibasi
ve Aydin Giin ile

bienalin kurumsallasmasini saglayan Sakir Eczacibasi ve Melih Fereli basta
olmak tizere

Beral Madra, Vasif Kortun, René Block, Rosa Martinez, Paolo Colombo, Yuko
Hasegawa, Dan Cameron, Charles Esche, Hou Hanru, What, How & for Whom/
WHW,

Fulya Erdemci, Emre Baykal, Bilge Ugurlar, Celenk Bafra,

Esra Nilgiin Mirze, Niliifer Konuk, Idil Kartal, Ustiingel inang, Itir Bayburtluoglu,
Oya Eczacibasi, Ful Duran, Sema Caga, Aysil Kurtulan, Zeliha Kaya, Asuman
Bayram, Bozkurt Karasu, Kemal Yigitcan, Ceren Erdem, Ani Haddeler Pekman,

Koza Tamdogan, Sara Berker,

Biilent Erkmen, Esen Karol, Fatih Ozgiiven, Giilizar Cepoglu, Aysun Pelvan,
Aykut Sengozer, llkay Bali¢ Ayvaz, Nazim Dikbag

ve
tiim bienal danigma kurullarina, sanat¢ilarina, panel konugmacilarina,

yayinlara katkida bulunanlara, destekgilerine ve emegi gegen herkese
tesekkiir eder.

The Istanbul Foundation for Culture and Arts would like to extend its deepest
appreciation and heartfelt gratitude to Dr. Nejat F. Eczacibasi and Aydin Giin, who
set out with the vision of transforming Istanbul into an outstanding destination
for the field of visual arts.

We are no less indebted to Sakir Eczacibasi and Melih Fereli for their unwavering
commitment to the establishment of the biennial’s structure.

Thanks are also due to Beral Madra, Vasif Kortun, René Block, Rosa Martinez,
Paolo Colombo, Yuko Hasegawa, Dan Cameron, Charles Esche, Hou Hanru,
What, How & for Whom/WHW,

Fulya Erdemci, Emre Baykal, Bilge Ugurlar, Celenk Bafra,

Esra Nilgiin Mirze, Niliifer Konuk, idil Kartal, Ustiingel inang, Itir Bayburtluoglu,
Oya Eczacibasi, Ful Duran, Sema Caga, Aysil Kurtulan, Zeliha Kaya, Asuman
Bayram, Bozkurt Karasu, Kemal Yigitcan, Ceren Erdem, Ani Haddeler Pekman,

Koza Tamdogan, Sara Berker,

Biilent Erkmen, Esen Karol, Fatih Ozgiiven, Giilizar Cepoglu, Aysun Pelvan,
Aykut Sengozer, llkay Bali¢ Ayvaz, Nazim Dikbas,

and
to all the advisory board members, artists, conference speakers, contributors

to the publications, supporters, and everyone else who has contributed to the
biennial.
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Buradan Nereye Gidiyoruz?

— Bige Orer

Istanbul’u Hatirlamak kitabi, 12.
Istanbul Bienali'nin sergi éncesinde
gerceklestirdigi etkinliklerden

ilki olan Istanbul’u Hatirlamak
konferansinin tartistigi konulari bu
konferansi izleyemeyen ve Istanbul
Bienali'ni daha yakindan tanimak
isteyen daha genis bir kitleyle
paylasmak amaciyla hazirlandi.
Boylece, serginin kiiratorleri Jens
Hoffmann ve Adriano Pedrosa’nin
onerisiyle, Istanbul Bienallerinin
tarihini kiiratorleri, sanatgilan ve
izleyicisiyle birlikte hatirlayarak, 24
yildir kentin doniisiimiinii besleyen
ve bu roli giderek daha da belirgin
hale gelen bienalin bellegini tutma
fikri konusunda kalic1 bir adim daha
atildi. Bu kitap, uluslararasi biiytuk
olcekli sergileri istanbul Bienali
ozelinde siyasal, toplumsal ve
ekonomik agidan degerlendirirken,
izleyiciyi baslangicindan bu yana
bienallerin kentle olan iligkilerini de
yeniden okumaya ¢agiriyor.

1987 yilinda 1. Uluslararas:
Istanbul Cagdas Sanat Sergileri ad:
altinda Istanbul Resim ve Heykel
Miizesi ile Askeri Miize’de ve
Geleneksel Yapilarda Cagdas Sanat
basligiyla Aya irini ve Ayasofya
Hamamu gibi tarihi mekanlarda bir
dizi sergi gerceklestirildi. Amag,
Tiirkiye ¢agdas sanat ortami ile
uluslararasi ¢cagdas sanat ortami
arasinda bir baglanti kurulmasiydi.
Bu ilk adimdi. Sergilerin diizenli
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hale getirilmesi ve iki yilda bir
yapilmasi karariyla birlikte 1989
yilinda diizenlenen etkinlik 2.
Uluslararasi Istanbul Bienali adini
ald1. Sergiler, Istanbul Resim ve
Heykel Miizesi, Dolmabahce Saray1
Hareket Kogkii (Milli Saraylar
Daire Bagkanlig1 Hareket Kogkii),
Aya Irini Miizesi, Basin Miizesi,
Siileymaniye Kiltir Merkezi, Askeri
Miize, Atatiirk Kiiltiir Merkezi,
Yildiz Universitesi ve Geleneksel
Cevrede Cagdas Sanat adiyla
Sultanahmet ¢evresindeki tarihi
acik hava mekanlarinda gerceklesti.
Tarihi mekénlarda sergilenen
yapitlarin cogu mekana 6zgii olarak
uretiliyordu. Her iki etkinligin
de genel koordinatorligiinii Beral
Madra tstlenmisgti.

ikinci bienal ile tictincii
arasindaki ti¢ yillik ara, 1991
yilindaki Birinci Korfez Savasi’'nin
bolgede yarattigi sonuglarin
bir yansimasidir. Kiirator Vasif
Kortun'un direktorliginde Kiiltiirel
Farkliligin Uretimi'ni sorgulayan
ve uluslartistii megalopoller aginin
en hizli dontigsen merkezlerinden
Istanbul’a elestirel bir bakisla
yaklasan 3. Uluslararas: Istanbul
Bienali, ilk defa tek bir mekanda
—bu dénemde bir ¢agdas sanat
miizesine dontstirilmesi
planlanan tarihi Feshane binasinda
gerceklestirildi. Bienale katilan
ulkelerin sergilerini birbirine

Where Do We Go from Here?

— Bige Orer

The book Remembering Istanbul
has been prepared with the aim of
sharing the topics discussed at the
conference of the same name, the
first pre-exhibition event of the 12th
Istanbul Biennial, with a wider audi-
ence that did not have the opportu-
nity to attend the conference and
would like to gain better knowledge
of the Istanbul Biennial. Here, upon
the proposal of Jens Hoffmann and
Adriano Pedrosa, the curators of the
upcoming edition, a history of the
Istanbul Biennial is collated. The
event and this book include past
curators, artists, and audiences, and
offer an enduring step in the preser-
vation of the memory of the bien-
nial, which over the last 24 years has
fulfilled an increasingly prominent
role in nurturing the transforma-
tion of the city. In assessing such a
large-scale international exhibition
from political, social, and economic
points of view, one must reexamine
the relationship between the city
and the biennial, from its inception
to the present day.

In 1987, a series of exhibitions
took place under the title 1st Inter-
national Istanbul Contemporary Art
Exhibitions at the Istanbul Paint-
ing and Sculpture Museum and the
Military Museum, and under the
title Contemporary Art in Tradi-
tional Spaces at historical sites such
as Hagia Eirene and the Hagia Sophia

Hamam. The aim was to form a con-
nection between the contemporary
art scene in Turkey and the interna-
tional contemporary art scene. This
was the first step. In accordance with
the decision to repeat the exhibi-
tions on a regular basis and hold
them every two years, the event
held in 1989 was named the 2nd
International Istanbul Biennial. The
exhibitions were held at the Istanbul
Painting and Sculpture Museum, the
Dolmabahce Palace Hareket Kiosk
(National Palaces Hareket Kiosk),
Hagia Eirene Museum, the Press
Museum, the Siilleymaniye Cultural
Centre, the Military Museum, the
Atattirk Cultural Center, and Yildiz
University, and under the title Con-
temporary Art in Traditional Spaces
at open-air historical sites in and
around Sultanahmet. The majority
of works exhibited in the historical
sites had been produced with a site-
specific approach. Beral Madra was
the general coordinator of these first
two events.

The three-year gap between the
second and third biennials reflected
the impact on the region of the
Gulf War of 1991. The 3rd Interna-
tional Istanbul Biennial, under the
directorship of the curator Vasif
Kortun, questioned the Production
of Cultural Difference and critically
approached Istanbul as one of
the world’s most rapidly changing

11
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baglayan bir uzlasma fikriyle
serginin kiltiirel farklilig1 yeniden
tek alanda tiretmesi amaclanmisti.

Yasanan ekonomik kriz
nedeniyle yine ti¢ yillik bir aranin
ardindan 1995 yilinda diizenlenen
4. Uluslararasi Istanbul Bienali'nde
IKSV, ulusal temsile dayali
geleneksel anlayis yerine tek
kiiratorla bir modeli benimseme
karari aldi. René Block, ORIENT/
ATION—Paradoksal Bir Diinyada
Sanatin Gériintimii baghigi altinda
sergisini, sanatcilar icin Istanbul’da
gorsel argiimanlari ve tartigmalar
sergileyecekleri bir bulugsma
ortami1 olusturmak ve Istanbul’u
biittintiyle, bir yer ve kavram
olarak, bir sanat¢1 atdlyesine
dontistirme fikriyle gelistirdi.
Yerebatan Sarnici ve Aya Irini
Miizesi'nin yani sira Karakoy’deki
eski antrepo binalarindan biri ilk
kez sergi mekani olarak kullanildi.
Bienal kapsaminda Atattirk Kiltiir
Merkezi Sanat Galerisi’'nde yer alan
retrospektif sergisi Fluxus, bienal
izleyicisinin 20. ytzyilin radikal,
deneysel ve etkisini hala strdiiren
uluslararasi sanat hareketini
yakindan tanimasini sagladi.

1997 yilinda Rosa Martinez
kiratorluginde Yasam, Grizellik,
Ceviriler/Aktarimlar ve Diger
Gricliikler Ustiine bashig1 altinda
gerceklesen 5. Uluslararasi
Istanbul Bienali'nde, ana mekanlar
tarihi yarimadada yer aliyordu.
Martinez’in sergiye ¢ok sayida
kadin sanatciy1 davet etmesi ve
Kadin Eserleri Kiitiiphanesi’ni sergi
mekanlarindan biri olarak se¢mesi
kadin meselelerine dikkat ¢ekmek
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icin verdigi bilincli bir karar ve
tepkiydi. istanbul’un Dogu ile Bat1
arasinda bir kap1 olma 6zelliginin
vurgulandig1 sergide, Atatiirk
Havaalani, Haydarpasa ve Sirkeci
garlart mekana 6zgii yapitlara ev
sahipligi yapti. Maaria Wirkkala’nin
Kiz Kulesi’ndeki 151k yerlestirmesini
bienal stiresince seyretmek, CM von
Hausswolff'un Avrupalilastirici /
Asyalilastirict kimlik ttinellerinin
icinden gecmek, sehrin farkl:
noktalarina yayilmis olan sergiyi
adim adim izlemek kentsel
agin ilk bakigta goze carpmayan
cogulluklarini giincel sanatin
giindemine tagiyordu.

Kiratorlaguni Paolo
Colombo’nun yaptig1 6. Uluslararas:
Istanbul Bienali, Tutku ve Dalga
bagligiyla Dolmabahge Kultir
Merkezi, Aya Irini ve Yerebatan
Sarnici’'nda gerceklesti. Sergi,
Yunanca’da “tutku”, Tiirkce'de
“dalga” anlamina gelen Dalgas
mahlasini kullanan, her iki dilde
sarkilar soyleyen Arnavutkoyli
unlii ses Antonis Diamantidis’in
dokunakli hikayesi tizerinden
sehre bir sayg: gosterisi sunarken,
kiiratorinin bireysel tarihlere derin
ilgisini gosteriyordu. Ulkeyi yasa
bogan 17 Agustos 1999 depremi
sebebiyle kamusal alanda yer
alacak yapatlar iptal edildi. Yapilan
cagriya yanit veren 20 bienal
sanatgisi, yapitlarini bagislayarak
depremzedeler yararina uluslararasi
bir miizayede diizenlenmesini
sagladilar.

7. Uluslararasi Istanbul
Bienali’nin agilisi, 2001 yilinda
11 Eyliil olaylarindan ¢ok kisa

megapolises. Organized for the first
time in a single venue—the historical
Feshane building, which at that
point was envisaged to serve as a
contemporary art museum—the ex-
hibition aimed to reproduce cultural
difference in a single space, with

a spirit of concordance binding to-
gether the exhibitions of the separate
participating nations.

For the 4th International Is-
tanbul Biennial in 1995, again held
after a gap of three years, this time
due to economic crisis, the organiz-
ing entity IKSV decided to adopt a
single-curator model rather than the
traditional approach based on na-
tional representation. Under the title
ORIENT/ATION—The Vision of Art
in a Paradoxical World, René Block
developed his exhibition with the
idea of creating in Istanbul a meeting
place where artists could exhibit vi-
sual arguments and debates, thereby
transforming the city, both as a
place and a concept, into an artists’
workshop. In addition to the Yere-
batan Cistern and the Hagia Eirene
Museum, one of the old Antrepo
buildings in Karakoy was used for
the first time as an exhibition venue.
Featured within the scope of the
biennial, the retrospective Fluxus
exhibition held at Atatiirk Cultural
Center Art Gallery familiarized
audiences with one of the most in-
fluential, radical, experimental, and
international art movements of the
20th century.

At the 5th International
Istanbul Biennial, curated by Rosa
Martinez in 1997 under the title On
Life, Beauty, Translations and Other

Difficulties, the main venues were
located on the historical peninsula.
In order to highlight and respond to
women’s issues, Martinez invited a
large number of female artists, and
she selected the Women’s Library
and Information Center as one of
the venues. The exhibition empha-
sized Istanbul’s role as a gateway
between the East and the West,
with site-specific works hosted at
Atattrk Airport and the Haydarpasa
and Sirkeci train stations. To watch
Maaria Wirkkala’s light installation
at the Maiden’s Tower for the dura-
tion of the biennial, to pass through
CM von Hausswolff’s Europeaniser /
Asianiser identity tunnels, to follow
in the footsteps of the exhibition
that was dispersed over different
points of the city, turned the spot-
light on multiplicities of the urban
network that were not otherwise
immediately obvious.

Curated by Paolo Colombo
under the title The Passion and
the Wave, the 6th International
Istanbul Biennial took place at
the Dolmabahce Cultural Center,
Hagia Eirene, and the Yerebatan
Cistern. Revealing the deep interest
of its curator in individual histories,
the exhibition presented a show
of respect to the city via the
moving story of the famous singer
Antonis Diamantidis, a native of
the Arnavutkdy neighborhood, who
used the nickname Dalgas, which
means “passion” in Greek and
“wave” in Turkish, and who sang in
both languages. Works of art intend-
ed for display in public spaces were
cancelled because of the earthquake
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bir siire sonra gerceklesti. Yuko
Hasegawa’'min Egokac—Gelecek
Olusum icin Egodan Kagis
baslikli sergisi 20. yiizyilda
yasanan sorunlara gondermelerde
bulunuyor ve erkek egemen toplum,
materyalizm ve monetarizm
elestirisi yaparak, temelini kolektif
biling, kolektif zeka ve birlikte
varolugsun olusturdugu alternatif
bir modele dikkat ¢ekiyordu. 7.
Bienal’de tarihi yarimadanin yam
sira ilk kez Asya yakasindaki
Beylerbeyi Saray1 da ana mekanlara
ekleniyor, sanat¢ilarin projeleri
kentin farkli noktalarinda
da Istanbullularin karsisina
cikiyordu. Gabriel Orozco’'nun
yeni bir form verdigi, tagitlarin
kaldirimlara ¢ikmasini engelleyen
sehir mobilyalariyla aradan 10
yil gegmesine ragmen Istanbul
sokaklarinda hala karsilasiyoruz.
2003 yilinda Dan Cameron’un
kiratorlugini yaptigr Siirsel Adalet
baslikl 8. Uluslararas: Istanbul
Bienali, calismalarini ahlak, siir
ve siyaset lizerine yogunlastiran
sanatgilarin yapitlarina yer vererek
kiiresellesmeye kars: alternatif
bir yol oneriyordu. Bienal, tarihi
mekanlar ve Antrepo’nun yani
sira, kentin farkli alanlarini da
sanatc¢ilarin yapitlarina agt1.
Cildo Meireles’in Galatasaray
Meydani’ndaki dort odali kamuya
agik evi, Doris Salcedo’nun
Karakoy’de iki bina arasinda
kullanilmig sandalyelerle yaptigi
hafiza anit1, Mike Nelson’un Valide
Han’da kurdugu fotograf atolyesi,
Rogelio Lépez Cuenca’nin miidahale
ettigi trafik levhalar1 kamusal alana
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yayilan isler oldu.

2005 yilinda Charles Esche
ve Vasif Kortun eskiiratorliginde
gerceklesen 9. Uluslararasi Istanbul
Bienali'nde, Istanbul, yapitlar ve
sergilenecekleri mekanlar arasinda
onceki sergilerden farkli bir iliski
kurulmasi fikriyle ilk kez tarihi
mekanlarin digina ¢ikildi. Bienalde
kentteki giindelik hayatla daha
yakindan iligki kuran Beyoglu
ve Galata cevresindeki yedi
farkli mekan kullanildi. Istanbul
baslikl: sergide kiiratorler, kente
bagka bir gozle bakmak amaciyla
bienale katilan 53 sanatgi ve
sanatgi grubunun yaklagik yarisini,
bir ile alt1 ay arasinda degisen
siirelerde yasayip is tiretmek tizere
Istanbul’a davet ettiler. Bienal
oncesi diizenlenen ve stireci
izleyiciyle paylagmay1 amaclayan
9B konugsmalari, bienalin ticretsiz
olarak dagitilan rehberi ve konseptle
ilgili okuma metinlerinden olusan
kitabi, 2 Yilda 1 ismiyle ¢ikarilan
gazetesi ile sosyal ve sanatsal
girigimlerin bulusma noktasi
olan antrepodaki Misafirperverlik
Alani, sanatin kendi yontemlerini
kullanarak diinyay: nasil
degistirebilecegine dair 6nermeler
sundu.

10. Uluslararasi Istanbul
Bienali, Hou Hanru’nun
kiiratorligiinde Imkansiz Degil,
Ustelik Gerekli: Kiiresel Savas
Caginda Iyimserlik basligiyla
modernligin vaadini elegtirel
olarak yeniden tartisti. Yakmali
mi1 yakmamali m1? adli temayla
Atatirk Kaltir Merkezi; Diinya
Fabrikas: ile IMC; Entre-Polis

of August 17, 1999, which caused
great sorrow across the country.
Twenty biennial artists responded to
a call to donate the proceeds of their
works at an international auction for
the benefit of earthquake victims.
The opening of the 7th Interna-
tional Istanbul Biennial took place
in the immediate aftermath of the
events of September 11, 2001.
Yuko Hasegawa’s exhibition, titled
Egofugal—Fugue from Ego for the
Next Emergence, referred to the
problems of the 20th century and,
via a critique of male-dominated
society, materialism, and monetar-
ism, drew attention to an alterna-
tive model centered on collective
awareness, collective intelligence,
and coexistence. For the first time,
in addition to the historical penin-
sula, the Beylerbeyi Palace Mu-
seum on the Asian side of the city
became one of the main venues,
and the projects of the artists met
with audiences in various parts of
the city. Almost 10 years after their
creation, one may still encounter
on the streets of Istanbul pieces of
urban furniture reshaped by Gabriel
Orozco, designed to prevent vehicles
from climbing onto the sidewalk.
Poetic Justice, the 8th Inter-
national Istanbul Biennial, curated
by Dan Cameron in 2003, proposed
an alternative to globalization by
presenting works focusing specifi-
cally on ethics, poetics, and politics.
In addition to the historical sites
and Antrepo, the biennial utilized
various other parts of the city. The
four-room, open-to-the-public house
of Cildo Meireles in Galatasaray

Square, Doris Salcedo’s memory
monument produced using second-
hand chairs and installed between
two buildings in Karakdy, Mike
Nelson’s photography studio in
Valide Han, and traffic signs sub-
jected to the interventions of Rogelio
Lopez Cuenca all spread out into
public space.

At the 9th International Istan-
bul Biennial, realized in 2005 under
the co-curatorship of Charles Esche
and Vasif Kortun, the aim was to
depart from previous approaches
and form different relationships
among Istanbul, the works of art,
and the spaces in which they were
exhibited. Seven separate venues
around Beyoglu and Galata, both
neighborhoods that evoke strong
associations with everyday life in
the city, were used. For the exhibi-
tion, titled Istanbul, the curators
invited approximately half of the 53
artists and artists’ groups to look at
the city from different points of view
and to live and produce works here
for periods ranging from a month to
six months. From the talks, which
were organized during the run-up to
the biennial and aimed to share the
process with the audience; to the bi-
ennial guide, which was distributed
free of charge; the biennial reader,
shaped around the concept; the
biennial newspaper titled 2 Yilda 1
(Every Two Years); and the Hospital-
ity Zone at Antrepo that formed a
meeting point for social and artistic
initiatives: all offered channels for
proposals on how art could bring
about change in the world using its
own methods.

15
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ile Antrepo; bagimsiz sanatci
inisiyatiflerinin yer aldig
santralistanbul ve KAHEM Bienal
mekanlari olarak kullanildi.
Istanbul’un 24 saat yasayan bir sehir
olmas: diistincesinden hareketle
Antrepo ilk kez, haftada iki defa gece
de izleyiciye agikti. Antrepo’nun
i¢inde yaratilan Diig Evi, Cin’deki
Kiiltiir Devrimi sirasinda
halkin elestirilerini dile getiren
“dazibao”lara gonderme yapan ve
Istanbul’da otuza yakin mahalleyi
dolasan Gecegezenler projesi, AKM
ve IMC’nin yikilma tartismalari
yasanirken bu yapilarin sergi mekani
olarak kullanilmalar1 kamuoyunda
genis yanki uyandirdi.

2009 yilinda What, How &
For Whom/WHW isimli ktrator
kolektifi tarafindan Insan Neyle
Yasar? bagligiyla gerceklestirilen
11. Uluslararasi Istanbul Bienali,
ekonomik krizin yagandigi ve
kapitalist sistemin sorgulandig:
bir ddnemde sanatin toplumu
dontstiirmek ve elestirel
diigiinceyi gelistirmek icin nasil
bir rol oynayacag tizerine sorular
sordu. Kaynaklarin dagilimindaki
dengesizlik, siyasi manipulasyon,
cinsiyete dayali baski, insan haklar,
baskiya boyun egme sergide acilan
tartigma bagliklarini olugturdu.
Antrepo’nun yani sira on yila
yakin bir zamandir 6grencisi
olmadigi igin kullanilmayan
Ferikoy Rum Ilkokulu, bienal icin
bir sergi mekanina dontstirildi
ve kapilarini ziyaretgilere acti.
Titiin Deposu’nda, sanatcilarin
yapitlarinin yani sira bienal ile ilgili
her tiirlii temel verinin toplandigs,
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degerlendirdigi ve izleyiciye
sunuldugu calismalara yer verildi.

Istanbul Bienali’nin bellegiyle
ilgili simdiye kadar yapilan
caligmalar bienal sergileri ile
yayinlarini kapsiyor. Bienal arsivinin
2012 yilinda dijitallestirilerek
kamuya ac¢ilacak olmasi da bu
bellegin daha genis bir kitle
tarafindan daha etkin kullanilmasina
imkan taniyacak. Bu baglamda
Istanbul’u Hatirlamak kitabi
sadece 1987’den bugiine Istanbul
Bienali’nin dontim noktalarini ve
bu stiregte 6ne ¢ikan tartigmalar
sunmakla kalmiyor; ayni zamanda
yerel ve uluslararas: 6lcekte gelisen
giincel sanat alani ve bienalin
bu stiregte tistlendigi rol tizerine
okuyucuyu birlikte diisiinmeye
davet ediyor.

Baglangicindan ceyrek asir
sonra gecmise yeni bir ruhla
bakmak, bu siiregte edinilen
deneyimlerin paylasilmasz,
ortak hafizanin tazelenmesi ve
yeniden yorumlanmasi acisindan
biiytik énem tasiyor. Hatirlamak,
hatirladiklarimizla beraber
bulundugumuz noktadan ne yéne
gidecegimize karar vermemizde
biytik rol oynuyor. Hatirlamak,

6. Istanbul Bienali'nde Ugo
Rondinone’nin Taksim Meydani’'nda
yer alan neon yerlestirmesinde de
sordugu gibi, her seferinde bizde

bu farkindaligi yaratiyor: “Buradan
nereye gidiyoruz?”

The 10th International Istanbul
Biennial, curated by Hou Hanru,
critically discussed the promise
of modernity under the title Not
Only Possible, But Also Necessary:
Optimism in the Age of Global War.
The theme used for the Atatiirk
Cultural Center was Burn It or Not?,
the theme for the IMC was World
Factory, and the theme for Antrepo
was Entre-Polis. Independent artists’
initiatives used santralistanbul and
KAHEM as exhibition spaces. For
the first time, based on the premise
that Istanbul is a city that remains
awake around the clock, Antrepo
remained open at night twice a
week. Projects included Dream
House, a space created within Ant-
repo; Nightcomers, referring to the
dazibaos that voiced the criticisms
of the people during the Cultural
Revolution in China and traveled to
approximately 30 neighborhoods in
Istanbul; and the use of AKM and
IMC as exhibition venues even as
the debate around their demolition
continued.

The 11th International Istanbul
Biennial, held under the title What
Keeps Mankind Alive? and curated
by the curatorial collective What,
How & For Whom/WHW in 2009,
proposed questions around the role
art can play in order to transform
society and develop critical thought
even during times of economic crisis
and challenge to the capitalist order.
The inequality in the distribution
of resources, political manipulation,
gender-based oppression, human
rights, and submission to politi-
cal pressure were among the topics

debated. Antrepo was used, and also
the Ferikoy Greek School, which had
been unused for almost 10 years due
to a lack of new pupils. The Tobacco
Warehouse hosted research projects
in which all types of data related to
the biennial were accumulated, as-
sessed, and presented to viewers.
Thus far, work carried out in
building the memory of the Istanbul
Biennial includes the biennial exhi-
bitions and corresponding publica-
tions. The digitized biennial archive
will be presented to the public in
2012, enabling wider public ac-
cess. Thus, the book Remembering
Istanbul presents the turning points
and debates that arose during the
historical progression of the Istanbul
Biennial from 1987 to the present
day; it also invites readers to join us
in contemplating the contemporary
art scenes developing at both the lo-
cal and international levels, and the
role of the biennial in that process.
Reflecting with vigor on a past
spanning a quarter of a century is
greatly important in terms of shar-
ing experiences, and refreshing and
reinterpreting common memory.
Remembering also plays a signifi-
cant role in instructing our decisions
on which new directions to take.
Every time we cast our minds back
in remembrance, we are filled with
a certain awareness, one that was
illustrated by Ugo Rondinone in his
neon installation that stood in Tak-
sim Square during the 6th Interna-
tional Istanbul Biennial: “Where do
we go from here?”
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Bellege Cagri

— Jens Hoffmann & Adriano Pedrosa

Istanbul Bienali, 6zgiin ve deneysel
yapisini 24 yillik tarihi boyunca
istikrarla koruyarak 6nde gelen
uluslararas: bienallerden biri haline
geldi. Gegmis bienalleri diizenleyen
—giineyden ve kuzeyden, dogudan ve
batidan gelen, yeni éne ¢ikan birey-
lerden kendini kanitlamig bireylere
ve kiiratoryel kolektiflere- kiiratorler
bienalin kapsamaya calistig1 genis
tasavvurlar yelpazesinin kaniti
olarak karsimizdalar. iki giin stiren
Istanbul’u Hatirlamak konferansina
gecmis 11 bienalin tiim kiiratorleri
davet edildi.! Her biri, deneyimlerini
hatirladiklari, degerlendirmelerini
aktardiklar: ve bienal sergisi bi¢imi-
nin bugiinkt durumu hakkinda fikir
gelistirdikleri konugmalar sundular.
Gectigimiz yillarda bienale katilan
bazi Tiirkiyeli sanatcilar da konfe-
ransa davet edildi; bu sanatgilar da
kiiratorlerin sunumlarina kargilik
verdiler ve kendi deneyimlerini pay-
lagtilar. Etkinligin gecirdigi evrimin
yakin tanigi olarak bu sanatcilarin
goriigleri benzersiz ve paha bigil-
mezdi.

Bu konferansi diizenleme
arzumuzun ardindaki diisiince ¢ok
basit. Amacimiz Istanbul Bienali'nin
tarihini gozden gegirmek ve hem
kendimizi hem de daha genis izleyici
kitlesini bizden 6nceki kiiratorlerin
bu sehirde biiytik 6l¢ekli bir ulus-
lararas: sergi diizenleme isine nasil
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yaklagtiklar1 konusunda bilgilen-
dirmekti. Venedik ve Sao Paulo gibi
klasiklerden gocebe Manifesta’ya,
“orta-yasli” Lyon ve Sidney’den
ylkselisteki Ural ve Marakes bie-
nallerine bugiin bienallerin dinyada
nasil yayginlastigini goz oniinde
bulundurarak, istanbul Bienali’nin
kendisine ev sahipligi yapan sehirde-
ki sanat gevresi tizerindeki etkilerini
incelemek istedik. Bunun yani sira,
bienali glinimiiziin gegerli sergi bici-
mi haline getiren etkenler hakkinda
daha iyi bir anlayiga da sahip olmaya
caligiyorduk.

Cagdas sanat sergilerinin olus-
turdugu manzaraya bakinca, bienal-
lerin can havliyle (ve aym derecede
basar1 gosteremeyerek) dikkatleri
uzerlerine ¢gekmeye ¢aligtigini; hem
yerel ihtiyaclara hem de daha genis
bir sanat diinyasinin beklentilerine
karsilik bulma ugraginda olduklarini
goriiyoruz. Bu baglamda Istanbul,
uzmanlagmis uluslararasi izleyiciden
ve yerel sanat ortamindan gordugu
ilgi goz 6niinde bulunduruldugunda,
ayricalikli bir konuma sahip gibi
goriintiyor. Bunu ¢esitli etkenlerle
aciklamak miimkiin: Sehrin hem
Avrupa hem Asya’daki benzersiz
konumu, etkinligin 24 yillik tarihi
ve ¢ogu bagka baglamlarda muhte-
melen uygulanamayacak yenilikc¢i
ve bagimsiz kiiratoryel projelere
taninan 6ncelik. Bunun yaninda

Total Recall

— Jens Hoffmann & Adriano Pedrosa

In the 24 years of its existence, the
Istanbul Biennial has become one of
the most prominent international
biennials due to its consistently
unique and experimental character.
The curators who have organized its
past editions—hailing from south
to north, from east to west, from
emerging to established individuals
to curatorial collectives—attest to
the broad range of visions that the
biennial has attempted to encom-
pass. All of the curators of the past
11 editions were invited to the
two-day conference Remembering
Istanbul.! Each gave a presentation
in which they remembered their
experiences, offered afterthoughts,
and reflected on the current state
of the biennial exhibition format.
Several artists from Turkey who had
participated over the years were also
invited; they responded to the cura-
tors’ presentations and shared their
own recollections. As close observ-
ers of the event’s evolution, they had
unique and invaluable perspectives.
The thoughts behind our desire
to organize this conference were
rather straightforward. Our goal was
to review the history of the Istanbul
Biennial, and to inform ourselves
as well as the wider public about
how the curators who came before
us approached the task of organiz-
ing a large-scale international group

exhibition in this city. Taking into
consideration the proliferation of
biennials in the world today—from
classics such as Venice and Sao
Paulo to the nomadic Manifesta, the
“middle-aged” biennials in Lyon and
Sydney, and the emerging Ural and
Marrakech events—we wanted to
examine the effects of the Istanbul
Biennial on the art community in
its host city. We were also seeking

a better understanding of what has
made the biennial today’s prevalent
exhibition format.

Looking at the landscape of con-
temporary art exhibitions, biennials
are desperately trying (with varying
degrees of success) to call atten-
tion to themselves, and to respond
simultaneously to both local needs
and larger art-world expectations.

In this context Istanbul seems to
enjoy a privileged position, given the
attention it gets from the specialized
international audience and the local
scene. This is attributable to various
factors: the city’s unique location in
both Europe and Asia, the event’s 25-
year history, and the prevalence of
innovative and independent curato-
rial projects, many of which would
probably be difficult to implement in
other contexts. And then of course
there is the support of its organiz-
ers, who over the years have enabled
much intellectual and artistic
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elbette, uzun yillardir genis ¢apli
entelektiiel ve sanatsal deneysellige
olanak taniyan diizenleyicilerinin
destegi de var. Kiiratorlere daha yer-
lesik bienallerde mtiimkiin olandan
cok daha yiiksek bir 6zerklik diizeyi
sagliyorlar.

Istanbul Bienali, kiiratorlerinin
uygulamalarindaki siradis: ¢gesitlilik-
le siirekli dikkat ¢ekiyor. Kiiratorler
tarihi mekanlarda ¢alistilar, bienali
bir ideolojik propaganda zemini
olarak kullandilar, sehrin giinlitk
dokusuna sanatsal muidahaleler-
de bulundular, Istanbul’un kaltar
ve katalarin esigindeki benzersiz
konumunu amaclar1 dogrultusunda
degerlendirdiler. Batili olmayan bir
kiirator atayan ilk bienal Istanbul
oldu, bu Venedik Bienali’'nde bugin
bile hentiz yapilmamuis bir tercih.
Ve ilk defa bir Latin Amerikali
kiirator davet eden de Istanbul olduy,
Istanbul’un hemen arkasindan Lyon
ve Manifesta geldi.

ikimiz de bu sehre nostaljik
veya romantik bir bakis acisiyla,
eski Bat1 ile eski Dogu arasinda
sitkismis gizemli bir kavsak oldugu
fikriyle yaklagsmiyoruz. Aksine,
Istanbul’u dusiindiigiimiizde akli-
miza hemen bu harikulade bienal
geliyor, glincel sanat diinyasindaki
bir¢ok ¢aligma arkadasimiz i¢in de
ayni seyin gegerli oldugunu biliyo-
ruz. Istanbul’la ilgili anilarimiz 1997
yilina uzaniyor. O yil, 24. Sdo Paulo
Bienali’'nin yardime1 kiiratori olarak
calisan Adriano, tam da Istanbul
Bienali‘nin “ulusal temsil” fikrinden
uzaklastig1 bir donemde, 5. Istanbul
Bienali’nin, o zamanki ifadeyle,
“Brezilya katilimi”nin katalogunun
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editorligiini yapti. Ayni donemde 1.
Berlin Bienali’nin asistan kiiratorlii-
§0 gorevini yiirtiten Jens Istanbul’a
geldi; o yil gezdigi Istanbul Bienali
gordigu ilk bienallerden biriydi. Ad-
riano, 1999’da Paolo Colombo’nun
kiiratorliigiinii yaptig 6. Istanbul
Bienali’'ne katilan sanatg¢ilardan Iran
do Espirito Santo tizerine kisa bir
metin kaleme aldi. 2001’de Jens ve
Adriano, 7. Istanbul Bienali’'nin agili-
s1 sirasinda diizenlenen bir yuvarlak
masa toplantisina katilmak tizere
Istanbul’a geldiler, ayrica Adriano bu
bienalin katalogu i¢in Lygia Clark
lzerine bir yazi yazdi. Bu tarihten
sonraki tiim bienallere katildik (tek
istisna Adriano’nun ziyaret ede-
medigi 2003 tarihli Dan Cameron
kiiratorlugindeki bienaldi). Tahmin
edeceginiz tizere, bu sehri diisiintir-
ken ayni anda bienali de dagtinmedi-
gimiz hi¢ olmads; bienal bizim icin
Istanbul’u tanimak icin bakislarimi-
z1 yonelttigimiz bir mercek.

Bu konferansin ve bu kitabin
niyeti, éncelikle Istanbul Bienali’nin
tarihinin daha sistematik bi¢cimde
yazilip ¢oziimlenebilmesini sagla-
yacak bir zemin sunmak -halj, ister
istemez, fragmanlar ve kisisel anilar
ve degerlendirmeler araciligiyla
da olsa. Bienal tarihi boyunca bazi
anlagmazliklar da yasand: elbette;
bu cercevede bakildiginda konferan-
sin bir 6zelligi de genis bir gorusler
ve kanaatler yelpazesinin kamusal
alanda ortaya konmas: icin bir firsat
niteligi tagimasiydi. Zaten konusg-
macilarin kesin, cizgisel, birbirine
bagli bir anlat1 izerinde anlagma-
sin1 beklemiyorduk. Aksine, farkl
anlatimlarin ayni anda bir arada var

experimentation. They have provided
the curators with a far greater degree
of autonomy than would be possible

with more established biennials.

The Istanbul Biennial has been
consistently notable for the ex-
traordinary diversity of its curators’
undertakings. They have worked in
historical sites, they have treated the
biennial as a platform for ideological
propaganda, they have undertaken
artistic interventions in the every-
day fabric of the city, and they have
exploited Istanbul’s unique position
on the threshold of cultures and
continents. It was Istanbul that first
appointed a non-Western curator,
something that Venice has not yet
done. And it was Istanbul—quickly
followed by Lyon and Manifesta—
that first invited Latin American
curators.

The two of us do not conceive
of this city in a nostalgic or romantic
sense, as a mythic crossroads caught
between the former West and the
former East. Rather, when we think
of Istanbul, we immediately think of
its remarkable biennial, as do many
of our colleagues in the contempo-
rary art world. Our recollections of
Istanbul date back to 1997. In that
year, Adriano, working as adjunct
curator of the 24th Bienal de Sao
Paulo, edited the catalogue of the
so-called “Brazilian representa-
tion” of the 5th Istanbul Biennial,
precisely at a moment when Istanbul
was stepping away from “national
representations.” Jens, then assistant
curator of the 1st Berlin Biennale,
came to Istanbul that year; it was
one of the very first biennials he

ever experienced. In 1999, for Paolo
Colombo’s 6th Istanbul Biennial,
Adriano wrote a short text on Iran do
Espirito Santo, one of the participat-
ing artists. In 2001 Jens and Adriano
came to participate in a roundtable
discussion during the opening of the
7th Istanbul Biennial, and Adriano
also wrote on Lygia Clark for the cat-
alogue. Thereafter, we both attended
every edition (with the exception of
Dan Cameron’s in 2003, which Adri-
ano had to miss). Understandably,
we have never considered this city
without simultaneously thinking

of this event; it is the lens through
which we got to know Istanbul.

The intent behind the confer-
ence and this publication is first and
foremost to offer a platform from
which the history of the Istanbul
Biennial can be written and analyzed
in a more systematic manner—al-
though necessarily still through frag-
ments and personal recollections. It
has had its controversies, of course,
and the conference served as an op-
portunity for a wide range of views
and opinions to be confronted in the
public realm. We did not expect that
a definitive, linear, cohesive narra-
tive would be agreed upon. Rather
we entered into the undertaking
with the premise that different ac-
counts can coexist, and be heard and
understood simultaneously.

As time goes by, any exhibition
becomes more and more elusive in
the memories of those who experi-
enced it; the publications and docu-
ments remain its only permanent
records. This is especially true in an
era of rapidly produced large-scale
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olabilecegi ve izleyici tarafindan
dinlenip anlagilabilecegi fikriyle bu
etkinlige kalkistik.

Zaman gegtikce her sergi onu
tecriibe edenlerin hafizasinda gide-
rek daha ugucu bir hal alir; yayinlar
ve belgeler serginin yasayan tek ka-
yitlan olarak kalir. Bu durum hizla
uretilmis buyiik 6lgekli sergiler ca-
ginda daha da gegerli. Bu sergiler tire-
timlerine uygun bir sekilde neredey-
se her zaman eksik ve parcalanmis
bir sekilde tiiketiliyorlar. Dolayisiyla
gelecege uzanan olasi yollar: formiile
etmeye baglamadan énce, durup ge-
riye bakmak, hatirlamak ve diisiin-
mek énemli. Bu sebeplerden hare-
ketle, 12. Istanbul Bienali’nin acilis1
vesilesiyle yayimlanan bu kitabi, bu
sergiler dizisinin daha eksiksiz bir
resmi ve kaydi olarak sunuyoruz.
Kitabin sergi tarihi alanina, 6zellikle
de bienal sergisi bi¢ciminin tarihine
ve bu alandaki giincel tartismalara
anlamli bir katkida bulunmasini
umut ediyoruz.
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1. Rosa Martinez maalesef Istanbul’'u Hatirlamak
konferansina katilamadi. Bu konferans: diizen-
leme fikrini bize veren ise su anda Documenta
13'lin sanat yénetmeni olan arkadagimiz Carolyn
Christov-Bakargiev’in 2009'da gerceklestirdigi bir
projeydi. Carolyn’in Torino’daki Castello di Rivoli
Cagdas Sanat Miizesi’'nde diizenledigi konferans
bir¢ok eski Documenta sergisinin kiiratoriinti bir
araya getirmisti.

exhibitions, which are almost al-
ways consumed in a correspondingly
incomplete and fragmented way.
Thus it is important to stop and
look back, to remember and reflect,
before we can formulate possible
paths forward. For these reasons we
offer this publication, released on
the occasion of the opening of the
12th Istanbul Biennial, as a fuller
picture and account of this series of
exhibitions. We hope that the book
makes a meaningful contribution to
the field of exhibition history, and
specifically to the history of, and
contemporary thinking about, the
biennial exhibition format.

1. Rosa Martinez was unfortunately unable to
attend Remembering Istanbul. The idea for the
conference was inspired by a project that our
friend Carolyn Christov-Bakargiev, currently the
artistic director of Documenta 13, organized in
2009. That conference at the Castello di Rivoli
in Turin brought together the curators of several
previous Documenta exhibitions.
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1. Uluslararasi istanbul Cagdas Sanat Sergileri, 1987
2. Uluslararasi istanbul Bienali, 1989

— Beral Madra

12. istanbul Bienali kiiratérleri Jens Hoffmann ve Adriano Pedrosa bir
gereksinim duydular ve bir “anma” forumu diizenlediler. Kendi adima
ve gecmis Istanbul bienallerine katilip da adlar1 anilmayan sanatcilar,
geemis bienallerin olusumuna emek vermis ve unutulmus bir¢ok

kisi ve kurum adina bunu sevindirici ve olumlu bir yaklagim olarak
goriyorum.

Bu gereksinimi neden duydular? Oncelikle kendi bienalleri icin bir
arka plan arastirmasi yapmak istediler. Kurulu diizenin disina ¢ikarak
ulus degil, sanatci kimligi ve sanat akimi tstiine 1987’de yapilan ilk
uluslararas: sergiden bugiine Istanbul Bienali’nin 24 yillik gelisiminin
dokimiini yapmak ve kendilerinden oncekilerin deneyimlerini
ogrenmek istediler. Her bienalin bir tartisma ortaminin olmasi, bu
ortamin da yapay degil, dogal ve gercekei olmasi gerekiyor. Belki
de 12. Istanbul Bienali’nin kiiratérleri bize 6zgii sanat ortaminin en
onemli eksikligi olan “bellek” meselesini hemen fark ettiler. Nitekim
10. istanbul Bienali sirasinda, o dénemde Istanbul Modern’in miidiirii
olan David Elliott da “bellek” sorununu fark ederek miizede bir “6zet
sergi” sunmustu. Simdiki Zaman Ge¢mis Zaman isimli bu sergide
Istanbul Bienali'nin yirmi yillik ge¢misinden bir secki yer aliyordu.

Bilindigi gibi, bize her zaman model olmus ve hala da olmakta
olan Avrupa/Bat1 odakli modernizmin, postmodernizmin ve bugiinki
iligkisel estetik olgusunun en 6nemli 6zelligi sanat yapitinin esin
kaynaklarinin, gegmis tiretimlerin ve akimlarin her an canli ve
diri tutulmasidir. Bu da her zaman i¢in sanatin ge¢cmis ve gelecek
arasindaki diyalektik sorununa isaret ediyor. Giinimuzde “ilk” ve
“Ozgin” olma durumu dijital teknolojiler ve benzetimler dolayisiyla
stirekli sorgulandig halde sanat yapiti her zaman “ilk” ve “6zgin”
olmay1 One stirer ama bir yandan da ge¢misle olan iligskisine bagh
kalir. Ayni zamanda, sanatin i¢inde barindirdig: ge¢mise dair bilginin
getirdigi zengin bir bilinglilik s6z konusudur.

Avrupa’nin Ronesans’tan gliniimiize diinyaya egemen kildig:
sanat tiretimi, birbirine bagli stireclerin kesintisiz ve suirdirtilebilir
olmasinda temelleniyor. S6z konusu cografyanin merkezlerindeki
say1siz miize ve arsiv, insanlara stirekli gecmiste ne olup bittigini
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1st International Istanbul Contemporary Art Exhibitions, 1987
2nd International Istanbul Biennial, 1989

— Beral Madra

Jens Hoffmann and Adriano Pedrosa, co-curators of the 12th Istanbul
Biennial, felt the need and organized this “memorial” forum. On my
own behalf, on behalf of the artists who took part in previous bien-
nials and whose names are not mentioned here, and on behalf of the
numerous people and institutions who participated in the formation of
previous Istanbul Biennials and are now forgotten, I welcome this as a
pleasing and positive development.

Why did Hoffmann and Pedrosa feel this need? First and foremost,
they wanted to carry out some background research for their own
biennial. They wanted to inventory the development of the Istanbul
Biennial since the first one in 1987, which was precedent-setting in
the sense that it was not shaped on a national basis but on the basis
of artists’ identities and art movements. And they wanted to find out
about the experiences of those who had come before them. Each bien-
nial needs an environment of debate, and this environment cannot be
artificial; it must be natural and realistic. Perhaps the curators of the
12th Istanbul Biennial immediately recognized the challenge presented
by the notion of “memory,” which is the single greatest missing ele-
ment in our self-styled art scene. During the 10th Istanbul Biennial,
David Elliott, at that time the director of the Istanbul Modern, became
aware of this problem of memory and presented a “summary exhibi-
tion” titled Time Present Time that included a selection of works from
the past 20 years of the Istanbul Biennial.

It is well known that the most important common feature of
European and Western-focused modernism, postmodernism, and the
contemporary phenomenon of relational aesthetics is that sources of
inspiration, and past production and movements, have been main-
tained fresh and vital throughout. And this always points to the dia-
lectical problem of art between its past and its future. Even as digital
technologies and simulations constantly challenge the condition of
being the “first” or the “original,” the work of art nevertheless lays
claim to these distinctions, meanwhile remaining loyal to its relation-
ship with the past. At the same time there is a rich awareness brought
forth by the knowledge of the past that art contains.
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gosteren sergiler diizenliyor. Giniimuzdeki sanat {iretiminin
temelinde de yeniden tretim 6zelligi agikca belirgindir. Her sanatci
kendisine 1s1k veren bir bagka sanat¢idan veya sanat¢i grubundan
80z eder ve her sanat yapit1 kendinden 6nceki sanat yapitlarindan bir
seyler tasir.

Avrupa kitas1 disinda somiirgeciligin gergeklestigi biitiin bolgeler
ve Turkiye bu acidan yarali bir biling tagir. Modernizm bir éykiinme
tretimi olarak degerlendirilmig ve 20. ytizyilin ticinci ¢eyreginde
modernizmin geregi olan tGtopyaci yaklagimlar, bireysel 6zgurlik ve
bagkaldir ve sil bastan stiregleri hi¢bir zaman tamamlanmamastir.
Bellek hesaplagmasi islevini yerine getirebilen “miize” ise heniiz
“ilging nesneler odas1” olarak var olabiliyor bu bolgede. Avrupa’min
onyargilan ve klige degerlendirmeleri de “arastirmaca ve irdeleyici
miize” kurulmadikca 6nlenemeyecek. Ancak 1990’lardan sonra
ozellikle Avrupali kiiratorler ve bagh olduklarn egemen kurumlar
Avrupa-merkezci yaklagimlarini tarihe gomdiiler ve cok-kulturlilik
ilkelerini benimsediler. Bu kaginilmazdi ¢iinkii kendi tilkelerinde
yasanan siyasal, toplumsal ve kultirel degisimler (heterojen yapilarin
kabuld, yeni insan haklar ilkeleri, gogmenlerin haklar: gibi) sanat
iceriklerine, sdylemlerine ve bicimlerine degisiklikler getiriyordu.

Bilindigi gibi Istanbul’da 11 bienal yapildi. Bu bienallerde
sergilenen yapitlar, tam da bu stirekliligi gosterecek nitelikteydi. Bu
bienallerde Tiirkiyeli sanat¢ilarin 6nemli yapitlar gosterildi ancak
geng kusaklar bu yapitlar goremiyor. Ciinki bu yapitlar bir ¢agdas
sanat miizesi sistemi i¢ine giremediler. Bu bienallere katilip da
yapitlarini, piyasa degerlerinin altinda fiyatlara seve seve Istanbul’a
birakacak uluslararasi sanat¢ilarin yapitlari nerede? Tirkiyeli
koleksiyoncular, belli bir resim tiiriine, modernist icerik ve estetigi
siirdliren resme yatirim yapmis, otuz yil boyunca tiretilmis olan
postmodern ve iligkisel estetik yapitlar1 goz ardi etmistir. Bienallerin
sundugu yapit toplulugundan secilerek alinmais yapatlar, bugiin
Istanbul’a bir uluslararasi cagdas sanat miizesi kazandirmis olurdu.

AB digindaki cografyada (Giineydogu Avrupa, Dogu Akdeniz,
Ortadogu) neoliberal kapitalizmin tekelciligi ve somiiriicilaga butin
glictiyle stirtiyor ve ¢agdas sanat bu olgu i¢inde 6nemli bir direnis
alani olarak giindeme giriyor. Bienaller bu vitrinin en goz alic1 ve
cekici stisit. Ancak, giintimiizde bile bu olgudan dogrudan ya da dolayli
yararlanan resmi kiltir ve 6zel ktltir arasinda sanat treticisi adina
beklenen mutabakat ve igbirligi yoktur. Gegmisi ve bugtinii muhalif
ve elestirel bir bakis acisiyla yeniden yorumlayan ve metaforlar
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The European mode of artistic production that has prevailed
across the globe since the Renaissance is based on the continuity and
sustainability of interconnected processes. Countless museums and
archives constantly organize exhibitions that show what took place in
the past. Reproduction clearly also forms the basis of much contem-
porary art production. Each artist speaks of another artist or group of
artists that illuminated his or her path, and each work of art contains
some elements of the works of art that came before it.

All regions outside the European continent that experienced
colonialism (and also Turkey) have a traumatized consciousness in
this respect. Modernism was regarded as a repetitive production, and
utopian approaches and processes of individual freedom, uprising, and
complete revision that took place in the third quarter of the 20th cen-
tury as an outcome of modernism were never brought to completion.
On the other hand, the museum—an institution that has the potential
to fulfill the function of coming to terms with memory—as yet only
exists in this region as a “cabinet of curiosities.” The prejudices and
clichéd assessments of Europe are unavoidable until a true museum
devoted to researching and examining them is founded in Turkey. It
was only after the 1990s that European curators in particular and the
dominant institutions they are affiliated with buried their Eurocentric
approaches and adopted the principles of multiculturalism. This was
inevitable because the political, social, and cultural changes they were
experiencing in their own countries (the acceptance of heterogeneous
structures, new human rights principles, and immigrants’ rights) were
bringing changes to the content, discourse, and forms of art.

Eleven Istanbul Biennials have been organized thus far. The works
exhibited at these biennials are of a nature that reveals continuity.
Important works by artists from Turkey were exhibited, but younger
generations cannot see these works, because in their time, the possi-
bility never existed to be subsequently collected by and shown in con-
temporary local art museums. And where are the works of the interna-
tional artists who took part in these biennials and would happily have
left their works behind in the city of Istanbul, for prices much lower
than their true market value? Collectors in Turkey were invested in a
certain style in painting, a style that sustained modernist content and
aesthetics, and overlooked works produced throughout the 30 years
of postmodernism and relational aesthetics. Had these works been
bought locally, Istanbul would by now have an international contem-
porary art museum.
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araciligiyla toplumsal bir devinim yaratmayi amaglayan cagdas sanat
uretimlerinin genis kitlelerce benimsenmesi daha zaman alacak gibi
gorunuyor.

Bu forumda benden beklenen nedir? Kendi yonettigim bienalleri
nesnel ve 6znel bir yaklagsimla sizlere anlatmak midir? Yani kendi
bellegim tistiinden ortak bellege bir katkida bulunmak mi? Oyleyse
bunu yapmaya calisayim.

Bienaller konusundaki diisiincelerimi bircok gazete ve dergide
ve 2003 yilinda yayimlanan Iki Yilda Bir Sanat: Bienal Yazilar
(1987-2003) isimli kitabimda ayrintili olarak agiklamistim; buradaki
meslektaglarimin yaptig1 bienallerin elegtirisi de var icinde. Onlar
Tiirkge bilmedikleri icin okuyamadilar. Kuskusuz burada Istanbul’a
gelip bienal yapacak olan kiiratoriin bilgilenmek icin neler okuduguna
bakmak gerekir. Yerel ortamdaki elestiri ve tartismalar1 6grenmeli
midir? Bunun bir yarar1 var midir? Kimsenin bunlar inceleyecek
zamani olmuyor, ne yazik ki.

Bircok bienalde ¢aligtim. Venedik Bienali'nde sekiz kez
kiiratorligim var. 2011 Venedik Bienali'nde de Azerbaycan’in
danigman kiiratorligiinii yaptim. Butin kiratorler gibi bienalleri
elestiririm. Cinkd bienaller artik sadece kiiresel sanateilari ve
uretimleri bir araya getiren etkinlikler degiller, ayn1 zamanda kiltar
tiiketiminde iktidar saglayan bir ideoloji de olusturuyorlar. Ote
yandan bienallerde kiiratorlik yaparim; yani bu yaman ¢eliskiyi
yasarim. Ancak bu ¢eliskiyi yasayan bizler, bir bakima kendimizi
adayarak bienallerin icerik ve bicimlenmelerinin diizelmesine elestirel
yaklagimimizla yardimei olduk diye distintyorum.

Tirkiye’deki sanat ortaminda, benim diizenledigim ilk iki
bienalin “s6ylemi” olmadigina dair bir kan1 ve bu bienallerde
gerceklestirdigim isleri kiigiimseme egilimi vardir ve bu dogrultuda
yorumlar yapilmistir. Benim adim ilk iki bienalde “genel koordinator”
olarak tescil edildi ¢iinkd o donemde “kurator” terimi bilinmiyordu.
Opysa ki Aya Irini, Siileymaniye Medresesi ve Mimar Sinan
Hamami’nda (Ayasofya Hamami) diizenlenen sergiler kiiratorliik
isidir. Bienal sanatg¢ilarinin segiminde soz sahibi olduguma gore,
hangi sanat¢inin hangi binada is yapacagina karar vermek durumunda
olduguma gore, ad1 6yle konmasa da kiiratorlik yaptim.

Kiiratorltgin bir meslek oldugunu uzun siire savunmak zorunda
kaldim. O dénemde erkek egemen bir sanat ortami s6z konusuydu,
iktidar odag olarak goriilen bir konumda bir kadin olarak bulunmanin
sikintilarini da belirtmeden edemeyecegim. Gergekte yaptigim ise
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The monopolism and exploitation of neoliberal capitalism contin-
ues to charge on at full force in regions outside the European Union
(Southeastern Europe, the Eastern Mediterranean, the Middle East)
and contemporary art has emerged as a significant field of resistance
within this phenomenon. Biennials are the most alluring and attrac-
tive embellishments of this showcase. However, even today, there
is no consensus and collaboration for the benefit of the producers of
art, although one would expect such a phenomenon to exist between
official culture and private culture, to the benefit of both. It seems
as though it will take more time for the wider masses to embrace
contemporary art production that interprets the past and the present
from an alternative and critical point of view and aims to create social
kinesis via metaphors.

What is expected of me at this forum? That I recount to you the
biennials I directed with an objective and subjective approach? In other
words, that I contribute to collective memory via my own individual
memory? Then let me proceed with an attempt.

I have explained in detail my views on the biennials in articles
published in many newspapers and journals, and also in my book
published in 2003 titled Iki Yilda Bir Sanat: Bienal Yazilar1 (Art Every
Two Years: Essays on the Biennial) (1987-2003). The book also in-
cludes criticism of the biennials carried out by my colleagues pres-
ent here at this meeting. They have not been able to read the articles
because they do not speak Turkish. At this juncture, it is no doubt
necessary to consider which material constitutes a written source of
information for the curator who comes to Istanbul with the purpose
of working on a biennial. Would such an effort be beneficial? Unfortu-
nately, no one has the time to focus on such things.

I have worked on many biennials. I have worked eight times
as a curator at the Venice Biennale. I am a consultant curator for
Azerbaijan at the 2011 Venice Biennale. Like all curators, I criticize
biennials because biennials have ceased to simply be events that
bring global artists and productions together; they also serve to form
an ideology that empowers consumption culture. On the other hand,
because I do work as a curator at biennials, I perpetuate this relentless
paradox. However, I believe that through our dedication, we who
have experienced this contradiction can contribute to the improve-
ment of both the content and form of biennials by constantly taking a
critical approach.

Some people in the art scene in Turkey hold the view that a
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objektif bakilabilirse, hem koordinatdrlik hem de kiiratérlik yaptigim
gorulir. Gergi benim arkamda Danisma ve Diizenleme Kurulu

vardi. Ancak bu kuruldaki kigiler uluslararas: sanat ortamini ¢ok az
taniyordu ve kuskusuz ben onlarin temsil ettikleri sanat kistaslarinin
ve sanat ortaminin degisime gosterdigi direnigin sikintisimi ¢ektim.
Ik iki bienalde kurulun olusturdugu séylem Tiirkiye’de cagdas sanat
uretimi ve titketimi oldugunu, 6zgur bir sanat ortami oldugunu (1980
askeri darbesi ardindan bu ne kadar dogruysa), Turkiyeli sanatgilarin
dénemin kiiresel ruhuna uygun bir tiretim gerceklestirdigini,
Istanbul’un bu uluslararasi sanat ortaminin merkezi olmaya aday
oldugunu kanitlamay:1 amacgliyordu.

Yonettigim bienaller bir baslangi¢ olusturdu: Bu bienaller, bir
yandan, yizyili icine kapanarak gecirmis, kendini yalitmis ve ulus-
devlet ideolojisinin kaliplastirdig: kiltir politikasinin etkisindeki
sanat ortamina yeni 6lciitler getirmek gibi bir anlam tasiyordu. Ote
yandan, Istanbul’daki sanat ortamini hi¢c tanimayan uluslararasi sanat
ortaminin ilgisini ¢ekmek, dahasi o sanat ortamina eklemlenmek
gibi bir amag tasiyordu. Bir bienal organizasyonunun tistesinden
gelebilecegimizi de kamitlamak gerekiyordu. Bir tanigsma, el sikisma
anlamina gelen ilk iki bienalde bu kanitland ki, isin arkas: gelebildi.
Ilk iki bienal, bilindigi gibi o dénem icin oldukea yeni olan bir
sistemle yapildi. Ulke temsiliyeti ve biirokratik iliskilerle degil, 6zgiir
ve bagimsiz segimle akimlara ve sanatcilara odaklanildi, ana sergiler
yan sergilerle desteklendi, ¢ok sayida Tiirkiyeli sanatci sergilerde yer
aldi. Yerlerin kullanimi agisindan ise bugtin ile ge¢mis arasinda bir
fark yok. Kentin fiziksel dokusu her zaman belirleyici oluyor. 11k iki
bienalde yer secimi “varolusgu” bir yaklasimla, bir “kimlik” kazanma
amaciyla yapildi. Daha sonraki segimler de kentin ve niifusun
biytuklaga dolayisiyla genis kitlelere ulasma kaygisiyla yapilda.
Aradaki temel fark budur.

Sunu gormezden gelmeyelim: Bu ilk iki sergi o sirada
Avrupa’daki en énemli sanatgilar Istanbul’a getirip Istanbul icin
yapit Urettirmistir. Yani, o donemde ¢ok énemli olan mekéna gore
yapit Gretme igini (yerinde yerlestirme) gindeme getirmistir. Ayni
is yerel sanat¢ilardan da istenmistir. Burada yapilan en 6nemli is
“giincel” olan1 Istanbul’a getirmekti ve o yapildi. Bu iki bienal bir
sey daha yapmastir: O donemin genel etkinlik bi¢cimi olan ulusal
pavyon kavramini kirmastir. Ilk iki bienalde ulusal katilim degil,
sanat akimlar1 ve sanatg¢1 katilimi 6ne ¢ikmastir. Bu agidan bir gevre
bienali olarak ¢nciiliitk yapmistir. Bu durum Venedik Bienali’'nde
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“discourse” was absent from the first two biennials that I organized
and use this as a basis for disparaging the work I carried out there.
Some of them have published criticisms in this vein. My name was
recorded as “general coordinator” at the first two biennials because

at the time the term “curator” was unknown. But the exhibitions
organized at Hagia Eirene, the Stileymaniye Madrasah, and the Mimar
Sinan Hamam (Hagia Sophia Bath) were works of curatorship. Since I
decided the selection of the artists, and which artists were to work in
which building, I was acting in the capacity of a curator, even if I did
not officially carry the title.

For a long time I had to argue for curatorship as an actual profes-
sion. The art scene at the time was of a patriarchal nature, and I can-
not refrain from mentioning the difficulties of occupying, as a woman,
a position of power. A more objective view of the work I carried out
would reveal that I acted as both coordinator and curator. It is true
that there was an Advising and Organization Committee that I was
answerable to. The members of this committee knew very little about
the international art scene, however, and it is an irrefutable fact that I
suffered from the resistance to change displayed by the artistic criteria
and art scene they represented. The discourse formed by the commit-
tee at the first two biennials aimed to prove that the production and
consumption of contemporary art was indeed taking place in Turkey,
that there was a free art scene (to whatever extent this was true after
the 1980 military coup), that artists from Turkey were working in
consonance with global art trends, and that Istanbul was a candidate
to become a center of the international art scene.

The biennials I directed formed a beginning. They had the signifi-
cance of bringing new criteria to an art scene under the influence of
cultural policies rigidified by a nation-state ideology that had spent the
past century in introverted isolation. They aimed to bring the Istanbul
art scene to the attention of the international art scene, where it was
virtually unknown, and to find a footing in that art scene. We also
had to prove that we were capable of properly managing a biennial
organization. And judging by the subsequent developments, we must
have been successful. The first two biennials by their nature were akin
to a meeting, a handshake. The main exhibition was supported with
supplementary exhibitions, and many artists from Turkey took part.
In terms of the use of space, the physical texture of the city always
played a determining role, as it still does today. The choice of venues
for the first two biennials was carried out with an “existentialist”
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ancak 1990'1arda giindeme gelmistir. Venedik Bienali’'nden 90 yil sonra
kurulan Istanbul Bienali bu baslangicla yalniz Tiirkiye'yi degil, post-
Sovyet bolgeyi ve Ortadogu’yu da o erisilmez oldugu sanilan buyiik
haritaya yerlestirdi ve “ceper” olma kaderini degistirdi.

Ik bienallerde kuskusuz bir saflik ve deneyimsizlik sz
konusudur. Bunun bilincinde olarak iclerinde Germano Celant ve
Christos M. Joachimides gibi o donemin kidemli kiiratorlerinin oldugu
bir danisma kurulu davet ettik. Bize su séylendi: Istanbul, cagdas
sanat ortaminda adi olmayan bir kent, buraya sanatg1 davet etmek icin
cekici bir sey bulmak gerekiyor. Malum, ¢ekici olan “oryantalizm”e
giden yoldu: Tarihsel mekanlar. Ancak sunu da unutmayalim ki, o
tarihte Turkiye’deki siyasal soylem ve kimlik savlar1 oryantalizmin
ve Avrupa-merkezciliginin elestirisine ve postmodernist sdylemlere
dayanmiyordu. Genel olarak ulus-devlet, liberal ekonomi ve sosyal
demokrasi temelinde bir resmi siyasal soylem vardi. Sunu da
animsayalim ki, o donemde biitiin tinlii sanatgilar da yerlestirmeleri
i¢in Avrupa’min tarihsel mekanlarini kullaniyordu. Davet edilen
uluslararasi danismanlar o tarihte IKSV’den 1.000.000 ABD dolar1 gibi
bir butge istedi. Bu o donemin mali kogullarinda olanaksizdi. Mayis-
Haziran 1987’de, bienal acilisina alt1 ay kala, sanatci davet etme isi
bana verildi ve ben de o donemde énemli olan her akimdan (Kavram
Sanati, Yeni Ekspresyonizm, Arte Povera gibi) bir sanatgi davet ettim
ve bunlarin sergilerini tasarimladim. Birinci sergide Michelangelo
Pistoletto, Frangois Morellet, Gilberto Zorio, Arnulf Rainer, Markus
Liipertz, Jean-Michel Alberola (Aya Irini). Ikinci sergide Daniel Buren,
Richard Long, Sol LeWitt, Jannis Kounellis (Stileymaniye Medresesi).

1986’da IKSV beni uluslararas: bir sergi yapmaya davet ettigi
zaman, bunun Turkiye i¢in bir gereklilik oldugunu distintyordum.
Turkiye’de o donemde sifir demokrasi ve agir fagizm vardi ve benim
gibi bircok kigi ancak bazi sanat alanlarinda galisarak bireysel
ozgurluklerini koruyabiliyor ve bir ¢esit direnis gosterebiliyordu.
Bu acidan bakildiginda sanat alanina sessizce giren bienal aslinda
epistemolojik ortamin degisimini yansitan bir etkinliktir. Ttrkiye’de
o doneme kadar egemen olan geleneksel stze dayali kiltiirin
yanina iletisim teknolojileriyle yayilmaya baslayan gorsel kiiltiri
yerlestirmistir. Pek ¢ok bakimdan toplumu, gorsel kiiltiir olgusuna
hazirlamastir.

1980’lerin baginda Turkiye’deki sanat tGretiminde koktenci
degisiklikler oldu ve bienal bu degisim igin bityiik bir gosteri alan:
olusturdu. 80’lerin sanatg¢ilar: hala 70’lerin ideolojik kutuplagsmasinin
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approach, in order to gain an “identity.” Later choices were made with
a concern to reach wider masses, due to the grand scale of the city and
the population. This is the essential difference between the past and
the present.

Let us not overlook the fact that the first two exhibitions brought
to Istanbul the most important artists in Europe at the time and
provided them with the opportunity to produce works for Istanbul. In
other words, they introduced to artists here the idea of working in a
site-specific manner, a highly significant issue in the art world at the
time. Local artists were offered the same challenge. Our most impor-
tant task was to bring whatever was “contemporary” to Istanbul, and
this was successfully achieved. There is another achievement that can
be credited to these two biennials: They successfully opposed the idea
of the national pavilion, which was the prevalent form of biennial or-
ganization at the time. Istanbul was pioneering as a regional biennial.
It was not until the 1990s that a similar approach would be imple-
mented at the Venice Biennale. Thus the Istanbul Biennial, founded 90
years after the Venice Biennale, placed not only Turkey, but also the
post-Soviet region and the Middle East, on that seemingly inaccessible
great map and changed their fate of remaining on the “periphery.”

There is an inevitable element of naiveté and inexperience in any
first biennial. Aware of this, we invited the input of an advisory com-
mittee formed of senior curators of the period, including Germano
Celant and Christos M. Joachimides. This is what they told us:
Istanbul’s name did not feature on the contemporary art scene, so we
needed to find something attractive to draw artists here. Obviously,
the road to orientalism—in other words, an emphasis on historical
locations—was tempting. However, let us not forget that the political
discourse on identity in Turkey at the time was not based on a criti-

cism of orientalism and Eurocentrism, or on postmodernist discourses.

In general, the official political discourse centered on the nation-state,
liberal economy, and social democracy. Let us also remember that

all the famous artists of the period were using the historical spaces

of Europe. The consultants we invited demanded from IKSV a bud-
get of $1 million USD. This was an impossible sum in the financial
circumstances of the period. In May and June 1987, with six months
to go before the opening of the first biennial, I received the go-ahead
to invite artists. I invited one artist apiece from each of the important
movements of the period (Conceptual Art, Neo-Expressionism, Arte
Povera, et cetera) and designed their exhibitions. In Hagia Eirene the
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kalintilariyla ugragsmakla birlikte Bat1 ile yerel sanat formlar
arasindaki acig1 kapatmak durumundaydilar. Dahasi hem askeri
baski ile hem de babalarinin ve arkadaslarinin yasadig: trajedi ile
susturulmuslardi. Sanatc1 kimligini ve sanat tiretimi 6zelliklerini
modernist kaliplardan ve sag-sol ideolojilere hizmet etmekten
kurtaran ve yapit ile yasam arasinda gergek baglar kurulmasini
saglayan bu degisim, her iki bienalde, 6zellikle yerlestirmelerde
gortntr oldu, liberal kiltir endustrisine ve uluslararasi ana akima
giden yolu agt1 ve sanat tiretiminin 6zerkligini tesvik etti.

1980’deki askeri miidahaleden sonra Turkiye yavag ama kararli
adimlarla modern ulus-devlet homojenligini yitirmeye baslada.
Liberal ekonomi, Istanbul ve diger biiyiik kentlere yapilan y1ginsal
gocler, uluslararasi iletisim ve ulasim olanaklar dolayisiyla yasanan
toplumsal, siyasal ve kiiltiirel degisimler de sanat kavramlari, estetik
ve sanat yapma bicimlerini etkileyerek popiiler ve kitlesel kultiirg,
tiketimi, reklam kiltiirint ve giinlitk yasam kogullarini degistirdi.
Istanbul’un kent yasamina uyum saglayamayan gé¢cmen topluluklar
kendilerini yalitarak geleneksel kiltiir ve kimliklerini muhafazakarlik
ve koktencilikle korumaya calistilar. Etnik farkliliklar ve ataerkil
diizen bir taraftan sehir modernizmine ve standartlagtirma siirecine
direnirken diger taraftan distopya ile el ele bir heterotopya, yeralt1
kiiltirinde, diger bir deyisle ugtaki kent kiiltiiriinde belirginlesti.
Modernist seckinci sanata (ytliksek sanata) sizan heterotopya ve
distopya tezahtir ve imgeleri kendilerini en iyi ifade alani olarak kitle
kiltird, eglence ve medya kiltiarinde gordii, dolayisiyla bu kiltiirler
yiiksek sanatla birlesmeye basladi. Bu stirecte gerceklegen bienallerde
goriilen uluslararasi 6rnekler de geng kusagin tiretimini bu yonde
etkiledi.

Bu donemde yaratilan yapitlar bugiin gérintrde yok gibidir ¢tinki
bu yapitlar tam anlamiyla belgelenip korunmamas, koleksiyoncular
bunlar1 satin almamastir. 2005, yani askeri darbenin yirmi besinci
yilinda Kars1 Sanat Calismalari’nda Bir Bilango baglikli bir serginin
kuratorlagini tistlenmistim. Bu sergi i¢in yaptigimiz arastirmada elde
ettigim bulgular bu eksikligi dogrular nitelikteydi. Sergi gontilltilerin
diizenledigi bir takim ¢aligmasiydi. Amaclarindan birisi de, son
on yildaki sanatsal iiretimi canlandirarak genc nesil sanat¢ilar1 bu
uretimden haberdar etmek ve ayni1 zamanda yakin gegmisteki sanat
tarihine duyduklarn ilginin yetersizligi ile onlar1 yiiz ytize getirmekti.
Istanbul Bienali kiiratérlerinin, bu tiir bellek sergilerini gérme olanag
olmadig1 icin 1980 ile 2000 arasinda Istanbul’daki sanat {iretiminin,
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artists included Michelangelo Pistoletto, Francois Morellet, Gilberto
Zorio, Arnulf Rainer, Markus Liipertz, and Jean-Michel Alberola. In
the second edition, in the Siilleymaniye Madrasah the artists included
Daniel Buren, Richard Long, Sol LeWitt, and Jannis Kounellis.

When in 1986 IKSV had originally invited me to produce an inter-
national exhibition, I believed that this was a must for Turkey. There
was zero democracy and severe fascism in Turkey at that time, and
for many people like myself, the only recourse for retaining individual
freedom and displaying some form of resistance was by working in
certain fields of the arts. From this point of view, the biennial that
silently entered the field of art was in fact an event that reflected a
change in the epistemological environment. It placed, alongside the
traditional culture hitherto dominant in Turkey, a visual culture that
had begun to spread far and wide with the aid of communications
technologies. The biennial in many respects prepared society for the
phenomenon of visual culture.

In the early 1980s there were radical changes in artistic production
in Turkey and the biennial formed a tremendous spectacle to showcase
these changes. They salvaged artistic identity and aspects of artistic
production from modernist templates and servitude to right-wing/left-
wing ideologies, and enabled the establishment of real ties between
the work of art and life. This was clearly visible in both biennials, es-
pecially in the installations therein, and led to the opening of the route
to a liberal culture industry and the international mainstream while
encouraging the autonomy of artistic production. Turkish artists of the
1980s were still dealing with the remnants of the ideological polariza-
tion of the 1970s, but they felt compelled to close the gap between
the West and local art forms. Besides, they had been silenced both by
military oppression and by the tragedy their fathers and friends had
suffered.

Following the military coup in 1980, Turkey began, with slow
but determined steps, to lose its modern nation-state homogeneity.
Meanwhile, social, political, and cultural change triggered by the
liberal economy, mass immigration to Istanbul and other big cities,
and advances in international communication and transportation had
an impact on artistic concepts, aesthetics, and methods of produc-
tion, which in turn influenced popular and mass culture, consump-
tion, advertising culture, and everyday living conditions. Immigrant
communities that failed to adapt to the urban life of Istanbul isolated
themselves and tried to preserve their traditional culture and identities
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o dénemin dinya sanatindaki ¢cevre-merkez ikileminde bir paradigma
degisikligi olusturdugunu da goremediklerini distintiyorum.

90'lardaki kiiresellesme riizgarlar Tiirkiye'ye de ulasti. Ozellikle
Turkiyeli gogmenlerin buytk gruplar olusturdugu AB tilkeleriyle
(Almanya, Fransa, Hollanda) baslayan sanat ve kiltir iligkileri
yogunlasti. Modernizmin yalitilmishigindan ve icedontikliginden
kiireselligin birlikteligine ve disadoniikligline gecis yasandi. Sirketler
sanat ve kiiltiir merkezleri kurdu, sanat tireticisi ve tiretimi ozel
sektor i¢in bir sayginlik araci, sanat izleyicisi de hedef kitle oldu.
Sanirim, bu kiiresel kiiltiir sanayisinin gelisimi siiriiyor ve Istanbul
Bienali bu siiregte 6nemli bir rol oynuyor. Sanat ortami bunun artisini
ve eksisini ¢ok iyi hesaplamalidir.

Simdi geriye doniip baktigimda izledigim bienalleri su acilardan
elestiriyorum: Cok farkli kavramlarin, sdylemlerin, estetiklerin
cogu kez iliskisiz ve baglamsiz olarak gelisigiizel yan yana dizilmis
oldugunu ve bunun yapitlarin sdylemlerinin giictinii azalttigini
diisiintiyorum. Istanbul’da, tarihsel mekanlarin diiz sergi mekani gibi
kullanilmasi, yere-6zel olarak tretilen yapitlar yerine hazir yapitlarin
mekanin bellegini ve fiziksel degerlerini zorlayarak yerlestirilmesi
“goruntt kirliligi” yaratti. Eger mekanla bir aligverisi yoksa
videolarin tarafsiz mekanlarda gosterilmesinden yanayim. Bienallere
katilan sanatcilarin ¢ogu Istanbul iistiine yorumlar yapt1 ancak bu
karmasik kenti yorumlarken yiizeysel deginmelere, tek tiimceye
indirgenmis okumalara, kliselesmis gondermelere rastladik. Hazir
ve bagka yerde sergilenmis yapitlarin bir bienal ortamindan ¢ok bir
“cagdas sanat miizesi ortami” yarattigini, bunun da 90’11 yillardaki
bienal kiiratorlerinin ¢agdas sanat miizesi eksikligi dolayisiyla
olusmus epistemolojik boslugu doldurma ¢abasinin sonucu oldugunu
distntyorum.

Gunumiuzde bienallerin yapisinda resmi ve ulusal kiltir
politikasi, 6zel sektor yatirimi, sanat piyasasi igbirligi ve uzlagmasi
var. Bu isbirligine sanat uzmanlar1 ve sanatgilar da isteyerek ya da
istemeyerek katiliyor. Cogu kez bu isbirligi kapsaminda 6nceden
belirlenmis sdylemlerle (kimi zaman bu sdylemler kiiresel siyaset
ve ekonominin gidisatina da uyuyor) ve bu sdylemlere uygun hazir
sanatci listeleri, biiytik bir reklam ve tanitim destegi, resmi ve 6zel
sanat kurumlarinin denetimiyle bienaller, Theodor Adorno’nun
isabetli tanimiyla “kualtir sanayiinin” sirkine dontisiiyor. Bu agidan
bakildiginda gercek anlamda bagimsiz bir bienal ancak kamusal para
ile ve bolgesel gercekleri kapsayan topluma agik bir gorsel ve elestirel
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with conservatism and fundamentalism. While on the one side ethnic
differences and the patriarchal regime struggled to maintain their
position against urban modernism and its process of standardization,
on the other side a heterotopia developed hand in hand with dysto-
pia, manifesting itself in marginal urban culture. Manifestations and
images of heterotopia and dystopia seeping into modernist elitist art
(high art) found their best field of expression in mass culture, and in
the culture of entertainment and media, and thus these cultures began
to merge with high art. International examples of this were exhibited
in biennials held during this process, thus having an impact on the
production of the younger generation.

Works created during this period were neither adequately docu-
mented nor preserved, nor were they purchased by collectors. As a
result, they are nowhere to be seen today. In 2005, in other words at
the 25th anniversary of the military coup, I assumed the curatorship
of an exhibition titled Bir Bilanc¢o (A Balance Sheet) at Kars1 Sanat
Calismalan in Istanbul. Information obtained during the course of
the research we carried out for this exhibition seemed to verify this
deficiency. The exhibition was the product of teamwork organized by
volunteers. One of the aims was to revive the art of the past 10 years
in order to keep a younger generation of artists informed about the
period, and also to confront them with the insufficient attention paid
to the history of art in recent times. Since curators of the Istanbul
Biennial do not have the opportunity to see such exhibitions with a
focus on memory, I believe that they fail to realize that the art produc-
tion in Istanbul from 1980 to 2000 actually created a paradigm shift in
the center-versus-periphery dilemma in art.

The winds of globalization blowing in the 1990s reached Turkey
as well. Artistic and cultural relations intensified, beginning espe-
cially in those European Union countries (Germany, France, Holland)
where large immigrant communities from Turkey were present. There
was a transition from the isolation and introversion of modernism to
the synergy and extroversion of globalism. Large companies founded
centers of art and culture, they began treating artists and artistic pro-
duction as vehicles of prestige, and art audiences became their target
audience. I believe that development in this global culture industry is
continuing and that the Istanbul Biennial plays an important role in
this process. The art scene must take great care in calculating the posi-
tive and negative aspects of this role.

Looking back at the Istanbul Biennials I have seen, I find I have
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platform yaratarak gerceklegebilir. Bienaller sanatcilara parasal a¢idan
glivence veren ve alan agan, topluma onlar1 kesfetme olanag: veren
bi¢im ve iceriklerle yapilmali. Bu genellikle danisma ve yonetim
kurullar, igletmeciler ve tanitim sirketleri tarafindan kurgulanacak
bir bigim ve icerik degildir ama ¢ogu zaman bu is onlarin denetimine
geciyor.

Guy Debord’u da anarsak, 24 yildir istanbul Bienali, secmeci ve
seckinci yapisiyla yalniz yerel degil uluslararas: “gosteri toplumunun”
da kaliplasmig arzular ve bakisi karsisinda elestirel ve direnisci
degil, kigkirtica bir etkinlik olarak éne ¢ikiyor. Turkiye’deki “gosteri
toplumu”nun kendine 6zgti 6zellikleri vardir: Modernizmini
tamamlayamamigtir, postmodernizmi modernizmi elegtiren zihinsel
bir degisim olarak algilamak yerine, postmodernizmin tiiketim
ideolojisine hizmet eden zihinsel bir arag olarak kullanilmasina boyun
egmistir. Bu gosteri toplumu kiiresel ekonominin 6ngoérdigi sinifsal
katmanlara ayriliyor. Gelir adaletsizligi bu siniflarin kiiresel kiltir ile
iligkilerini olumsuz yonde belirliyor. Tiiketim kiilttirinitin kapsayici
ve yonlendirici giiciinden ve popiiler kiltiiriin her sinif insana hitap
etmesinden soz edebiliriz ama zihinsel gelismeyi saglayan elestirel
ve direnisci kiilttirin ¢ok biiytk kitlelere ulasabildigini ve onlar:
etkileyebildigini s6yleyemeyiz. Resmi ve 6zel kiiltiir politikalarinin bu
sorun tstiine odaklanan ilke ve uygulamalara acik olmasi gerekiyor.

Oniimiizdeki donemde elestirel kiiltiiriin etkin alan1 olan
ve topluma s6z konusu “gosteri”ye direnis yontemleri asilamasi
beklenen bu ve baska bienallerin (ve iliskin sanat tiretiminin) bu
homojen dagilimi saglayan bir iglev tistlenmesi kaginilmazdir.

Gelismemis demokrasilerde toplumlarin 6zgiirliik, adalet ve iyi
bir yasam beklentileri iste bu ¢cagdas sanat sdylemleri ve tiretiminde
gorsellesiyor ve toplumlar tarafindan icsellestiriliyor. Bu beklenti,
2000’lerin bagsindan bu yana Tirkiye’nin dogusundaki buitiin tilkelere
yayildi. Yerel ve bolgesel kiiltiir sanayileri ile kiiresel ana akim
sanayileri arasinda stirdtrtalebilir bir igbirligi ve aligveris hila istenen
duzeye gelmemistir. Bununla birlikte kiiresel sanat seckinlerinin
ilgisini ceken Istanbul Bienali Bati-dis: tilkelerdeki bu beklentiler
agisindan 6nemli bir etkinliktir. Onun i¢inde yer almasalar bile bu
tilkelerin sanat uzmanlari, elestirmenleri, sanatcilar1 Istanbul Bienali
ile hesaplasarak tiretim yapiyor ve bu bienalin yarattigi cosku ve
umudu paylasiyor.
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the following criticisms: I believe that entirely distinct concepts, dis-
courses, and aesthetics are too often randomly aligned in an unrelated
and uncontextualized manner, thus reducing the power of the dis-
courses the works possess. The use of historical locations in Istanbul
merely as basic exhibition spaces, and burdening the memory and
physical attributes of those spaces with the installation of readymade
works instead of site-specific works, creates a form of “visual pollu-
tion.” I believe that video works should be shown in neutral spaces

if they have no interaction with the space. Many artists taking part

in these biennials did produce commentaries on Istanbul, but we also
witnessed superficial references, readings reduced to a single sentence,
and clichéd interpretations of this complex city. I believe that previ-
ously made and exhibited works create a “contemporary art museum”
environment rather than a biennial environment, and that this is a re-
sult of the effort of biennial curators in the 1990s to fill the epistemo-
logical gap stemming from the absence of a contemporary art museum
here.

Today, the structure of biennials includes official and national cul-
tural policies, private-sector investment, and collaboration and com-
promise with the art market. Willingly or not, art experts and artists
also take part in this collaboration. Within the scope of this collabora-
tion, in keeping with Theodor Adorno’s fitting definition, biennials
are often transformed into a circus act of the “culture industry,” with
predefined discourses (which at times are attuned to global politics and
economic developments), lists of artists prepared in advance to suit
these discourses, and considerable support for advertising and promo-
tion, under the watchful eyes of official and private art institutions.

In this sense, a truly independent biennial can only be realized with
public money and the creation of a visual and critical platform that is
open to society and comprises regional realities. The form and con-
tent of biennials must be organized to provide artists with financial
security while creating a space for them, and to present an opportunity
for society to discover the artists. This is rarely the kind of form and
content envisaged by advisory committees, administrative boards,
managers, and promotion companies, yet the supervision of form and
content often ends up in their hands.

Remembering also Guy Debord: For the last 25 years, the Istanbul
Biennial, with its selective and elitist structure, appears not as critical
and opposing, but as a provocative event against the rigidified desires
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BERAL MADRA (1942) elestirmen ve kiirator, istanbul’da yasiyor ve calisiyor. 1984-1990 yillart
arasinda Galeri BM'nin yéneticiligini yapti, 1990’dan bu yana BM Cagdas Sanat Merkezi'nin

yoneticisi. 1. ve 2. Istanbul Bienallerinin (1987 ve 1989) koordinatorlagiini yapts; 43., 45., 49., 50.

ve 51. Venedik Bienallerinde Tiirkiyeli sanatgilarin sergilerinin kiiratorliigiint yapti, 47. Venedik
Bienali'nde Modernities and Memories — Recent Works from the Islamic World (Modernlikler
ve Bellekler — islam Ulkelerinden Yeni Sanat Yapitlari) sergisinin es kiiratorliigiinii yapti. Son
yillarda diizenledigi diger sergiler arasinda Komsularla Konusmalar, Saraybosna (2008); Istanbul
Diptikleri, istanbul Merkezi, Briiksel (2008) ve Next Wave: 17 Women Artists from Turkey
(Siradaki Dalga: Tiirkiye’den 17 Kadin Sanatci), Berlin Academy Pariser Platz (2009) sayilabilir.
Diyarbakir Sanat Merkezi'nin, Gelecek Kiiltiirii ve Sanat Vakfi'nin ve AICA Tiirkiye'nin
kurucular arasindadir.
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and gaze of the international “society of the spectacle.” The “society
of the spectacle” has a series of unique attributes in Turkey. It has not
managed to complete its phase of modernism, and it has submitted

to postmodernism being used not as an intellectual shift that criti-
cizes modernism but as an intellectual tool that serves the ideology of
consumption. This society of the spectacle is divided into class strata
envisaged by the global economy. Income inequality has a negative
effect on the relationship of these classes with global culture. It is pos-
sible to make reference to the comprehensive and orientating power of
consumption culture and how popular culture addresses people from
all social classes, but it would be wrong to suggest that the culture of
criticism and resistance that engenders intellectual development is
successful in reaching and influencing the wider masses. Official and
private cultural policies must be open to principles and practices that
focus on this problem.

In the coming period, it is inevitable that this and many other bi-
ennials (and related artistic production), an active field of critical cul-
ture, which is expected to instill in society modes of resistance against
the aforementioned spectacle, will assume a function that provides
this homogeneous distribution.

Expectations of freedom, justice, and a good life in societies where
democracy has not developed are visualized in such discourses and
productions of art, and internalized by societies. Since the early 2000s
this expectation has spread to all countries to the east of Turkey.
Although sustainable collaboration and exchange between local and
regional culture industries and global mainstream culture is not at
the desired level yet, the Istanbul Biennial, in attracting the attention
of the global art elite, is an important event in terms of such expecta-
tions in these countries. Although they do not participate in it, the
art experts, critics, and artists of these countries shape their output by
coming to terms with the Istanbul Biennial, and share the hope and
enthusiasm generated by it.

BERAL MADRA (1942) is a critic and curator based in Istanbul. She directed Gallery BM from
1984 to 1990 and since 1990 has been the director of BM Contemporary Art Center. She coordi-
nated the 1st and 2nd Istanbul Biennials (1987 and 1989); curated exhibitions of Turkish artists in
the 43rd, 45th, 49th, 50th, and 51st Venice Biennales; and co-curated the exhibition Modernities
and Memories—Recent Works from the Islamic World in the 47th Venice Biennale. Other exhibi-
tions she has organized in recent years include Neighbours in Dialogue, Sarajevo (2008); Istanbul
Diptychs, Istanbul Centre, Brussels (2008); and Next Wave: 17 Women Artists from Turkey, Berlin
Academy Pariser Platz (2009). She is a founding member of Diyarbakir Art Centre, the Foundation
of Future Culture and Art, and AICA Turkey.
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1. Uluslararas: istanbul Cagdas Sanat Sergileri
1st International Istanbul Contemporary Art Exhibitions

SEPTEMBER 25 EYLUL-NOVEMBER 15 KASIM 1987

GENEL KOORDINATOR / GENERAL COORDINATOR Beral Madra

MEKANLAR / VENUES

Aya Irini Miizesi / Hagia Eirene Museum
Ayasofya Hamami / Hagia Sophia Bath (Mimar Sinan Hamam)
Askeri Miize / Military Museum (Harbiye)
istanbul Resim ve Heykel Miizesi (Hareket Koskii) / Istanbul Painting and Sculpture

Museum (Hareket Kiosk)

Istanbul Resim ve Heykel Miizesi / Istanbul Painting and Sculpture Museum

SANATCILAR / ARTISTS

Erol Akyavas
Jean-Michel Alberola
Richard Baquié
Bedri Baykam
Jean-Pierre Bertrand
David Bolduc
Handan Boriitegene
Saim Bugay
Sheila Butler
Philippe Cazal
Philippe Cognée
Robert Combas
Eric Dalbis
Burhan Dogancay
Tadeusz Dominik
Girdal Duyar
Philippe Favier
Bernard Frize
Candeger Furtun
Attila Galatal
Ali Teoman Germaner
(Alos)
Oliver Girling
Betty Goodwin
Mehmet Giilerytiz
Mehmet Giin
Gilingor Guner
Meri¢ Hizal
Lynn Hughes
Fabrice Hybert
Ergin Inan
Marek Jaromski
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Shelag Keeley
Oscar Kokoschka

Melike Abasiyanik Kurtig

Denis Laget

Ange Leccia
Markus Liipertz
Robert Malaval
Monika Malkowska
Frangois Morellet
Fisun Onur

Michelangelo Pistoletto

Ed Radford

Arnulf Rainer
Slawomir Ratajski
Chris Reed

Erna Rosenstein
Sarkis

John Scott

Djuro Seder

Jacek Sempolinski
Jacek Sienicki
Alev Ebuzziya Siesbye
Jerzy Stajuda
Jonasz Stern
Aneta Svetieva
Jerzy Szot

Jan Tarasin
Seyhun Topuz
Patrick Tosani
Omer Ulug
Jean-Luc Vilmouth
Marek Wyrzykowski

Senol Yorozlu

Robert Youds

Gilberto Zorio

Andrzej Zwierzchowski

(]

ISTANBUL KULTUR VE SANAT VAKFI
ISTANBUL FOUNDATION FOR CULTURE AND ARTS

HI.ULUSLARARASI ISTANBUL
CAGDAS SANAT SERGILERI

BI. INTERNATIONAL ISTANBUL
CONTEMPORARY ART EXHIBITIONS

25 Eyll - 15 Kasim 1987
‘September - 15th November 1987

YAYIN / PUBLICATION

1B Katalogu / 1B Catalogue

Sayfa sayis1 / Number of pages: 288

Basim tarihi / Date of publication: 1987

Metinler / Texts by Nejat Eczacibagi (sunug/introduction), Aydin Giin (sunug/
introduction), Sezer Tansug, Jale Erzen, Dogan Kuban, Beral Madra, Ferit Edgi,
Peter Krausz, Zbigniew Taranienko, Mario Toran, Sema Caga
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Aya Irini Miizesi, 1987
Fotograf: Teoman Madra, BM Cagdas Sanat
Merkezi'nin izniyle

Hagia Eirene Museum, 1987
Photography: Teoman Madra, courtesy
BM Contemporary Art Center

Francois Morellet

Tablonun Arkasi, 1987

Aya Irini Miizesi

Fotograf: Teoman Madra, BM Cagdas Sanat
Merkezi'nin izniyle
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Francois Morellet

The Back of the Tableau, 1987
Hagia Eirene Museum

Photography: Teoman Madra, courtesy
BM Contemporary Art Center

Markus Liipertz

Saraydan Kiz Kagirma, 1987

Aya Irini Miizesi

Fotograf: Teoman Madra, BM Cagdag Sanat
Merkezi'nin izniyle

Markus Liipertz

Abduction from the Seraglio, 1987
Hagia Eirene Museum

Photography: Teoman Madra, courtesy
BM Contemporary Art Center

Beral Madra ve Markus Liipertz, 1987
Aya Irini Miizesi

Fotograf: Teoman Madra, BM Cagdas Sanat
Merkezi'nin izniyle

Beral Madra and Markus Lupertz,
1987

Hagia Eirene Museum

Photography: Teoman Madra, courtesy
BM Contemporary Art Center
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Michelangelo Pistoletto ve Beral
Madra, 1987

Aya Irini Miizesi

Fotograf: Teoman Madra, BM Cagdas Sanat
Merkezi'nin izniyle
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Michelangelo Pistoletto and Beral
Madra, 1987

Hagia Eirene Museum

Photography: Teoman Madra, courtesy
BM Contemporary Art Center

Arnulf Rainer

Yiizler Isa Yiizler, 1980-81

Aya Irini Miizesi

Fotograf: Teoman Madra, BM Cagdag Sanat
Merkezi'nin izniyle

Arnulf Rainer

Faces Christ Faces, 1980-81
Hagia Eirene Museum

Photography: Teoman Madra, courtesy
BM Contemporary Art Center

Arnulf Rainer

Yiizler Isa Yiizler, 1980-81

Markus Liipertz piyano ¢aliyor

Aya Irini Miizesi

Fotograf: Teoman Madra, BM Cagdas Sanat
Merkezi'nin izniyle

Arnulf Rainer

Faces Christ Faces, 1980-81
Markus Liipertz is playing piano
Hagia Eirene Museum

Photography: Teoman Madra, courtesy
BM Contemporary Art Center
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2. Uluslararasi Istanbul Bienali
2nd International Istanbul Biennial

SEPTEMBER 25 EYLUL-OCTOBER 31 EKIiM 1989

GENEL KOORDINATOR / GENERAL COORDINATOR Beral Madra

MEKANLAR / VENUES

Aya Irini Miizesi / Hagia Eirene Museum

Basin Miizesi / Press Museum

Siileymaniye Kiiltiir Merkezi / Siileymaniye Cultural Centre

Milli Saraylar Daire Bagkanligi Hareket Koskii / National Palaces Hareket Kiosk

Mimar Sinan Universitesi Resim ve Heykel Miizesi / Mimar Sinan University
Painting and Sculpture Museum

Mimar Sinan Universitesi Resim ve Heykel Miizesi Kitapligi / Mimar Sinan

University Painting and Sculpture Museum Library

Askeri Miize / Military Museum (Harbiye)

AKM - Atatiirk Kiiltiir Merkezi / Atatiirk Cultural Center

Yildiz Universitesi / Yildiz University

SANATCILAR / ARTISTS

Alberto Abate

Erdag Aksel

Erol Akyavas

Alfonso Albacete

Carlos Alcolea

Luca Alinari

Dimitri Alithinos

Gustavo Adolfo
Almarcha

Mustafa Altintas

César Fernandez Arias

Santiago Arranz

Attersee

Aulo

Ina Barfuss

Luciano Bartolini

Dis Berlin

Carlo Bertocci

Werner Boesch

Maurizio Bonato

Lorenzo Bonechi

Jose Manuel Broto

Daniel Buren

Patricio Cabrera

Luigi Campanelli

Miguel Angel Campano

Piero Pizzi Cannella
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Bruno Ceccobelli
Peter Chevalier
Victoria Civera
Danil

Evgeniya Demnievska
Metin Deniz

Gianni Dessi

Nese Erdok

Ayse Erkmen

Erol Eti

Mario Fallani

Xosé Freixanes

Lino Frongia
Patricia Gadea
Miguel Galanda
Giuseppe Gallo
Paola Gandolfi
Walter Gatti

Ulrich Goérlich
Alejandro Gornemann
Alfonso Gortazar
Xavier Grau
Sebastiano Guerrera
Mehmet Giilerytiz
Mehmet Giin

Paolo Iacchetti
Giilstin Karamustafa

Serhat Kiraz

Peter Kogler

Azade Koker

Jannis Kounellis
Raimund Kummer
Menchu Lamas
Anton Lamazares
Jestis Mari Lazkano
Sol LeWitt

Niki Liodaki
Massimo Livadiotti
Xavier Franquesa Llopart
Richard Long

Jose Maldonado
Rainer Mang

Nicola Maria Martino
Tommaso Massimi
Din Matamoro

Olaf Metzel

Wolf Peter Miksch
Victor Mira

Sabina Mirri

Elisa Montessori
Felicidad Moreno
Josef Adam Moser
Gianfranco Notargiacomo
Nunzio

Zurab Tsereteli
Alessandro Twombly

Guillermo Paneque Giuseppe Salvatori
Luca Maria Patella Sarkis

Antoén Patino Berthold Schepers Juan Ugalde
Maurizio Pelegrin Hubert Scmalix Omer Ulug
Rudy Pijpers Ferran Garcia Sevilla Dario Urzay
Hermann Pitz José Maria Sicilia Juan Uslé

Alfredo Alvarez Plagaro Marios Spiliopoulos Lourdes Vicente

Anne & Patrick Poirier Ewald Spiss Thomas Wachweger
Norbert Piimpel Stefano Di Stasio Martin Walde
Marco Del Re Marco Tirelli Alison Wilding

Behcet Safa Jasna Tomic

ISTANBUL KULTOR VE SANAT VAKF - ISTANBUL

NTERNATIONAL

ULUSLARARAS

ANERRRNARRANANRAYL

YAYIN / PUBLICATION

2B Katalogu / 2B Catalogue

Sayfa sayis1 / Number of pages: 320

Basim tarihi / Date of publication: 1989

Baskiya hazirlayan / Editor: Beral Madra

Metinler / Texts by Aydin Giin (sunus/introduction), Christos M. Joachimides
(conversation with Wolfgang Max Faust ile soylesisi), Karl Hainlain, Wieland
Schmied, Sezer Tansug, Dogan Kuban, Oleg Shvidkovsky, Beral Madra, Italo Mussa,
Martin Bartolome, Nilgiin Ozayten, Claude Laurent, Irina Subotic, Efi Strousa
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Daniel Buren

Sinan i¢in Bes Renk, 1989
Siileymaniye Kiiltiir Merkezi

Fotograf: Teoman Madra, BM Cagdas Sanat
Merkezi'nin izniyle
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Daniel Buren

Five Colors for Sinan, 1989
Siileymaniye Cultural Centre
Photography: Teoman Madra, courtesy
BM Contemporary Art Center

Jannis Kounellis

Siileymaniye Kiiltiir Merkezi igin
desen, 1989

Fotograf: Teoman Madra, BM Cagdas Sanat
Merkezi'nin izniyle

Jannis Kounellis

Drawing for Stileymaniye Cultural
Centre, 1989

Photography: Teoman Madra, courtesy
BM Contemporary Art Center

Serhat Kiraz

Dinlerin Tanrisi—Tanrinin Dinleri,
1989

Yerlestirme, Aya irini Miizesi

Fotograf: Teoman Madra, BM Cagdag Sanat
Merkezi'nin izniyle

Serhat Kiraz

God of Religions—Religions of God,
1989

Installation, Hagia Eirene Museum
Photography: Teoman Madra, courtesy

BM Contemporary Art Center
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Sol LeWitt Sol LeWitt Raimund Kummer Raimund Kummer

Duvar deseni, 1989 Wall drawing, 1989 Yerlestirme, 1989 Installation, 1989

Siileymaniye Kiltir Merkezi Siileymaniye Cultural Centre Mimar Sinan Universtesi Resim ve Heykel Mimar Sinan University Painting and

Fotograf: Teoman Madra, BM Cagdas Sanat Photography: Teoman Madra, courtesy Miizesi Sculpture Museum

Merkezi'nin izniyle BM Contemporary Art Center Fotograf: Teoman Madra, BM Cagdas Sanat Photography: Teoman Madra, courtesy
Merkezi'nin izniyle BM Contemporary Art Center

Remembering Istanbul | ypwwpnvy n,nquvisy

Omer Ulug Omer Ulug Anne & Patrick Poirier Anne & Patrick Poirier
Oyun Kartlari, 1989 Game Cards, 1989 Gelecek yalniz uluslararas: turizmin The future cannot be owned only
Aya Irini Miizesi Hagia Eirene Museum mali olamaz, 1989 by the international tourism, 1989
Fotograf: Teoman Madra, BM Cagdas Sanat Photography: Teoman Madra, courtesy Triptik ve 12 vitrin, Aya irini Miizesi Triptych and 12 vitrines, Hagia
Merkezi'nin izniyle BM Contemporary Art Center Fotograf: Teoman Madra, BM Cagdag Sanat Eirene Museum

Merkezi'nin izniyle Photography: Teoman Madra, courtesy

BM Contemporary Art Center
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3. Uluslararasi istanbul Bienali, 1992
Kiiltiirel Farkliligin Uretimi

— Vasif Kortun

Istanbul’u Hatirlamak baslikli bu konferansin yapisiyla ilgili itiraz-
larim var, butiin hikaye sadece kiiratorler ve basroldekiler tarafin-
dan anlatiliyor, ama biz olaylar1 pek de gercekte olduklar: gibi degil,
hatirlamak istedigimiz gibi hatirlamaktan hoslaniyoruz, dolayisiyla
elestirel bir mesafeyi korumak zor. Bos yerleri belki gercek bile olma-
yan seylerle doldurmamin sorun olusturmayacagini umuyorum. Beral
Madra’nin sunumuna ¢ok tesekkiir borcluyum, o donemde neler olup
bittigini ve ne tir imkansizliklar icerisinde ¢alistigimizi son derece
acik ve seffaf bir sekilde ortaya koydu, ¢iinkt bugtinkiinden oldukc¢a
farkli bir diinyadaydik. Ozellikle de faks gonderip almanin zorlugu!
Faks ¢cekmek icin ofise sabah alti1 bucuk veya yedide gitmek gereki-
yordu, ctinkii is saatlerinde biitiin uluslararasi hatlar mesgul oluyordu.
Alicinin da bazen faksi almak ic¢in postaneye kogmasi gerekiyordu.
Amerika’ya telefon agmak icin gece 11’de veya geceyarisi tekrar ofise
gitmeniz gerekebiliyordu. Uluslararas: bir serginin iletisimi son derece
karmasik, zahmetli bir isti. Bir meseleyi hizla sorup halletmek asla
mumkiin olmazdi, dolayisiyla herseyi aciklayan dort veya bes sayfalik
mektuplar yazmak gerekirdi, ¢ciinkii yurtdigindakilerle, ozellikle de
Polonya, Bulgaristan veya Rusya gibi yerlerde bulunanlarla iletisim
kurmanin tek yolu buydu.

Birkac kisiye tesekkiir etmek istiyorum. Bunlardan bir tanesi
2009’da kaybettigimiz Deniz Sengel. Deniz Sengel ti¢tincii bienalin
buiytik bir destekcisiydi, fedakar ve 6zverili bir insandi. Bircok
metnin ¢evirisine yardimei oldu, fikirleri tartisti. Sergi tizerine
calistigimiz iki ay boyunca benim evimde kaldi. Ayni sey Mehmet
Dogu icin de gecerli, Princeton Universitesi’nden yeni mezun olmus
geng bir mimardi ve New York Modern Sanat Miizesi'nin sergi
kurulumlarinda ¢aligmigti. O da sergi planini, duvar ve kurulum
sistemlerini ve mimariyi gelistirdigimiz sirada dort ay bende kaldi.
Munferit pavyonlar: tamamen delip gececek ve bir bakista bagka
seylerin de goriindigh anlar yaratacak bir sergi tasarimi gelistirmek
istiyorduk. Tesekkiir etmek istedigim ticiinci kisi ise Evrim Inanc, o
sirada bir hukuk 6grencisi ve yari-zamanli asistanimdi. Zaten aldigim
tlim asistan destegi de bu oldu. Beral hanim kendi galistig1 sirada
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3rd International Istanbul Biennial, 1992
Production of Cultural Difference

— Vasif Kortun

I have objections to the structure of this conference, Remembering
Istanbul, namely that the story is only told by the curators and the
protagonists, and we like to remember things the way we want to
remember them and not exactly how they happened, so it is hard to
keep a critical distance. I hope you do not mind that I will be filling in
blanks with things that perhaps did not even exist. I am very thankful
for Beral Madra’s presentation, as she made very clear and transparent
the kinds of things that were happening and the kinds of limitations
under which we operated during that time, because it was quite a dif-
ferent world. Even the comment about sending and receiving faxes!
You had to go to the office at 6:30 or 7 a.m. just to send a fax because
during the day, the international lines were clogged. The recipient
might then have to run to the post office to receive the fax. You had
to go back to the office at 11 p.m. or midnight to make a call to the
United States. Communication for an international exhibition was an
extremely complicated, arduous business. You could never manage a
quick question, so instead you would send letters of four or five pages
explaining everything because that was the only chance to communi-
cate with someone outside, especially in places like Poland, Bulgaria,
or Russia.

I would like to thank a few people. One is Deniz Sengel, who
passed away in 2009. She was a very strong supporter of the exhibi-
tion, a selfless and dedicated person. She helped with the translations
of many texts, discussed ideas. She actually stayed in my apartment
for two months working on the exhibition. The same goes for Meh-
met Dogu, a young architect who had just graduated from Princeton
University, who had worked in installations at the Museum of Mod-
ern Art in New York. He also stayed in my apartment for about four
months while we developed the exhibition plan, the wall and installa-
tion systems, and the architecture. We wanted to invent an exhibition
design that would totally perforate the solitary pavilions and provide
see-through moments. The third person is Evrim Inanc, who was a law
student and a part-time assistant. That is all the assistance I got. Beral
says that there was an efficient and wonderful organization at the time
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vakifta verimli ve harika bir diizen oldugundan bahsetti ama ben
caligirken, 1991 ve 1992'de, vakaf bir genel miidtrden digerine gegis
stireci icerisindeydi ve karmakarisik bir haldeydi. Insanlar olmayacak
sebepler yiiziinden kovuluyordu. Ama bu daginiklik bana epey
yardimci da oldu, her istedigimi yapabiliyordum, bu durumun harika
bir tarafi da yok degildi yani.

Biraz daha gecmise gidersek, 1989 Istanbul Bienali'nde calismis-
tim. Beral hanim size biraz 6nce Sol LeWitt’in yapitin1 gosterdi. Bu ya-
pitin kurulumu ¢ hafta stirdd, ben, iki goniillt ve LeWitt'in asistanla-
11 beraber ¢aligtik. Bunun karsisinda ise Richard Long’un yapit1 vards,
sanirim Long/un yaptig1 tek “boya” istir. Iki sanatcinin asistanlariyla
ve Daniel Buren’le ¢aligmak harikaydi, Buren caligsma etigi ve isine
bagliligiyla olaganitistii bir kigilikti. O zaman bile artik gen¢ degildi ve
17 giin boyunca o seritleri tiim kemerlere tek tek yapistirmak basit bir
is degildi, ozellikle de sivanin kolayca ufalandig: ve hergeyin duvar-
dan dokiiliip bastan yapilmasinin gerektigi Siileymaniye Imareti'nde.
Bienal bize ekipman saglayamadig: i¢in Siileymaniye Camii’nden bir
merdiven yurittigimuzi hatirliyorum. Elinizdeki imkanlarla idare
etmek zorundaydiniz, bu da bir tir baglamsal calisma bi¢imiydi. Beral
hanimin iki sergisinin organizasyonu benimkinden temelde farkliy-
di: Bagta, damigsma kurullarinin dayattigir karmasa vardi, Beral hanim
durumu toparlamaya calisiyordu. Avrupali kaltir kurumlari, 6zellikle
Almanya, bienali destekliyordu, ama aslinda canlarinin istedigi isleri
ve sanatcilan getiriyorlardi, hayir diyemiyordunuz. Dolayisiyla tiim bu
karmagikliklar ve zamanin kosullar1 ve 6niimde duran ilk iki bienal
ornegi; bunun tizerine gelistirecegim ve ayni zamanda diistiniip deger-
lendirecegim olagantsti bir glizergih yaratiyordu.

1989’da Berlin Duvari yikildi. Bu Tiirkiye icin de biytik bir
olaydi ve benim diisiinme stirecimi oldukga etkiledi. Ayni1 donemde
Istanbul’da, 1985’te Dalan belediyesi tarafindan baslatilan dev bir
kentsel yeniden yapilanma projesi devam ediyordu. Size simdi
gosterdigim, Tarlabagi Bulvari’nin yikimla acildigi hali. Bu fotograf
ise 1990’dan, Istiklal Caddesi’nin yayalastirilmasi. Tarihi sehir,

Galata ve Pera bolgelerine baglamiyordu, amag turist trafigini tarihi
sehirden bu bolgelere yoneltmekti. Dolayisiyla Dalan’in Hali¢’teki
endiistriyel yapilanmay1 kaldirmasindan ve Hali¢’in iki sahilinde
neredeyse tiim binalarin yikimindan sonra, birdenbire aralarinda
Feshane’nin ana binasi, Siitliice mezbahasi ve Silahtaraga Elektrik
Santrali’nin oldugu bazi binalar gortiniir hale geldi -ve bu mekanlarin
potansiyeli agiga ¢ikti.

56

she was working, but in my case, in 1991 and 1992, the foundation
was in utter disorganization, between directors. People were being
fired for absurd reasons. Although the mess really helped me, in that I
could do whatever I wanted, so that was kind of great.

To backtrack, I had worked on the 1989 Istanbul Biennial. Beral
showed you Sol LeWitt’s piece. It took three weeks to make, done by
myself, two volunteers, and LeWitt’s assistants. Facing it was Richard
Long’s piece, I think the only “paint” piece that Long has ever made
in his life. It was wonderful working with these assistants and with
Daniel Buren, who has an amazing personality in terms of his work
ethic and his devotion. He was already not young at that time, and 17
days of work, putting the stripes on every single arch, was not a simple
task, especially not in the Siilleymaniye Imaret, where the paint would
chip and everything would fall off the walls and we would then have
to fix it. I remember stealing a ladder from the Stileymaniye Mosque
because the biennial was not able to give us any equipment. You had
to deal with whatever conditions you had—kind of a contextual mode
of working. Beral’s two exhibitions were fundamentally differently
organized: hodgepodges imposed by the advisory committees, with
Beral rescuing them. The foreign cultural institutions from Europe,
especially Germany, supported the biennial, but they were just bring-
ing whatever art and artists they wanted, and you could not say no.

So all of these complexities, and the conditions of the time, and the
precedent of the first two, created an amazing path for me to develop
out of, and also to reflect upon.

In 1989, the Berlin Wall came down. It was a major event for Tur-
key as well, and it affected my thinking quite a bit. Also at that time
there was a massive city re-making project that started with the Dalan
government in 1985. I am showing you now an image of Tarlabas1
Bulvar being completely opened up. This next picture is from 1990,
the pedestrianization of Istiklal Street. The historical city was being
connected to the Galata and Pera area, with the idea of moving tour-
ist traffic from the historical city to these areas. So after the Dalan
deindustrialization of the Golden Horn and the demolishment of just
about every building on either side of the shore, a number of buildings
came suddenly into the realm of the visible—were revealed as poten-
tial spatialities—such as the main building of Feshane, the Siitliice
slaughterhouse, and the Santral electrical power plant.

While we were working on the 1989 exhibition in the Siilleyman-
iye Imaret, another exhibition opened that I found quite interesting,
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Siileymaniye Imareti’'nde 1989 sergisi igin calisirken, oldukca
ilging buldugum, benim i¢in énemli bir ilham kaynag: olan bagka bir
sergi acildi. Bir grup sanatci, icinde hala bazi eski tekstil makineleri
bulunan Feshane binasini bir siireligine kullanarak, Serotonin basli-
g1 altinda bir dizi sergi diizenlediler. Bu serginin énculigini Arhan
Kayar ve arkadaslan yapiyordu. Sergi, neoliberal ekonomi’nin “diz-
ginleri kendi eline al” tavrina ve dzellestirmeye ve bireysellesmeye
yonelik bir egilime uygun ve o sirada Istanbul’da zaten mevcut bir
alternatif kiltiriin somut kargiligiydi. Artik kamusal kaynaklardan
veya kamusal baglamlardan destek goremeyen insanlar kendi rotala-
rin1 ¢izmeye ¢aligiyordu. Serotonin tam da bu havadaydi, tamamen
yabani bir atmosfer sozkonusuydu, Komet asla satamayacagi muazzam
yapitlarindan bazilarini bu sergi i¢in tiretti. Ressam Mehmet Giiler-
yiiz sergiye bir deve tistiinde bir koyun strtsti giderek geldi, filan: Bu
sergi, yasam, oyun ve miizigin yabani bir disavurumuydu. Sergiden
ayrilmak istemiyordum, hafizamda silinmez bir iz birakti.

Dolayisiyla, bienali yonetme davetini kabul ettigimde sergiyi
tarihi sehirdeki tarihi anitlarin igerisine yerlestirmemeye karar ver-
dim ctnk, bence, 1980'1erle isimiz kalmamisti. Sanat, mekansal bir
pratikten iligkisel bir pratige, mekanlara verilen tepkiden baglamlara
verilen tepkiye dogru bir gecis gerceklestiriyordu. Tarihi sehir Istan-
bullularin gitmedigi bir yerdi, ¢iinkii miize kiiltiirtine sahip degildik.
Miizeler orada 6ylece duruyordu —bu harika ve olaganustii arkeoloji
miizesi, Tiirk Islam eserleri ve digerleri. Ama tarihi sehrin cekirdegi
onceki tretici igslevlerinden yoksun birakiliyordu, Babiili ve matbaalar
taginiyordu. Ben de gercekten sergiyi tarihi bolgenin digina ¢ikarmak
istiyordum. Dolayisiyla dnce atillasan Sttliice mezbahasini denedim,
ama mekan fazla karmagikti. Silahtaraga’daki eski elektrik santrali
fazla uzaktaydi ve uygun bir sergi mekanina dontistiirtilmesi icin ¢cok
fazla ugras gerekecekti. Bir diger terk edilmis fabrikay1 arastirdim ama
bizim yapmak istedigimiz is i¢in fazla kigtikti.

Biitiin bu gelismelerle eszamanli olarak Istanbul kendi ilk “mo-
dern ve ¢agdas sanat” miizesini kurmaya calisiyordu, 1989, 1990
ve 1991’de belediye diizeyinde CHP’yle, hiikiimet diizeyinde de
Ankara’da ANAP’la zayif baglantilari olan toplantilar yapilmisti. O
zamanlar Istanbul’da CHP'nin ve IBB Kiiltiir Isleri Daire Bagkani olan
Hilmi Yavuz’un da bununla bir ilgisi vardi. Ama en basta bir grup
sanat¢inin ve diizenleyicinin girisimiydi: Beral Madra, ben, Bedri
Baykam, Tomur Atagok ve bazi 6nceki kusaktan sanatgilar. Olagan
sartlarda hicbir sey i¢in bir araya gelmeyecek bir gruptu. En biiytik sir-
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and very influential. With a number of old textile machines left inside,
Feshane was occupied for a while by a group of artists, who organized
a series of exhibitions called Serotonin. It was spearheaded by Arhan
Kayar and his colleagues. It was the materialization of an alternative
culture that was already going on in Istanbul in accordance with the
neoliberal economy’s “take things into your own hands” kind of at-
titude, a trend toward privatization and individualization. People were
trying to find their own way, no longer having support from public
sources or public contexts. So Serotonin was very much in that vein,
and it was an absolutely wild atmosphere, with Komet producing
some of his great works that he would never be able to sell. Mehmet
Giilerytiz, one of the local painters, came to the exhibition riding a
camel and herding sheep, and so on. It was just kind of a wild acting-
out of life and play and music. I could not bring myself to leave; it left
an indelible mark on my memory.

So, when I accepted the invitation to direct the biennial, I decided
I was not going to put the exhibition in the historical city in histori-
cal monuments because, I figured, we were through with the 1980s.
Art was shifting from spatial practices to relational practices, from
reacting to spaces to reacting to contexts. The historical city was a
place where the citizens of Istanbul did not go because we were not
a museum culture. Museums were there—I mean, these beautiful
and amazing museums of archaeology, Turkish and Islamic art, and
more. But the core historical city was being emptied of its former,
productive functions, Babiili and the printing works were moved,
and I really wanted to take the exhibition outside the historical zone.
So I first tried the unused Siitliice slaughterhouse, but the space was
too complicated. Santral, the former power plant, was too far away
and required too much work to make it a suitable exhibition venue. I
looked into another abandoned factory, but it was too small for what
we wanted to do.

Concurrently with all of this, Istanbul had been trying to invent
its first “modern and contemporary art” museum, holding meetings
in 1989, 1990, and 1991, with a rather vague connection to CHP, the
People’s Republican Party at the city level, and ANAP in Ankara.
Hilmi Yavuz, the cultural advisor to the People’s Republican Party in
Istanbul at the time, and to the mayor, had something to do with it.
But it was originally the initiative of number of artists and organizers
coming together: Beral, me, Bedri Baykam, Tomur Atagok, and some
older artists. It was not the kind of group that would normally come
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ketlerle ve tinlii mimarlarla toplantilar oldu, biyiik hayaller kuruldu.

Feshane, bunlarin aksine, orada dylece duruyordu. Neredeyse
miikemmeldi. Feshane harikulade, tek katli bir binadir, sekiz bin
metrekare, cam, dokme demir ve gelik, 1840’larda insa edilmis, destek
kolonlar Belgika’dan getirilmis. (Kolonlar olukluydu ve iclerinde
yagmur suyu birikiyordu!) Imparatorlugun tek cati altinda tiim {ire-
timin yapilabildigi ilk fabrikasiydi, askeri kiyafet ve fes tiretiliyor,
imparatorlugun her kogesine gonderiliyordu. Dtizen ve modernles-
me devriydi, batililasmanin motoru da orduydu. Binanin tium tarihi
sergi ile oldukea iligkiliydi, ¢tinkt Feshane daha sonra devlet bankas:
Simerbank’in yonetiminde ulusal bir tekstil fabrikasina dontsttril-
mistil. Bu fabrika da, liberal ekonomi devreye girip sehir merkezinin
endiistrilesmeden arindirilmasi stireci baslayinca 1980’lerde dogal
omrind tamamladi.

Biitiin bunlar olup biterken fevkalade, biiytili bir sey gerceklesi-
verdi. Olagantistii bir insan olan vakif yonetim kurulu bagkani1 Nejat
Eczacibagi’'ni, Feshane’nin restorasyonunu gerceklestirme ve binayi
miizeye dontstiirme konusunda ikna etmeyi bagardik. Ben daha ¢ok

gecici projelerin diizenlendigi bir Kunsthalle’nin hayalini kuruyordum.

Binanin suya ¢ok yakin olmas: ve bina zemininin su seviyesinin altin-
da olmasi bir meseleydi, nemle ilgili sorunlar vardi. Ancak ana sorun
arazi ve binanin hak ve izinleri ile ilgili belediyeyle yapilmasi gereken
anlasmayda. Iki yil sonra belediye secimlerini Refah Partisi kazanin-
ca yeni belediye baskani Recep Tayyip Erdogan projeyi iptal etti. Isin
ironik tarafi, on yil sonra Istanbul Modern’in agilisini da Erdogan’in
yapmis olmasi. Ama bu arada restorasyon tamamlanmigti. Dolayisiyla
3. Istanbul Bienali'ni Feshane’de yapmak miimkiin oldu.

1989 bienalini tecriibe etmis ve kurulum ekiplerinin farkl
mekénlara dagitim1 sonucu yasanan gecikmeleri, felaketleri ve ka-
yirma ve iltimas iliskilerini gérmus oldugumdan, herseyi tek bir ¢at1
altinda toplamak ve son derece tutarl bir kiiratoryel anlati sunmak
konusunda kararliydim.

Birinci bienalin sponsoru Asil Nadir, ikinci bienalin sponsoru
Halil Bezmen’di. Eger Turkiye’de yasiyorsaniz bu isimler size ¢ok sey
ifade edecektir; ikisi de bazi finansal etkinlikleri sebebiyle yargilanip
hapis cezalarina carptirildilar, ilki Ingiltere’de ikincisi Tiirkiye’de.
Ikisi de bulunduklar tilkelerden kactilar. 1980’lerde heniiz sponsorluk
etigi meselesinin dnemini kavrayamamistik. Ekonomi neoliberal-
lesmisti ve yeni 6zneler tiretiyordu, bienal de kugskusuz bunlarin bir
parcasiydi. Arka plandaki gelismelerden bir digeri Irak Savasi’yda.
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together to do anything. There were meetings with the biggest compa-
nies and big-name architects, and a lot of grand illusions.

Feshane, on the contrary, was just sitting there pretty. It was near-
ly perfect. It is a gorgeous single-story building, 8,000 square meters,
glass, iron, and steel, built in the 1840s with the supporting columns
brought in from Belgium. (The columns were hollow inside, and they
collected rainwater!) Feshane was the first continuously running
factory of the Empire, churning out military clothes and fezzes and
shipping them all over. It was all about regularization and moderniza-
tion; the driver of Westernization was the military. The whole history
of the building was quite relevant for the exhibition in the sense that
Feshane had subsequently become a national textile factory operating
under the state-owned bank Stimerbank. That died the usual death in
the 1980s, when the liberal economy took over and the deindustrial-
ization of the center core of the city was under way.

A magical and amazing thing happened along the way. For some
reason we were able to persuade the great Nejat Eczacibasi, the direc-
tor of the board of the foundation, to undertake the restoration of
Feshane and turn it into a museum. What kind of museum, nobody
really had any idea. I was dreaming of a Kunsthalle with temporary
projects. One problem was that it was so close to, and below the level
of, the water, so there were humidity issues. But the main problem
was the agreement with the city government about land rights and
building rights. When the city government came under the Welfare
Party two years later, the mayor, Recep Tayyip Erdogan, terminated
the project. The irony is that he opened the Istanbul Modern a decade
later. But, the restoration had taken place. So it was possible to have
the 3rd Istanbul Biennial in Feshane.

Having experienced the 1989 biennial, when the installation
teams were dispersed at multiple sites, and the delays, disaster, and
nepotism that resulted, I was intent on putting everything under one
roof, and offering an extremely coherent curatorial narrative.

The first biennial’s sponsor was Asil Nadir, and the sponsor of the
second was Halil Bezmen. These names mean a lot to the locals; they
were both tried and sentenced for their financial activities, one in the
United Kingdom, the other in Turkey. They both fled the countries
they were in. The ethics of sponsorship in the 1980s had not dawned
on us. The economy had gone neoliberal and it was producing new
subjects, which the biennial was admittedly part of. Another back-
ground was the first Iraq War. We could not realize the exhibition
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Kimse Istanbul’a gelmek istemedigi icin sergiyi gerceklestiremiyor-
duk. Ugiinciisii, ismi konmamus bir i¢ savas sirasinda ¢alisiyorduk,
Kiirt isyan1 1991 ve 1992’de en kuvvetli dénemini yasiyordu. Istanbul
bu gelismeye biiytik oranda ilgisiz kalsa da, sergideki yapitlardan

biri sanatgisini uzun ve zorlu bir yargilanma stireciyle kars1 kargiya
birakti.

Distincem, bienalden 6nce ve bienal sirasinda diizenlenecek
bir dizi konugmayla projenin Istanbul ile iligkisini derinlestirmekti.
Thomas McEvilley, Bruce Ferguson, Viktor Misiano ve baskalarini
konusma yapmak tizere davet ettik. Burada bulunduklar stire igerisin-
de galerileri de ziyaret etmelerine, bienale katilmayan sanatcilarla da
gortismelerine 6nem verdim. 1990’da Venedik’te, Fondazione Cini’de
Expanding Internationalism/Genisleyen Enternasyonalizm baslikli bir
konferansa caktirmadan katiliverdim. Bu konferans, Venedik Bienali
sirasinda Rockefeller Vakfi tarafindan diizenleniyordu. 60 kadar ulusla-
raras1 katilimci vardi —¢ok sayida kirator, elestirmen ve sanat tarih-
cisi. Saglikli bir sekilde, yerelden yerele, ama bir “merkez”in himaye-
sinde iletisim aglar1 olusturmak hakkindaki bu konferans tiirtiniin ilk
ornegiydi.

Baska ortak temas noktalar1 da vardy; bunlardan bir tanesi de
Orhan Pamuk’un Kara Kitap’tydi. Roman sergi tasariminin bir tiir sab-
lonu olarak iglev gordii. Mehmet Dogu ve ben, her sanatg1 ve kiratorle
goriserek, izleyicinin tiim yon kavrayisinin kaybolacag girift bir yap1
olusturduk. Kuzey ve giiney arasindaki akisin ve dogu ve bat1 arasin-
daki ayrimin kaybolabildigi bir sehirde, amacimiz y6n duygusunun
gercekten yitirildigi hissini yaratmakti. Kendimi, kendi sergisi tize-
rinde ¢alisan, ama ayni1 zamanda diger kiiratorlerle beraber galigan ve
tlim stirecin uyumlu islemesini saglayan bir, tabiri caizse, metakiirator
konumuna yerlestirdim.

1989 yil1 sadece Berlin Duvari’min yikiligina degil, Fransiz
Devrimi’nin iki yiiziinet yildonima dolayisiyla diizenlenen Magiciens
de la terre (Yerylzu Buyuculeri) sergisine de taniklik etti. Benim gor-
digim tamamuyla kiresel ilk sergiydi. Bircok ideolojik karmasiklik ve
yanlig atilmis adimdan muzdaripti ama son derece genis kapsamli ve
cesur bir sergiydi. Bu sergiye bir karsilik vermem gerekiyordu, bunu
da Istanbul’dan yapacaktim. Eski zamanlara donmek katiyen miim-
kiin degildi. 1980'lerin sonunda New York'ta, Interrogating Identity
(Kimlik Kavramini Sorgulamak) sergisinden ¢i8ir agict Onyil Sergisi'ne
(Decade Show) birgok gok-kiltiirlii ve somiirgecilik-sonras: projeyi
takip etmis birisi olarak, yerellestirmek ve kendi baglamindan sorular
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because nobody was willing to come to Istanbul. Thirdly, we were
operating against the background of an unnamed civil war, as the
Kurdish uprising was at its strongest point around 1991 and 1992.
Even though Istanbul was largely aloof, one of the works in the exhibi-
tion would get the artist into a protracted, tough court case.

The idea was to embed the project in Istanbul with a series of
talks before and during the biennial. We invited Thomas McEvilley,
Bruce Ferguson, Viktor Misiano, and others to speak. It was critical to
me that they would also visit galleries, and see artists who were not
necessarily in the biennial. In 1990 I had sneaked into a conference
called Expanding Internationalism in Venice at the Fondazione Cini.
It was organized by the Rockefeller Foundation in the context of the
Venice Biennale. There were about 60 international participants—
many curators, critics, and art historians. It was the first conference
of its kind, devoted to networking in a healthy way, local to local,
albeit with the “center” as a chaperone. Later, in Sdo Paulo, I attended
another such event, where I met Gerardo Mosquera, Mary Jane Jacob,
and many others from whom I learned a lot. Thus, many ideas were
built into the 1992 biennial, in an organic way.

There were other series of conflations; one was Orhan Pamuk’s
The Black Book. The novel became the template for the exhibition
design. Negotiating with each artist and curator, Mehmet Dogu and
I came up with an intricate structure in which any sense of direction
would be lost. It was about literal disorientation in a city where the
flow between north and south and the division between east and west
could disappear. I basically put myself in the position of, let’s say, a
metacurator, working on his own exhibition but also working with
other curators and coordinating the whole process.

The year 1989 marked not only the coming down of the Berlin
Wall, but also the exhibition Magiciens de Ia terre, on the occasion of
the bicentennial of the French Revolution. It was the first thoroughly
global exhibition I ever saw. It had a lot of ideological complications
and missteps, but it was vast and brave. I knew that I had to respond,
from Istanbul. There was no way of going back to the old days. Having
followed many multicultural and postcolonial projects in New York
in the late 1980s, from Interrogating Identity to the groundbreaking
Decade Show, to localize and ask questions from my own context was
critical.

The main theme of the biennial was Production of Cultural
Difference, as a process, a soft reaction to the almost biological
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sormak belirleyici 6neme sahipti.

Bienalin ana temasi bir stireg olarak Kiilttirel Farkliligin
Uretimi'ydi, Magiciens de la terre sergisindeki neredeyse biyolojik de-
nebilecek kaltir kavrayisina yumusak bir tepkiydi. Konuk kiiratorlere
aktardigimiz, uzun, kuramsal bir sergi metni olusturmustuk.

Ama Istanbul baska bir yerdi. Bienallere yonelik muazzam bir
dismanlik vardi. Sergi acilmadan ¢ok once basinda agir saldirilara
ugradim. Mesafemi koruyarak ve gencligin verdigi gururla karsilik
verdim. Bienalin sekiilerlestirilmesi gerekiyordu. Yani, akademilerle
ve mahallenin diger ¢ikar sahipleriyle higbir ilgisi olmayacakti. Kiira-
torlik sistemi icerisinde gergeklestirilen uluslararasi bir projeydi. 60
kadar Turkiyeli sanatcidan bese indik. O zamanlar (sanat ortaminda)
bir deprem yaratmak iste bu kadar kolaydi. Bu uzlasmaz tavir,
bienalin gelecegini giivenceye aldi. Bu gerekli bir kirilmaydi. Bunun
sonucunda, temelde vakfin yaz festivali etrafinda sekillenen bir sergi-
ler toplulugu olarak baglayan bienal kurumu biiytik boyutlu
bir uluslararasi sanat sergisine doniisme stirecindeydi.

Sergi biitcesi bugiiniin Istanbul Bienali biitcelerinin ytizde 10'un-
dan daha dastkti. Bu denli agir mahrumiyet kosullar igerisinde
biiyiik oranda konuk tlkelerin destegine giivenmek zorundaydik.
Seyahat 6denegim gercekten sifir oldugu ve Istanbul’dan calistigim
icin, glivendigim ve birgok ortak goriige sahip oldugum bazi kiira-
torleri Istanbul’a davet etmeye ve onlarla yakin bir iliski icerisinde
calismaya karar verdim. Ayrica, konuk tilkelerin fon kuruluslarinin
temas kurdugumuz kiratorleri ve sanatcilarn destekleyeceginden emin
olmamiz da gerekiyordu. Karmasik bir isti. Ayni zamanda, sadece
fonlarina duyulan ihtiyag yiiziinden bir bagimlilik iligkisine girilmis
“olagan supheli” tilkelerle olan baglardan da kurtulmak istiyorduk.
Duvar yikilmigt: ve yatay, karsilikli iligkiye dayali goriismeler miim-
kiindi. Eski, dikey iktidar diizeninin giiciinit ve 6nemini yitirdigini
gostermek gerekiyordu.

Boylece, gergcekten birlikte ¢aligmak istedigim insanlarla yeni ve
genisg bir iletisim kanali olusturduk. Bulgaristan, Romanya, Rusya ve
Polonya ufukta belirdi. Brezilya gibi, cografi olarak uzak ama ufku-
muza dahil alanlarla da ¢calismak istiyordum ama gerekli finansmani
bir araya getiremedik. Bosna ile beraber ¢alismay ¢ok istiyorduk ama
Saraybosna’ya bomba yagmaya baslamist1 bile. Misir’la iliski kurma-
ya ¢alistim ama o sirada erisimim olan insanlar agisindan bir temas
noktas1 yoktu. Almanya ve Isvicre bienalin tanimi ve kapsamu ile ilgili
kiistah bir umursamazlik sergilediler, bunun tizerine onlar sergi dist
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understanding of culture in Magiciens de la terre. There was a long,
theoretical exhibition premise that we relayed to the guest curators.

But, Istanbul was somewhere else. There was an enormous ani-
mosity toward the biennials. I was butchered in the press long before
the exhibition opened. I was not having any of it. I responded with
detachment and youthful arrogance. The biennial had to be secular-
ized. That is, it would have nothing to do with academies and other
provincial stakeholders. It was a curated, international project. We
went down from something like 60 Turkish artists to five. It was that
simple to cause an earthquake in those days. This antagonism saved
the biennial for the future. It was a necessary rupture. So the biennial
institution that basically started with a constellation of exhibitions
built around the foundation’s summer festival began the process of
transforming into a major international art exhibition.

The exhibition budget was less than 10 percent of the current Is-
tanbul Biennial budgets. In such a radically disenfranchised context we
had to rely heavily on the support of guest countries. Operating out of
Istanbul with literally no funding for travel, I decided to invite a series
of curators I trusted, with whom I shared many ideas, and work with
them intimately. We also had to make sure that the funding bodies of
the guest countries would support the curators and the artists we ap-
proached. It was complicated. At the same time we wanted to get rid
of the dependency that had developed with the “usual-suspect” coun-
tries just because they had funds. Now that the wall had come down,
lateral, horizontal negotiation was a reality. The old vertical order of
power could be played down.

So we opened a whole channel of communication with people
with whom I really wanted to work. Bulgaria, Romania, Russia, Poland
came onto the horizon. I also wanted to work with faraway horizon-
talities such as Brazil, but we could not pull the finances together. We
tried desperately to work with Bosnia, but bombs were already falling
on Sarajevo. I tried to work with Egypt, but there was no port of entry
in terms of the people I had access to at that time. Germany and Swit-
zerland had an arrogant disregard of the premises of the biennial, and
I had no choice but eliminate them, much to their surprise. We had to
establish new, normalized relationships among equals, not only for the
3rd Biennial but also for the future of the project.
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birakmaktan ba§ka carem kalmadl, pek §a§1rdllar. Yeni, dengeh/ €§it VASIF KORTUN (1958) is the.pro‘gralﬁs anfi resea.rch director for SALT in Istanbul. He has been
a founding director of several institutions, including Platform Garanti Contemporary Art Center,

taraflar arasinda gergekle§en bir lh§k1 kurmamiz gereklyordu, sadece Istanbul (2001-10); Proje4L Museum of Contemporary Art, Istanbul (2001-4); and the Museum of

3. Bienal icin degil, tiim bienal projesinin gelecegi icin. the Center for Curatorial Studies, Bard College (1993-97). He was the director of the 3rd Interna-
tional Istanbul Biennial (1992) and co-curator of the 9th International Istanbul Biennial (2005). He

co-curated the 6th Taipei Biennial (2008) and organized the Turkish Pavilion at the 52nd Venice

. . . Biennale (2007). He is the curator of the UAE Pavilion at the 54th Venice Biennale (2011).
VASIF KORTUN (1958) Istanbul’daki SALT"1n arastirma ve programlar direktorii. Aralarinda Plat-

form Garanti Giincel Sanat Merkezi, Istanbul (2001-2010); Proje4L istanbul Giincel Sanat Miizesi,
istanbul (2001-2004) ve Kiiratoryel Arastirmalar Merkezi Miizesi, Bard College’in de (1993-1997)
bulundugu gesitli kurumlarin kurucu yoneticiligini yapti. 3. Uluslararas: Istanbul Bienali’nin
yonetmenligini (1992), 9. Uluslararas: istanbul Bienali'nin (2005) es kiiratorliiginii yapti. 6. Taipei
Bienali’nin (2008) es kiiratorliigiinii yiiriittii, 52. Venedik Bienali'nde (2007) Tiirkiye Pavyonu'nu
diizenledi. 54. Venedik Bienali'nde (2011) BAE Pavyonu’nun kiiratoradiir.
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3. Uluslararasi istanbul Bienali
3rd International Istanbul Biennial

BIENAL BASLIGI / TITLE

Kiiltiirel Farkliligin Uretimi / Production of Cultural Difference

OCTOBER 17 EKIM-NOVEMBER 30 KASIM 1992

YONETMEN / DIRECTOR Vasif Kortun

MEKAN / VENUE Feshane

SANATCILAR / ARTISTS

Absalon

Sergi Aguilar

Jurii Albert

Dario Alvarez Basso

Stefano Arienti

David Avalos &
Deborah Small

Txomin Badiola

Zuzanna Baranowska

Darya von Berner

Domenico Bianchi

Selim Birsel

BOLI

Christian Boltanski

Eleanor Bond

Colin Campbell

Pinchas Cohen Gan

Catherine Collins

Hannah Collins

Shawna Dempsey

Manfred Erjautz

Jan Fabre

Sergio Fermariello

Andrei Filippov

Atsmon Ganor

Alberto Garutti

Franco Guerzoni

Dmitri Gutoff

Damien Hirst

Richard Hoeck

Igor Kaminnik & Vadim
Fishkin & Andrei
Scholokov

Zvika Kantor
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Giilstin Karamustafa

Lyuben Kostov

Mariusz Kruk

Vladimir Kuprianov

Jurii Leiderman

Seymour Likely

Georgi Litichevskii

Richard Alexander Lou &
Robert Sanchez

Amalia Mesa-Bains

Nunzio

Hakan Onur

Georgi Ostritsov

Jean-Michel Othoniel

Sonja Oudendijk

Francisco L. Quintanilla

Revolutionary Carrier

Georgi Rouzhev

Daniel Sack

Willem Sanders

Joseph Semah

Sergei Shutov & Jurii
Avvakumov

Mikotaj Smoczynski

Nedko Solakov

Jana Sterbak

subREAL

Hale Tenger

Joanne Tod

Canan Tolon

Hulleah J. Tsinhnahjinnie

Juan Uslé

Matta Wagnest

Jin-me Yoon

Heimo Zobernig
Konstantin Zvezdochetov

YAYIN / PUBLICATION

3B Katalogu / 3B Catalogue

Sayfa sayis1 / Number of pages: 260

Basim tarihi / Date of publication: 1992

Yayina hazirlayan / Editor: Zeynep Rona

Metinler / Texts by Jale Nejdet Erzen (6nsoz/foreword), Patricio Chavez, David
Avalos & Deborah Small, Richard A. Lou & Robert Sanchez, Amalia Mesa-Bains,
Hulleah Tsinhnahjinnie, Rainer Fuchs, Emiel Hoorne, Willy Van Den Bussche,
Luchezar Boyadjiev, Guy Tosatto, Paul Donker Duyvis, Michael Corris, Richard
Stone, Maria José Salazar, Galia Bar Or, Pier Giovanni Castagnoli, Bruce W.
Ferguson, Anda Rottenberg, Célin Dan, Viktor Misiano, Georgi Litichevskii, Jurii
Leiderman, Anatolii Osmolovskii, Igor Kaminnik & Vadim Fighkin, Vasif Kortun
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Restorasyon 6ncesi Feshane, 1991
Fotograf: Vasif Kortun

Feshane before restoration, 1991
Photography: Vasif Kortun

Restorasyon 6ncesi Feshane, 1991
Fotograf: Vasif Kortun
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Feshane before restoration, 1991
Photography: Vasif Kortun

Feshane, 1992
Duvar sistemleri deneniyor
Fotograf: Mehmet Dogu
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Feshane, 1992
Testing the wall systems
Photography: Mehmet Dogu

subREAL

Isimsiz, 1992

Feshane

Fotograf: Vasif Kortun’un izniyle

subREAL

Untitled, 1992

Feshane

Photography: courtesy Vasif Kortun
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Damien Hirst Damien Hirst Amalia Mesa-Bains

Kagmak I¢in Edinilmis Yeteneksizlik, The Acquired Inability to Escape, Onyilin Amblemleri: Smirlar, 1990
1991 1991 Feshane

Feshane Feshane Fotograf: Vasif Kortun'un izniyle

Fotograf: Vasif Kortun'un izniyle Photography: courtesy Vasif Kortun

Amalia Mesa-Bains

Emblems of the Decade, 1990
Feshane

Photography: courtesy Vasif Kortun

David Avalos & Deborah Small David Avalos & Deborah Small Selim Birsel
Ramona’nin Yatak Odasi, 1992 Ramona’s Bedroom, 1992 Yikmak, 1992
Feshane Feshane Feshane

Fotograf: Vasif Kortun’un izniyle Photography: courtesy Vasif Kortun Fotograf: Selim Birsel
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Selim Birsel
Subversion, 1992
Feshane

Photography: Selim Birsel
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4. Uluslararasi istanbul Bienali, 1995
ORIENT/ATION—Paradoksal Bir Diinyada Sanatin Goériiniimii

— René Block

Istanbul’u Hatirlamak, 6ziinde, biiyiik bir mozaigin icindeki birkac
kiigiik renkli tastan ibaret. Bu kiiciik taslardan her biri buytiik resme
dair ipuclar1 sunuyor. Bitiin ise son derece karmasik.

Istanbul’a ilk yolculugum 1990’da, Mimar Sinan Universitesi’nin
duzenledigi Joseph Beuys tizerine bir sempozyum vesilesiyle gercek-
lesti. Bu sempozyumda kiirstiyti paylastigim arastirmaya hevesli bir
konusmaci vardi: Sanatc1 Hiiseyin Alptekin. Hiiseyin Istanbul’da
tanmistigim ilk sanatg¢i oldu ve 2007’deki zamansiz 6limiine dek onun
arkadasliginin tadini ¢ikarma ayricaligina sahip oldum. Huseyin ger-
cek bir gece kusuydu, dolayisiyla onun sayesinde istanbul gece hayat1
ile de tanigtim. Bir y1l sonra, Goethe Enstitiisii'niin davetiyle gercek-
lesen ikinci ziyaretim sirasinda aralarinda Ayse Erkmen ve Gilsiin
Karamustafa’nin da bulundugu sanatcilarla bir dizi bulusma gercekles-
tirdik. Bu bulugmalarin daha sonra Turkiye’deki sanat ortamiyla kura-
cagim iligki tizerinde belirleyici bir etkisi oldu. 1991 yilinda gergekle-
sen bu ziyaret sirasinda, Istanbul Bienali’ni diizenleyen Istanbul Kiiltiir
Sanat Vakfi'nin o dénemde genel miidirt olan kidemli bir centilmen,
Aydin Giin, beni istanbul’dakiyle bircok paralellikler tasiyan Sidney
Bienali’yle ilgili deneyimlerim hakkinda konusmak tizere davet etti.
Biitiin bu gortismelerin sonucunda Almanya’da baz sergiler diizenle-
dik: 1994'te kiirator Beral Madra ile igbirligi igerisinde Stuttgart, Bonn
ve Berlin’de Iskele baslikli bir sergi diizenledim, bu sergi daha énce
taninmayan Turkiye sanat ortaminin Almanya’da gerceklestirilen ilk
sunumuydu.

Biraz daha gecmise, 1978 yilina, Sidney’e donelim: Avustralya
sanat ortamiyla ileride yogunlasacak iliskimin baslangicinda sanatci
Joseph Beuys 6nemli bir rol oynamasti. Avustralya’da buytik olcekli
bir Beuys sergisi diizenlemeye dair bir istek vardi, Beuys da besin-
ci kitayla yakindan ilgileniyordu. Bu proje icin arastirma yapmak
amaciyla Avustralya’ya gittim. Sergi mekanlarini ziyaret etmenin
yam sira, Melbourne ve Sidney’de o zamanlar hentiz tamimadigim
bazi sanatcilarla tanistim, ayrica Avustralya ¢oliinde diizenlenen ve
bir dis mekan heykel projesi olan Mildura Heykel Trienali'ni ziyaret
ettim. Hentiz bir yi1l ge¢misti ki, kendimi bir kez daha Avustralya’da
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4th International Istanbul Biennial, 1995
ORIENT/ATION—The Vision of Art in a Paradoxical World

— René Block

Remembering Istanbul is, in essence, a few small colored stones from
a great mosaic. Each little stone hints at the larger picture. The whole
is very complex.

My first trip to Istanbul took place in 1990 in connection with a
symposium on Joseph Beuys at Mimar Sinan University. One of my
inquisitive partners on the podium was the artist Hiiseyin Alptekin.
He was, in fact, the first artist I met in Istanbul, and I was privileged to
enjoy his friendship until his untimely death in 2007. Since Hiiseyin
was a real night owl, through him I became acquainted with Istanbul’s
nightlife. My second visit a year later, at the invitation of the Goethe-
Institut, brought with it a series of meetings with other artists, among
them Ayse Erkmen and Giilsiin Karamustafa. These meetings had
a decisive impact on my subsequent relationship with the Turkish
art scene. Also during this visit in 1991, an older gentleman named
Aydin Gun who was then president of the Istanbul Foundation for
Culture and Arts, organizers of the Istanbul Biennial, invited me to
speak about my experiences with the Biennale of Sydney, which had a
lot of parallels with the one in Istanbul. This all led to exhibitions in
Germany: In 1994, in cooperation with the curator Beral Madra, I orga-
nized an exhibition entitled Iskele, which was the first overview of a
previously unknown Turkish art scene in Stuttgart, Bonn, and Berlin.

Backtracking a bit, to Sydney, in 1978: The artist Joseph Beuys
figured prominently at the beginning of what became my very inten-
sive relationship with the Australian art scene. There was a strong
interest in Australia in mounting a large Beuys exhibition, and Beuys
was certainly very interested in the fifth continent. I traveled there to
conduct investigations for such a project. Besides visiting spaces, I met
a number of artists in Melbourne and Sydney who were then unknown
to me, and I visited the Mildura Sculpture Triennial, an outdoor
sculpture project in the Australian desert. Just a year later I was again
in Australia, making preparations for the exhibition For Eyes and Ears
in Berlin, and on the trail of the Australian composer Percy Grainger,
who in the 1920s had constructed Free Music Machines, which were
now on view in a museum in Melbourne. On that trip I was also

75

Remembering Istanbul | ypuwpmpH n,[nquvisy



buldum, Berlin’de diizenlenecek For Eyes and Ears (Gozler ve Kulak-
lar Igin) sergisi icin cesitli hazirliklar yapiyor ve seyahatim sirasinda
Melbourne’de bir miizede sergilenmekte olan Free Music Machines
(Ozgiir Miizik Makineleri) adl1 yapit1 1920’lerde yapmis olan Avustral-
yal1 besteci Percy Grainger’in izini stirmeye ¢alistyordum. Bu yolculuk
sirasinda Beuys’un 3. Sidney Bienali'nde yer alacak bir yapitinin kuru-
lumuyla da ilgilendim. Bashig1 European Dialogue (Avrupai Diyalog)
olan bu bienal, benim kendi rotami, o zamanlar heniiz yeni sayilan bir
sergi bicimine, yani “periferik” bienale dogru ¢cevirmemde de belirle-
yici oldu. Venedik ve Sao Paulo’da oldugu gibi her biri kendi tilkesinin
sanatini sergi mekanina tasimakla yikiimli ¢cok sayida sergi komise-
rindense Sidney tek bir sanat direktort atiyordu. Yerel sanat cevresi
icin uluslararasi bir baglam gelistirmek, sanatgilar icin gercek calisma
ve bulugma yerleri yaratmak bu kisinin goreviydi. Yani sanat diinya-
sinin jet sosyetesi icin partiler dizenlemek yerine bir sanat atolyesi.
Bat1 sanat1 soylemi igerisinde yetismelerine ragmen orijinal yapitlar
nadiren gorebilen Avustralyali sanatgilar icin cografi mesafe biyik bir
sorun; roprodiiksiyonlarla idare ediyorlar.

Ben 1984 Sidney Bienali’ne Almanya’nin, her zaman oldukga
kapsamli olan katkisini koordine etmek tizere davet edilmistim. Bu
durum 1986 ve 1988’de de tekrarlandi. (Bu yillar stiresince Berlin’de
Avustralyali sanatcilarla sergiler dizenledigimi soylemeye gerek
yok. 1988’de sekiz sanat¢inin yapitlarini iceren Aus Australien
(Avustralya’dan) baslikli bask: portfolyosunu yayimladim.) Dolayisiyla
1990’da 8. Sidney Bienali’'nin sanat yoneticiligi gorevini kabul ettigim-
de, ilk Avustralya kokenli olmayan kiiratér olmama ragmen, bienalin
isleyis bicimine Avustralyali ktiratorlerden daha aginaydim. Sidney
sanat ortaminda bir patlama yasaniyordu, sehir Viktoryen Melbourne
sehrini sollayarak Avustralya’nin yeni sanat merkezi haline gelmigti.

Uygun mekanlar bulmak belirleyici 6nemdeydi. Sekizinci bie-
nalin temasinin haziryapit olmasina karar vermigtim. Daha geng bir
kusagin, icadindan 75 yil sonra bu olguyla neler yaptigini gérmeye
calisacaktim. Bu tema, etrafinda tipki bir agac kiitigiinde oldugu gibi
halkalarin ya da suya atilan bir tag gibi etrafinda giderek bityiiyen i¢ ice
gecmis dalgalarin olusabilecegi tarihsel bir cekirdekti. Ilk halka Marcel
Duchamp, Man Ray ve Francis Picabia’nin 1920'lerde trettigi yapitlar-
dan olusuyordu. Ikinci dalga 1960’1ar1 temsil ediyordu. Bienalin en i¢
kisminin kiratorligi sanat tarihi bakis acilarindan hareketle gergekles-
tiriliyordu. Yapatlar bircok farkli koleksiyondan talep edilerek bir araya
getirildi ve uygun koruma kosullar1 altinda New South Wales Sanat
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involved with the installation of a Beuys work for the 3rd Biennale of
Sydney. This biennial, whose title was European Dialogue, was deci-
sive in my ensuing commitment to a still relatively new form of exhi-
bition, the “peripheral” biennial. Sydney’s biennial model was innova-
tive and many subsequent biennials, including Istanbul, have followed
its model. Rather than having a lot of exhibition commissioners, each
of whom was responsible for bringing the art of their own country

to the exhibition site—as was customary in Venice and Sdo Paulo—
Sydney appointed only one artistic director. It was this person’s task
to develop an international context for the local art scene, to create
real working and meeting places for artists. An arts workshop, rather
than parties for the jet set. Geographic distance is a major problem for
Australian artists who, although they grow up within the discourse of
Western art, seldom get to see the originals of things. They live with
reproductions.

I was invited to coordinate the German contribution, which
always was relatively comprehensive, to the 1984 Biennale of Sydney.
This activity repeated itself in 1986 and 1988. (It goes without saying
that during these years I had been organizing exhibitions of Australian
artists in Berlin. In 1988 I published the print portfolio Aus Australien,
with sheets by eight artists.) So when I accepted the job of artistic
director of the 8th Biennale of Sydney in 1990, even though I was the
first non-Australian curator, I was more familiar than any Australian
curator with its workings. Sydney’s art scene had exploded, and it had
become the new art center of Australia, overtaking in importance the
Victorian city of Melbourne.

Finding appropriate venues was crucial. I had decided that the
theme of the eighth edition would be the readymade—how a younger
generation was dealing with the phenomenon 75 years after its inven-
tion. This theme was a historical core around which rings could form
like the trunk of a tree, or like a stone thrown into the water that gen-
erates larger and larger concentric ripples. The first ring was composed
of works from the 1920s by Marcel Duchamp, Man Ray, and Francis
Picabia. The second ring represented the 1960s. The inner part of the
biennial was curated from art historical vantage points. The works
were brought together from many different collections and shown,
under suitable conservational conditions, at the Art Gallery of New
South Wales.

It took months of research to ferret out an appropriate space for
the contemporary “rings”: a workshop for the arts, the ideal place
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Galerisi'nde sergilendi.

Gincel “halkalar” i¢in uygun bir mekan bulup ¢ikarmak aylar
siiren bir arastirma gerektirdi: Bir sanat at6lyesi, Avustralyali sanat-
cilar ile diinyanin her kosesinden gelecek sanatcilar arasinda ideal bir
diyalog mekani olabilecek bir yer ariyorduk. Aradigimiz mekani liman
bolgesinde, kullanilmayan bir giimriik deposunda bulduk. Sonradan
anlagildig: tizere, sasirtic derecede ideal bir yerdi burasi. Burada
verimli bir degis tokus hali icerisinde kaynasan sanatc¢ilar arasinda
1970’lerden Sarkis, Christian Boltanski, Milan Knizdk, Richard Went-
worth ve Terry Fox ve 1980'lerin birgok yeni ismi bulunuyordu. The
Readymade Boomerang (Haziryapit Bumerang) basligi altinda 1990’da
acilan 8. Sidney Bienali’nin, bu amacla yayimladigim bir bask: portfol-
yosunun geliriyle diizenledigimiz kapsamli bir miizik ve performans
programi da vardi.

Sadece dort yil sonra, Sidney’deki tiim bu deneyimlerimin 4.
Uluslararasi Istanbul Bienali tizerinde biiytik bir etkisi oldu. Tyi
bir restorasyonla yenilenerek tictincii bienalde kullanilan Feshane
mekéni sehrin degisen siyasi durumundan 6tira artik kullanilama-
digindan, uzun siire uygun mekanlar bulma sorununa Istanbul’da da
care bulamayacakmisiz gibi geldi. Planlanan acilis tarihinden iki ay
once, Bogaz’da bos ve eski bir gimrik kompleksi kesfettik: Antrepo.
Bugiin Istanbul Modern’e ev sahipligi yapan binay1 degil, Mimar Sinan
Universitesi'nin hemen yanindaki bir baska binay1 kullandik ve bu
yakinlik birgok panel ve konusma icin son derece elverisli bir durum
saglada.

Artik bienalin dramaturjisini gelistirmek mimkiindi. Ne de
olsa fikir, her mekana kendi 6zgtn kisiligini vermek veya daha kesin
bir dille ifade etmek gerekirse, her mekanin kendine 6zgt kisiligini
orada gosterilen sanat yapitlariyla vurgulamakti. Yapitlarin biyiik
cogunlugu heniiz ortada yoktu ve sanatcilar tarafindan 6zellikle bu
mekanlar i¢in tiretilmeleri gerekiyordu. Bu, hem yerel hem de yabanci
sanatcilarin dahil olacag heyecanli bir siirecti. Istanbul’un benzersiz
cekicilikteki 6zelliklerinden biri de son derece eski ve daha yeni mi-
mari arasinda goriilen zitlik. Ozellikle tarihsel mekanlarda calisirken
hassasiyet gostermek gerekir. Bu mekanlar1 kullanmak hem sanatgilar
hem de kiirator olarak benim igin alisik olmadigimiz, istisnai bir ise
kalkigmak anlamina geliyordu.

Kullandigimiz mekanlar, 5. yiizyilda inga edilen Yerebatan Sarnicy;
dev 3. yiizyil bazilikas1 Aya Irini ve o zamanlar heniiz arka tarafinda
kargo gemilerinin yiiklenip bosaltiligini izlemenin mtimkin oldugu
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for dialogue among Australian artists and artists traveling in from all
other corners of the Earth. We found it in an unused customs ware-
house in the harbor district. A sensationally ideal spot, as it turned
out. Mingled here in a fruitful exchange were artists from the 1970s,
among them Sarkis, Christian Boltanski, Milan Knizdk, Richard Went-
worth, and Terry Fox, plus more new names of the 1980s. The 8th
Biennale of Sydney, which opened in 1990 with the title The Ready-
made Boomerang, had an extensive music and performance program,
which was financed by a print portfolio that I had published for that
purpose.

Just four years later, all these Sydney experiences would have ma-
jor significance for the 4th International Istanbul Biennial. In Istanbul,
too, for a long time the question of finding suitable venues seemed
impossible to answer, since the well-renovated space of Feshane,
which was used for the third edition, was out of the running due to
the changing political situation in the city. Then, about two months
before the scheduled opening, we discovered an empty complex of for-
mer customs buildings on the Bosphorus: Antrepo. We did not use the
building that now houses the Istanbul Modern, but we did use another
one, which was situated right next to Mimar Sinan University and
proved to be very practical for the many panels and lectures.

Finally it was possible to develop the dramaturgy of the biennial.
The idea, after all, was to give each site its own individual character
or, to be more precise, to underscore its particular character through
the works of art shown there. The works did not yet exist, for the
most part, and had to be created by the artists specifically for the sites.
This was an exciting process that involved both the local artists and
those from abroad. One of the special allures of Istanbul is the contrast
between very old and newer architecture. But sensitivity is called for,
especially when dealing with historical sites. Using these sites was an
unaccustomed and exceptional challenge for the artists, and also for
me as the curator.

The venues we used were Yerebatan Cistern, built in the 5th cen-
tury; Hagia Eirene, the enormous third-century basilica; and Antrepo,
the profane building from the 20th century, from which back then one
could still glimpse freighters being loaded and unloaded. There was
only one outdoor project (today we would call it an urban project), by
Maria Eichhorn, a large wall to be used for all kinds of “uncontrolled
posters.” This was a free, uncensored space in Taksim Square that was
used for the duration of the exhibition. The biennial as a whole was
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20. yiizyil binas1 Antrepo’ydu. Sadece bir tane dis mekan projesi vardi
(bugtn olsa buna kentsel proje adin1 verirdik), ¢esitli “denetim dis1
afiglerin” asilacagi buytik bir duvardan olusan Maria Eichhorn’un pro-
jesi. Burasi, Taksim Meydani'nda sergi stiresince kullanilacak, sanstir-
lenmeyen bir alandi. Binalarin her biri igerdikleri harikulade sanatsal
katkilarla ayr1 ayn degerlendirildiklerinde de acik bir 6nermede bulun-
malarina ragmen bienal, bir biitiin olarak, bu zitliklarla canlaniyordu.

Istanbul’u Hatirlamak, benim icin Istiklal Caddesi'nin bitmek
bilmeyen sesini hatirlamak demek. Cadde tizerindeki bir miizik
ditkkaninin ast katindaki bir dairede yasadigim bes ay boyunca bu
sesi dinledim. Ses ve muzikal etkinlikler benim icin ¢ok 6nemli. Daha
once, bienal katalogunda, bir kiirator olarak kendimi bir orkestra sefi-
ninkine benzer bir rolde gordigiimden bahsettim. Benim i¢in bir sergi
bir miizik pargasi gibi olmalidir. Bir senfoni gibi, miizikal dramaturji
goz onunde tutularak inga edilmeleri gerekir. Yiitksek sesli kisimlar,
yumusak kisimlari, hizli ve yavag kisimlari vardir, ama sergilenen
yapitlarin her zaman uyum icerisinde kalmasi gerekir. Ne sanatc¢ilara
ne de yapitlara ayricalikli muamele yapilmalidir. Starlar, iktidarlarini
kapida birakip girmelidir igeri.

Konusmama bir yandan devam ederken, bir yandan da size Berlin
Filarmoni Orkestrasi’nin Aya Irini’de verdigi olaganitistii giizellikteki
bir konserin video kaydini gosterecegim. Bu konser bienalden 6 yil
sonra, 2001 yilinda gerceklesti. Miizik ¢almaya devam ederken size
bu mekana bienal i¢in yerlestirdigimiz bazi sanat yapitlarimi gostere-
cegim. Bu yapitlarin ¢ogu bu bas dondurtcti mekén i¢in 6zel olarak
yaratilmigti. Bu 18 sanatc¢i genel kavramsal gerceve acisindan temel
onemdeydi: Richard Wentworth, Hale Tenger, Serge Spitzer, Fiisun
Onur, Rachel Whiteread, Nam June Paik, Shirin Neshat, Ilya Kabakov,
Mona Hatoum, Ayse Erkmen, Esra Ersen, Marina Abramovi¢, Hiiseyin
B. Alptekin, Sophie Calle, Maria Eichhorn, Alfredo Jaar, William
Kentridge ve Sarkis.

Bu bienale toplamda 47 iilkeden 119 sanatg1 katildi. Bunlarin 19'u
Tirkiye’den; diger 50 tanesi de Batili olmayan tlkelerdendi. Baslig,
serginin siyasi karakterine dair bir ima igeriyordu: ORIENT/ATION
—Paradoksal Bir Diinyada Sanatin Goriintimii. Bienalin diizenlendigi
sirada, 1995'te, Balkanlar’da savas devam ediyordu. Avrupa’min siyasi
durumu son derece belirsizdi. Buna sanatgilar nasil tepki gosteriyordu?
Hayata aynen devam mi1? Sanata aynen devam mi1? Bir sergiyle ilgili
olarak kesinlikle boyle sorular sorabiliriz. Net cevaplar bekleyemeyiz,
cunki ne kadar sanat yapit1 varsa o kadar cevap da miimkin demektir,
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animated by the contrasts, even though each building and its
wonderful artistic contributions, considered individually, made a
clear statement.

Remembering Istanbul, for me, means remembering the never-
ending sound of Istiklal Street. I listened to it for five months while
living in a house on that street above a music store. Sound and
musical events are very important to me. In the catalogue of the
biennial, I have already spoken about seeing myself, a curator, in a role
similar to that of a conductor. To me, exhibitions must be like pieces
of music. Like a symphony, they have to be constructed with musi-
cal dramaturgy in mind. There are loud parts, soft parts, fast and slow
ones, but the exhibits must always stay in consonance. There can be
no preferential treatment among either the artists or the exhibits. Star
power is left at the door.

While I continue to speak, I will show you a videorecording of a
concert by the Berliner Philharmonisches Orchester at the beautiful
Hagia Eirene. This concert took place in 2001, six years after the bien-
nial. As the music plays I will also show you some works of art that
we installed there for the biennial. Most of them were specially creat-
ed for this overwhelming space. These 18 artists were essential to the
overall concept: Richard Wentworth, Hale Tenger, Serge Spitzer, Fiisun
Onur, Rachel Whiteread, Nam June Paik, Shirin Neshat, Ilya Kabakov,
Mona Hatoum, Ayse Erkmen, Esra Ersen, Marina Abramovi¢, Hiiseyin
B. Alptekin, Sophie Calle, Maria Eichhorn, Alfredo Jaar, William
Kentridge, and Sarkis.

Altogether, 119 artists from 47 countries participated in this bien-
nial. Nineteen of them came from Turkey; another 50 were from non-
Western countries. The exhibition’s political character was implicit in
its title, ORIENT/ATION—The Vision of Art in a Paradoxical World.
At the time, 1995, war in the Balkans was still going on. Europe was
in a very unclear political situation. How did the artists react to this?
Life as usual? Art as usual? We certainly can ask such questions of an
exhibition. We cannot expect clear answers, since there are as many
possible answers as there are artworks, but an event such as an inter-
national biennial must necessarily be a political statement. As the
curator of this art manifestation, it was my most important concern
to locate Turkish artists at its heart. After all, the 4th International
Istanbul Biennial was designed primarily for them, for Istanbul, and
also intended to send a global message.

There were very disparate reactions. Gregory Volk wrote in Art in
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ama uluslararasi bir bienal gibi bir etkinlik siyasi bir dnerme tagimak
zorundadir. Bu sanat gosterisinin kiiratorii olarak, benim en temel kay-
gim Turkiyeli sanatgilar1 bienalin kalbine yerlestirmekti. Ne de olsa 4.
Uluslararasi Istanbul Bienali éncelikle onlar icin, Istanbul icin ve ayn1
zamanda kiiresel bir mesaj gondermek icin tasarlanmisti.

Birbiriyle hi¢ benzesmeyen tepkiler aldik. Gregory Volk Art in
America dergisinde sunlar1 yazdi: “4. Istanbul Bienali ne olduguyla
degil, ne olmadigiyla goze ¢arpiyordu. Bu bienal tinlii uluslararasi
figtrlerin one ¢iktig bir bienal degildi, simdiden ciddi bir takdir ka-
zanmig, isin-i¢-ylzinun-farkinda bir geng¢ sanatgilar toplulugunu da
éne ¢ikarmiyordu. Bunlarin aksine Istanbul Bienali cok daha serbest-
bicimli bir etkinlikti -biraz kiiltiirleraras: bulusma noktasi, biraz da
yenilikei bir sergi.”

Rudolf Schmitz’in Frankfurter Allgemeine Zeitung’'da yayimlanan
degerlendirmesi ise soyleydi: “Giincel sanat altyapisina sahip olma-
yan bir sehirde, 4. Istanbul Bienali, ucucu ama beklentilerle ytiklii bir
etkinlik. Giintimuiztin istikrarsiz siyasi kosullarinda bu bienalin sim-
gesel karakterini ne kadar 6nemsesek abartmis olmayiz. Son donem-
de, diinyanin cesitli yerlerinden yetenekli sanatc¢i arayip bulma isini
Istanbul’da diizenlenen bu dérdiincii bienal kadar ciddiye alan baska
higbir biiyiik 6lgekli sergiye tanik olmadik... 4. Uluslararasi Istan-
bul Bienali'ne daha iyi bir mekan segmek herhalde imkansizdi. Sergi
mekanina dontistirilen Bogaz’'daki eski giimritk binas1 Antrepo’nun
simgesel bir iglevi var.”

Bienale bir de 8. Sidney Bienali’'nin tarihsel ¢ekirdegiyle kar-
silastirabilecegimiz miize benzeri bir sergi eslik etti. Bir acidan da
Gabriele Knapstein ile beraber Stuttgart’taki Dig Kiiltiirel Tliskiler
Enstitiisii icin bir araya getirdigimiz serginin uverttri gibiydi. Fluxus
Almanya’da baglikli, uluslararasi sanat diinyasinin estetiginin hala
biiyiik oranda temelini olusturdugunu distindigim radikal bir sanat-
sal yenilenmeyi gerceklestiren 1960’larin Fluxus hareketine adanan
bu sergi, bienalden iki hafta 6nce Atatiirk Kiltiir Merkezi’'nde a¢ildu.
Sergi, birkag isim saymak gerekirse George Brecht, John Cage, Joseph
Beuys, Nam June Paik, Robert Filliou, Arthur Kopcke, Ben Vautier
ve Wolf Vostell’in estetik ve sanatsal kavramlarimi tanitiyordu. Bu
serginin agik ve duru beyaz-kiip sunumu tarihsel mekanlarla ve hatta
Antrepo’yla belirgin bir zitlik tegkil ediyordu. Bu, serginin yurtdisinda-
ki ilk sunumuydu, sergi daha sonra bes farkli tilkeyi dolastu.

Bu da konugmami 1995 yilinda yaptigim ziyaretten daha yakin
tarihlere, yani bienalin o zamandan bu yana kuratorligint yapti-
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America, “The 4th Istanbul Biennial was noteworthy for what it was
not. It was not a showcase for celebrated international figures, nor did
it feature an in-the-know roster of younger artists who have already re-
ceived substantial acclaim. Instead, the Istanbul Biennial was a much
more free-form event—part intercultural meeting ground, part innova-
tive exhibition.”

Rudolf Schmitz gave his appraisal in the Frankfurter Allgemeine
Zeitung: “In a city without an infrastructure for contemporary art,
the 4th Istanbul Biennial is an event that is fleeting but loaded with
expectations. Its symbolic character in the currently unstable politi-
cal situation can hardly be overestimated. In past years, not one major
exhibition has taken the search for talented artists from around the
world as seriously as has this fourth biennial in Istanbul. . . . The
venue of the 4th International Istanbul Biennial could hardly have
been better chosen. Antrepo, the converted former customs building
on the Bosphorus, has a symbolic function.”

The biennial was accompanied by a museum-like exhibition, com-
parable to the historical core of the 8th Biennale of Sydney. It was an
overture, of a sort, for a show I put together with Gabriele Knapstein
for the Institute for Foreign Cultural Relations in Stuttgart. Entitled
Fluxus in Germany, it opened two weeks before the biennial in the
gallery of the Atatiirk Cultural Center and was devoted to the Fluxus
movement of the 1960s, that radical renewal of the arts upon which
I think the aesthetic of the international art world is still largely
based. The exhibition introduced the aesthetics and artistic concepts
of George Brecht, John Cage, Joseph Beuys, Nam June Paik, Robert
Filliou, Arthur Képcke, Ben Vautier, and Wolf Vostell, to mention
just a few. Its clear and clean white-cube presentation was in marked
contrast with the historical venues, and even with Antrepo. This was
its premiere showing abroad, and it has subsequently traveled to five
different continents.

This brings me to a part of my talk that is closer to me than the
look back to the year 1995: the influence of this biennial on projects I
have curated since. Now would be the moment to reflect on this work,
on what it means to curate exhibitions on an ongoing basis. The ethic
of curating forbids just taking on the occasional job. Rather, serious
curating means actively participating in the ongoing development of
art and, consequently, society.

In my curatorial work, each project builds on the previous one.
Stone by stone, the layers accumulate, creating a curatorial building.
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gim projeler tizerindeki etkisine getiriyor. Surekli bir is olarak sergi
kiiratorligi yapmanin ne anlama geldigi tizerine diistinmek i¢in simdi
uygun noktaya geldik. Kiratorlik etigi 6yle her isi kabul etmenizi
engeller. Ciddi kuratorlitk sanatin ve sanattan devamla toplumun
siiregelen gelisimine etkin bir sekilde katilmak anlamina gelir.

Benim kiiratoryel calismalarimda her yeni proje bir 6ncekinin tize-
rine inga olur. Taslar birer birer yerlestikce katmanlar tist tiste birikir
ve kiiratoryel bir yap1 ortaya ¢ikar. Bir keresinde, 2006’da Belgrad’da
October Salon sergisi i¢in yazdigim bir makale i¢in bu taslar1 saydim
ve 416 tane olduklarini gérdim. O zamandan bu yana bu taglara ye-
nileri eklendi: Burada Istanbul’da, Berlin’de ve Danimarka’da. Dola-
yisiyla bana ait bir kiiratoryel yapiya sahip oldugum soylenebilir. Bu
yap1y1 olusturan tiim taslar arasinda, 1995 Istanbul Bienali kilit tagidar.
Ornegin, Balkan iilkelerinin sanat ortamlariyla bir iligki baslattig1 icin
ve benim i¢in biiytik oranda yeni bir sanatsal saha olan bu karsilagsma-
dan bircok proje ¢iktigi i¢in: 2003’te Kassel, Almanya’da, Kunsthal-
le Fridericianum icin diizenledigim In the Canyons of the Balkans
(Balkan Kanyonlarinda) sergisi; 2004’te Karadag’da Natasa Ilic ile
beraber kiiratorluginu tstlendigim Love it or leave it (Ya Sev Ya Terk
Et) baglikli Cetince Bienali; 2006’da Belgrad, Sirbistan’da Art, Life and
Confusion (Sanat, Hayat ve Kafa Karisiklig1) baglhigiyla dizenledigim
October Salon sergisi.

Istanbul sanat ortamayla yillar gectikce daha da yogunlasan
baglantilarim, Yap: Kredi Yayinlar ile birlikte Tirkiye cagdas sanati
tizerine bir dizi monografi yayimlamamizi mimbkiin kildi. Vehbi Kog
Vakf1 ile yakin bir igbirligi icerisinde Istanbul’daki Kazim Tagkent
Galerisi'nde Istiklal Maceras1 baglikli bir dizi sergi diizenlendi. Bu ser-
giler iki a¢idan Turkiye’deki sanat pratigine yeni boyutlar kattilar. Bi-
rincisi, sanatgilar belirli, tanimlanmig bir mekan i¢in projeler iiretme
firsatina sahip oldu. Tkincisi, sanatcilara bu projeleri gerceklestirmeleri
i¢in comert kaynaklar tanindi.

2008’de Turkiye sanati i¢in bir proje mekani ve ayni zamanda
Istanbul sanat ortami icin bir pencere olan TANAS, Berlin’de acil-
d1. TANAS1n iki sehir, Istanbul ve Berlin acisindan énemi, sadece
sanat sergilenen bir mekin olmasinin cok 6tesinde. What, How & for
Whom/WHW kiiratéryel ekibini 11. Uluslararas: Istanbul Bienali'nden
once burada bir 6n sergi yapmak tzere davet ettik. Bu sergi icin treti-
len yapitlardan bazilar1 daha sonra Istanbul’da da gosterildi.

Tirkiye giincel sanat tarihine miitevazi bir katkida bulunabilmis
olmak bana nege ve siikran duygular veriyor. Bu bize ayni zaman-
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Once, for an essay on the October Salon in Belgrade in 2006, I counted
these stones, and there were 416. And more have been added since:
here in Istanbul, in Berlin, and in Denmark. So I can say that I have
something like a curatorial body of work. The Istanbul Biennial of
1995 is a keystone in this oeuvre of mine. For instance it entailed in-
volvement with the art scenes in the countries of the Balkans, and out
of this encounter with what was for me largely new artistic territory,
many projects developed: In the Canyons of the Balkans for Kunst-
halle Fridericianum in Kassel, Germany, in 2003; the 2004 Cetinje
Biennial Love it or leave it in Montenegro, curated with Natasa Ilic;
and the 2006 Belgrade October Salon in Serbia entitled Art, Life and
Confusion.

My contacts with the Istanbul art scene, which have become ever

more intensive over the years, made it possible to publish a series of
monographs on Turkish contemporary art with the publishing house
of Yap1 Kredi. In closest cooperation with the Vehbi Ko¢ Foundation,
a series of shows titled Adventure Istiklal were realized in the Kazim
Tagkent Gallery in Istanbul. They opened new dimensions in Turkish
art practice in two respects. First, a specific space was defined and the
artists had the chance to conceive projects for that space. And second,
the artists were given generous resources to realize their projects.

In 2008, TANAS, a project space for Turkish art and at the same
time a window into the Istanbul art scene, opened in Berlin. Its signifi-
cance for both cities, Istanbul and Berlin, goes far beyond just showing
art. We invited the curatorial team What, How & for Whom/WHW to
do a prologue there in the days leading up to the 11th International
Istanbul Biennial. Some of the works produced for it were then also
shown here in Istanbul.

The fact that I have been able to make a modest contribution to
the history of contemporary Turkish art fills me with joy and grati-
tude. This is also the moment to call back into our minds the merits
of a person who is still active around us. My personal Remembering
Istanbul thoughts have to be directed to Melih Fereli, who in 1995 as
the newly appointed general director of the Istanbul Foundation for
Culture and Arts radically modified the widely held conception of the
function of the Istanbul Biennial by laying the foundation for what it
is today: one of the most important European exhibitions, a beacon in
the never-ending merry-go-round of biennials. It was his vision that
put Istanbul on the biennial world map.
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da calismalarina hala yanibasimizda devam eden bir kiginin Gstiin
niteliklerini hatirlama firsat1 da veriyor. Benim Istanbul’u Hatirlamak
ile ilgili kisisel distincelerim Melih Fereli’ye yonelecek. Melih Fereli,
1995'te, Istanbul Kiltir Sanat Vakfi'nin yeni atanmis genel mudiri
olarak, Istanbul Bienali’'nin islevi hakkindaki genel kaniy1 kokten
bir sekilde degistirerek bienalin bugiinkd bi¢ciminin temellerini atti:
Bienali, Avrupa’nin en 6énemli sergilerinden biri, bitmek bilmez bienal-
ler ath karincasinda bir yol gosterici kildi. Istanbul’u diinya bienaller
haritasinda bir yere kavusturan Melih Fereli'nin vizyonudur.
RENE BLOCK (1942) Berlin ve New York’ta 1964-1979 yillari arasinda kendi galerilerinin yone-
ticiligini yapti. Aralarinda The Readymade Boomerang (Haziryapit Bumerang), Sidney (1990); 4.
istanbul Bienali (1995); Eurafrica (Avrafrika), Gwangju, Giiney Kore (2000) ve Love it or leave it (Ya
Sev Ya Terk Et), Cetince, Karadag (2004) gibi bienallerin de oldugu bir¢ok bienalin sanat yoneticili-
gini yapt1. 52. Venedik Bienali'nde (2007) Welfare—Farewell (Refah—Elveda) baslig1 ile diizenlenen
iskandinav Pavyonu’nun kirat6rlagini yapti. 2007’de Berlin’de Tiirkiyeli sanateilar icin bir plat-

form olan TANAS sanat mekanini kurdu. 2006’dan bu yana Yap: Kredi Yayinlar i¢in giincel sanat
alaninda galisan Turkiyeli sanatgilar tizerine bir dizi monografinin editorliigiinii gergeklestiriyor.
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RENE BLOCK (1942) ran his own galleries in Berlin and New York from 1964 to 1979. He has been
the artistic director of several biennials, including The Readymade Boomerang in Sydney (1990),
the 4th Istanbul Biennial (1995), Eurafrica in Gwangju, South Korea (2000), and Love it or leave it
in Cetinje, Montenegro (2004). He curated the Nordic Pavilion for the 52nd Venice Biennale (2007)
under the title Welfare—Farewell. Also in 2007 he founded the art space TANAS, a platform for
Turkish artists, in Berlin. Since 2006 he has edited a series of monographs of contemporary Turk-
ish artists for Yap1 Kredi Publications.
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4. Uluslararasi Istanbul Bienali
4th International Istanbul Biennial

BIENAL BASLIGI / TITLE

ORIENT/ATION—Paradoksal Bir Diinyada Sanatin Gériintimii /
ORIENT/ATION—The Vision of Art in a Paradoxical World

NOVEMBER 10 KASIM-DECEMBER 10 ARALIK 1995

KURATOR / CURATOR René Block

MEKANLAR / VENUES
Antrepo no. 1

Yerebatan Sarnici / Yerebatan Cistern
Aya Irini Miizesi / Hagia Eirene Museum
Atatiirk Kiiltiir Merkezi Sanat Galerisi / Atatiirk Cultural Center Art Gallery

SANATCILAR / ARTISTS

Marina Abramovi¢
Hakan Akgura
Fatma Binnaz Akman

Hiiseyin B. Alptekin &

Michael D. Morris
Ghada Amer
Tiong Ang
Gilles Barbier
Joze Barsi
Balazs Beothy
Joseph Beuys
Selim Birsel
Barbara Bloom
Montien Boonma
Luchezar Boyadjiev
Handan Boriitecene
Marcel Broodthaers
Jean-Baptiste Bruant
Sophie Calle
Duck-Hyun Cho
Tom Claassen
Mat Collishaw
Arzu Cakar
Cengiz Cekil
Osman Din¢
Mikala Dwyer
Maria Eichhorn
Mohammed El Baz
Ayse Erkmen
Esra Ersen
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Euroartisti Bucharest

Reza Farkhondeh

Ceal Floyer

Zvi Goldstein

Fernanda Gomes

Joy Gregory

Zaha Hadid

Jusuf Hadzifejzovic

Raymond Hains

Fariba Hajamadi

Mona Hatoum

Romuald Hazoumé

Noritoshi Hirakawa

Rebecca Horn

Shirazeh Houshiary

Murat Isik

Pravdoliub Ivanov
(Pravdo)

Alfredo Jaar

Sanjin Jukié

Rolf Julius

Ilya Kabakov

Anish Kapoor

Giilstin Karamustafa

William Kentridge

Suchan Kinoshita

Per Kirkeby

Job Koelewijn

Komar & Melamid

Igor Kopystiansky

Svetlana Kopystiansky

Jannis Kounellis

Jaroslaw Kozlowski

Shigeko Kubota

Rosemary Laing

Abigail Lane

Maria Lassnig

Henrietta Lehtonen

El Loko

Alexis Leyva
Machado (Kcho)

Stéphane Magnin

Milovan De Stil
Markovic

Diego Medina

Olaf Metzel

Snieguole
Michelkeviciute

Tatsuo Miyajima

Osvaldo Yero Montero

Carlos Montes de Oca

Aydan Murtezaoglu

Anna Myca

Maurizio Nannucci

Bruce Nauman

Shirin Neshat

Bjorn Nergaard

Fisun Onur

Kirsten Ortwed

Tony Oursler

Kemal Onsoy
Nam June Paik
Nusret Pasi¢
Goran Petercol
Finnbogi Pétursson
Hermann Pitz
Sigmar Polke
Yufen Qin
Markus Raetz
Ulf Rollof
Karin Sander

YAYINLAR / PUBLICATIONS
4B Katalogu / 4B Catalogue

Carles Santos
Sarkis

Anne Schneider
Jyrki Siukonen
Nedko Solakov

Pierrick Sorin
Serge Spitzer
Hale Tenger

Rosemarie Trockel
Bjorn-Sigurd Tufta
Micha Ullman

PARADOKSAL
BIR DUNYADA
SANATIN

GORUNOMO

THE VISION OF
ARTINA
PARADOXICAL
WORLD

Sayfa sayis1 / Number of pages: 336
Basim tarihi / Date of publication: 1995
Baskiya hazirlayan / Editor: Sabine Vogel

Metinler / Texts by N. Fulya Erdemci, René Block, Sulan Kolatan, Erdem Yticel,
Boris Groys, Arthur C. Danto, Apinan Poshyananda, Ahmet Soysal, Zvi Goldstein
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Sarkis

Pilav ve Tartigsma Yeri, 1995
Yerlestirme, 1 numarali Antrepo
Fotograf: Sarkis, sanat¢inin izniyle

Sarkis

Rice and Discussion Place, 1995
Installation, Antrepo no. 1
Photography: Sarkis, courtesy the artist

Hiiseyin B. Alptekin &
Michael D. Morris
Turk Truck, 1995
Kamyon, 5000-6500 top

1 numarali Antrepo

Fotograf: Muammer Yanmaz, Aylin Ozmete,

IKSV Arsivi
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Hiiseyin B. Alptekin &

Michael D. Morris

Turk Truck, 1995

Truck, 5,000-6,500 balls

Antrepo no. 1

Photography: Muammer Yanmaz, Aylin
Ozmete, IKSV Archives

Ayse Erkmen

Wertheim—ACUU, 1995

Trapez sac levha, 1 numarali Antrepo
Fotograf: Muammer Yanmaz, Aylin Ozmete,
IKSV Arsivi

Ayse Erkmen
Wertheim—ACUU, 1995

Ribbed sheet, Antrepo no. 1
Photography: Muammer Yanmaz, Aylin
Ozmete, IKSV Archives

Esra Ersen

Karsilasma, 1995

Karigik malzeme, 1 numarali Antrepo
Fotograf: Muammer Yanmaz, Aylin Ozmete,
IKSV Arsivi

Esra Ersen

Encounter, 1995

Mixed media, Antrepo no. 1
Photography: Muammer Yanmaz, Aylin
Ozmete, IKSV Archives
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Giilsiin Karamustafa
NEWORIENTATION, 1995
Karnigik malzeme, 1 numarali Antrepo
Fotograf: Yildinm Arici, IKSV Arsivi

Giilsiin Karamustafa
NEWORIENTATION, 1995

Mixed media, Antrepo no. 1

Photography: Yildinm Arici, IKSV Archives

Maaria Wirkkala

Terkedilmis Bagaj, 1995

Yerlestirme, Yerebatan Sarnici

Fotograf: Muammer Yanmaz, Aylin Ozmete,
IKSV Arsivi
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Maaria Wirkkala
Unaccompanied Luggage, 1995
Installation, Yerebatan Cistern
Photography: Muammer Yanmaz, Aylin
Ozmete, IKSV Archives

Serge Spitzer

Dokuma Hali, 1995

Aya Irini Miizesi

Fotograf: Muammer Yanmaz, Aylin Ozmete,
IKSV Arsivi

Serge Spitzer

Fabric Carpet, 1995

Hagia Eirene Museum

Photography: Muammer Yanmaz, Aylin
Ozmete, IKSV Archives

Ilya Kabakov

Olaganiistii Bir Olay, 1995

Karisik malzeme, Aya irini Miizesi

Fotograf: Muammer Yanmaz, Aylin Ozmete,
IKSV Arsivi

Ilya Kabakov

An Extraordinary Incident, 1995
Mixed media, Hagia Eirene Museum
Photography: Muammer Yanmaz, Aylin
Ozmete, IKSV Archives
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5. Uluslararas: istanbul Bienali, 1997
Yasam, Giizellik, Ceviriler/Aktarimlar ve Diger
Giicliikler Ustiine

— Rosa Martinez

18. yiizyilda, yazar Endertinlu Fazil, Iistanbul’un kainatin bir sureti
gibi oldugunu soéylemisti. Fazil, Zendnndme (Kadinlar Kitabi) ve
Hubanndme (Grizeller Kitabi) gibi erotik yapitlar kaleme alms,
Hubanndme'de “Misirhilar”, “Yahudiler” ve “digerleri” gibi bagliklar
altinda erkek glizelligini ilgin¢ siniflandirmalarla anlatmastir.

Giizellik anlayis1 o giinden bugiine degisti, ama Istanbul’un
kainatin bir yansimasi, sentezi ve modeli oldugu yolundaki
kavramsallagtirma hala gecerli. Ancak, Bizans entrikalar1, kanlh
iktidar miicadeleleri, mitolojik haz masallari, Sarkiyatci fanteziler
ve gizli bulusma yerleri etrafinda bir sehre dair insa edilmis yerlesik
gorugleri agan bir dizi yeni bakis agis1 s6z konusu. Cinsel kimligin
evrimi ise bunlar arasinda en 6énemlisi.

Cinsiyetler ayriminin geleneksel belirleyicisi ataerkil
iktidarin bir sonucu olarak, disil tecriibeler ve bakis acilari,
erkekler tarafindan olusturulanlarla ayni metinsel ve ikonografik
zenginlikte kayda gecmemistir. Istatistikler bugiin sadece iktidar
ve sOylem tretiminin dagiliminda degil, zenginligin dagiliminda
da bir esitsizlige isaret etmektedir. Diinyadaki yoksul insanlarin
yiizde yetmisi kadin. Islam diinyasini ayri bir vaka olarak ele
aldigimizda, ¢ok-eslilik ve kocanin bosama hakki ytiziinden yasal
esitlik kavraminin kadinlar i¢cin tamamen ulasilmaz oldugunu
gortiiyoruz. Turkiye’de cumhuriyet 1934 yilinda kadinlara oy verme
hakkini tanidi ama “namus cinayetleri” olarak bilinen suglara
agir ceza ancak 2004 yilinda ceza kanununda yapilan degisiklikle
getirildi. Isvicre’de kadinlara oy verme hakkinin ancak 1971 yilinda
tanindigini da unutmamaliyiz.

Burada bahsedilen, kadinlar goriinmez hale getirme, kamusal
alan icerisinde kenara itme ve her tiir siyasi iktidardan dislama
stireci, kadinlar: salt hayatta kalma micadelesi diizeyinde var
olmaya mecbur kilmig, feminist miicadele ve elestirel mizah da
bu sikintilar1 ancak bir nebze hafifletebilmistir. 2005 Venedik
Bienali'nde Guerrilla Girls sanat¢i1 grubu, bu uluslararas: etkinlige
kuruldugundan bu yana katilan kadin sanatcilarin getelesini
cikarmis, etkinligin kuruldugu 1895 yilinda kadinlarin katilanlarin
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5th International Istanbul Biennial, 1997
On Life, Beauty, Translations and Other Difficulties

— Rosa Martinez

In the 18th century, the writer Endertinlu Fazil said that Istanbul was
like a copy of the universe. Fazil wrote erotica such as Zendnndme
(Book of Women) and Hubanndme (Book of Beauties), curious taxono-
mies of masculine beauty classified under the headings “Egyptians,”
“Tews,” and “others.”

Notions of beauty have since changed, but the conception of Istan-
bul as a reflection, synthesis, and model of the universe is still valid.
A new set of perspectives, however, transcends established notions
of a city built around Byzantine intrigues, bloody power struggles,
mythological tales of pleasure, Orientalist fantasies, and secret meet-
ing places. Among all of these, the evolution of sexual identity takes
center stage.

As a consequence of patriarchal power, which has traditionally
defined the division of the sexes, female experiences and views have
not been recorded with the same degree of textual and iconographic
richness as those conceived by men. Today, statistics show not only an
unequal distribution of power and production of discourse, but also an
unequal distribution of wealth. Seventy percent of poor people in the
world are women. In the specific case of the Islamic world, polygamy
and a husband’s right to repudiation mean that the concept of legal
equality is entirely out of reach for women. In Turkey, the republic
granted women the right to vote in 1934, but the penal code was only
reformed to include severe punishment for so-called “crimes of honor”
in 2004. We should not forget that in Switzerland women were only
granted the right to vote in 1971.

This process of making women invisible, marginalized from the
public sphere, and excluded from all political power has subordinated
them to mere survival status from which feminist battles and criti-
cal humor have provided only a modicum of relief. During the 2005
edition of the Venice Biennale, the Guerrilla Girls made a tally of the
women artists who had taken part in this international event over the
years, noting that in 1895, the year it was founded, they accounted for
a mere 2 percent. In 1995—that is to say, a whole century later—the
number was still only 8 percent. In 2006 the Guerrilla Girls analyzed
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sadece yuzde 2’sini olusturdugunu belirtmisti. 1995’te, yani tam bir
ylizyil sonra, bu rakam ytizde 8'di. Guerrilla Girls, 2006’da Tirkiye
sanat dinyasinin durumunu da ¢oziimlemis ve sunlar yazmasti:
“Istanbul Resim Heykel Miizesi'nin kalic1 koleksiyonunda sadece
17 kadin sanatcinin yapiti var. Istanbul Modern’in durumu da daha
iyi degil. Pera Miizesi'nin Tiirk Resminde Kadin Imgesi basligiyla
diizenledigi sergide sadece iki kadin sanatci yer aldi.”

1991’de Istanbul Belediyesi tarafindan Kadin Eserleri
Kiitiphanesi ve Bilgi Merkezi’'nin a¢ilmas: biytik ihtiyag duyulan
degisiklik yelpazesi i¢inde bir 151k huzmesiydi. 1997’deki 5.
Uluslararasi Istanbul Bienali’ne katilanlarin yiizde 60’1 kadindi. Bu,
bugtine kadar diizenlenmis bienaller arasinda en yiiksek oran. Kadin
Eserleri Kutiiphanesi de sergi mekanlarindan biriydi.

Biz kadinlar, geleneksel olarak erkeklerin hikimiyetinde
bulunan alanlarda hayatta kalmak i¢in miicadele etmeye
calistigimizda ve kapali aile biriminin sinirlarinin disina
ciktigimizda, ask giidiisi ile bizi hareketsizlik ve 6lime siiriikleyen
giidi arasinda boliintip kaldik; Barbara Kruger bu durumu We have
received orders not to move (Hareket etmemek tlizere emir aldik,
1982) adl1 yapitinda a¢iklikla ifade ediyor. Kendimizi birer 6zne
olarak tekrar ortaya koymak, yaratmak, biiylimek, bir sese kavusmak
ve giic kazanmak bazen yiirek parcalayici eylemler haline geldi.
Zayiatsiz savag olmaz. Bu savaglari, alanin kisa stireligine de olsa
bize ait olacagini bilerek, biiytileyici sehirlerde yuriitmek de giizel
bir is olabiliyor. Bu yerlere yeni durumlar, yeni varolus imkénlari
yaratmak fikriyle seyahat etmek harikulade bir tecribe.

Istanbul sadece iki kita arasinda bir koprii degil, ayn1 zamanda
kiiltirel gecis kavraminin da viicut bulmus hali. Yerlileri bu
durumun farkinda olmasa da, oryantalist fantezilerin kesigtigi ve
yogunlagtig1 bir yer. Edward Said’e gore bu fanteziler Bat1 icadidir,
eksiklerimizi kapatmak ve “6teki”nin imgesini belirlemek i¢in icat
edilmis iktidar araclaridir. Istanbul’da bir yanda ulusasir1 kapitalist
titketim modelleri mitik ve 6zci bir gegmise ait koktenci bir
ideoloji ile birlikte var olurken, diger yanda higbir sey yoksulluk
seviyelerinin artmaya devam edisinin 6ntine gegcemiyor. Mekéna
dair bu anlam kaybs, 6zellikle kirsal alandan gelen gogmenlerin
gelencksel ritiiellerini ve hayat bi¢imlerini kendilerine yabanci
baglamlarda korumaya galigtiklar1 kentin kenar mahallelerinde
fark ediliyor. Burada, Kurban Bayrami sirasinda otoban kenari gibi
son derece uygunsuz bir yerde kurban kesildigine tanik olmak
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the state of Turkey’s art world and wrote: “The Istanbul Museum
of Painting and Sculpture has only 17 women hanging in its perma-
nent collection. The Istanbul Modern is just as bad. The Pera did an
exhibition The Image of Women in Turkish Art, with only two
female artists.”

The opening of the Women’s Library and Information Center by
the Istanbul city council in 1991 was a ray of light in a spectrum of
much-needed change. The 5th International Istanbul Biennial in 1997
welcomed 60 percent female participants, the highest of any edition,
and the Women'’s Library was one of the exhibition venues.

As women, when we have tried to fight for our lives in areas that
have traditionally belonged to the domain of men and emerged from
the confines of the closed family unit, we have been torn between the
love drive and the drive that impels us toward immobility and death,
as faithfully depicted by Barbara Kruger in her work We have received
orders not to move (1982). Our efforts to reaffirm ourselves as subjects,
to create, to grow, to have a voice, and to gain power have sometimes
proven heartrending. There are no battles without casualties, and it
can be a beautiful feat to wage these battles in enchanting cities, in
the knowledge that their landscape will belong to us, if only for a short
time. To travel to these places with the idea of creating new eventuali-
ties, new possibilities of existence, is a wonderful experience.

Istanbul is not only a bridge between continents, but also a ma-
terialization of the concept of cultural crossing. It is a place where
Orientalist fantasies converge and condense, even if the inhabitants
are not aware of the fact. These fantasies, according to Edward Said,
are a Western invention, instruments of power produced to make
up for our shortcomings and determine the image of the “other.” In
Istanbul, transnational models of capitalist consumption exist along-
side the fundamentalist ideology of a mythical and essentialist past,
while levels of poverty only continue to increase. This loss of meaning
of place is particularly noticeable in the urban outskirts, where rural
immigrants try to maintain their traditional rituals and way of life in
unfamiliar contexts. It is not unusual to see a lamb being slaughtered
for the Eid al-Adha festival in a setting as inhospitable as the hard
shoulder of a motorway. These displacements are not only physical
and economic, but also emotional and meaningful, for they have a
direct bearing on the feelings of vital integration experienced in one’s
place of origin that must be reinvented in one’s place of destination.
The violence generated by the need to leave, the fear of abandoning
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hig de sasirtic degildir. Bu yer degistirmeler sadece fiziksel ve
ekonomik degil, ayn1 zamanda duygusal ve anlam ytiklidur, ciinki
insanin geldigi yerde tecriibe ettigi ve varilan yerde yeniden icat
edilmesi gereken hayati biitiinltk hissi tizerinde dogrudan bir etkiye
sahiptirler. Ayrilma ihtiyacinin yarattigi siddet, alisildik olam terk
etme korkusu ve daha iyi bir diinya hayalinin getirdigi fanteziler,
bienale katilan sanat¢i Biilent Sangar’in yapitinda mikemmel bir
sekilde yansitiliyordu.

Istanbul sokaklarinda binalar yiikseliyor, yikiliyor, sonra
yeniden yukseliyor, bunun sebebi ise ya anonim ingaat faaliyetleri
ya da emlak spekiilasyonunun siddetli saldirisi. Herhangi bir kentsel
planlama idealinin sesine kulaklarini tikamig apartman bloklari,
inigli yokuslu tepelerde ytlikselmeye devam ediyor. Sehir yerlesik
diizenlere giiliip gegiveriyor; hem yolcular hem yerliler sehrin
zorluklariyla basa ¢ikip hayatta kalmayi 6greniyor. Istanbul’da
gokcisimleri ve canavarlar goriiniir hale geliyor, hem karmasa
hem mucize bir arada var oluyor, Bogaz’in kesif sulari minareler
serpistirilmis bir ufuk ¢izgisinin ardindaki ikonik giines batimlarina
paralel akmaya devam ediyor. Guzelligine ragmen sehir trajik bir
kaderin, karanlik ve kasvetli, gereksiz derecede zor, hatta zalim bir
seylerin golgesinde. Ama bu c¢ilginligin, kesintisiz trafigin ve her
seyi yiyip yutan tedirginligin ortasinda, bazen, nadiren, Topkapi’'nin
ikinci avlusundaki mimari diizenin belirledigi gibi, kapilar
mutluluga agiliyor.

Istanbul’u Hatirlamak, benim icin, 1997’de 5. Uluslararas1
Istanbul Bienali'nin sanatsal yoénetimini yiiriittiigiim, bienalin
danisma kurulunun bir tiyesi olarak kapsamli bir sekilde bienale
dahil oldugum ve daha sonra 2007 yilina kadar Istanbul Modern’in
bagkiiratorligiini tistlendigim olaganitistii derecede yogun bir on yili
gozden gecirmek anlamina geliyor. Bu yillar, bana sehrin kalbinin
daha da derinliklerine inme, baz1 giiclii noktalarini destekleme firsati
veren, ne nostaljiye ne de romantizm veya egzotizme yer birakan
verimli ama zor yillardi. Sehrin kendini yeniden kesfedebilmesi ve
prestijli mekanlarin isaretli oldugu bir uluslararas: haritada yerini
almasi i¢in hayati dnemde bir bienal modeli yaratan comert ve
kararli insanlar geliyor aklima. Melih Fereli, Fulya Erdemci, Emre
Baykal, Bilge Ugurlar ve digerleri, sehrin icerisinde diinyayla ilgili
diger tasavvurlan da igerebilecek sehirler yaratmayir mimkiin
kildilar.

Bugtin dontip bienale baktigimda bana olagantistii bir mesleki

98

the familiar, and the fantasies brought about by the dream of a better
world are perfectly reflected in the work of the artist Biilent Sangar,
who was included in the 5th biennial.

On the streets of Istanbul buildings spring up, are knocked down,
and spring up again, either due to anonymous construction processes
or the onslaught of property speculation. Blocks of flats rise up on
rolling hills, deaf to the sound of any urban planning ideal. The city
laughs at the systems in place, and travelers and inhabitants alike
learn to survive the hardships. In Istanbul, heavenly bodies and mon-
sters become visible, chaos and wonder coexist, the opaque waters of
the Bosphorus run alongside iconic sunsets behind a skyline dotted
with minarets. In spite of its beauty, the city is overshadowed by a
tragic destiny, something dark and gloomy, unnecessarily difficult,
even cruel. But in the midst of this madness, the incessant traffic and
all-devouring anxiety, occasionally, and only occasionally, as marked
by the architectural sequence in Topkapi’s second patio, the doors to
happiness are opened.

For me, Remembering Istanbul is about reviewing an extraordi-
narily intense decade that spanned my artistic direction of the 5th In-
ternational Istanbul Biennial in 1997, my extensive participation as a
member of the biennial’s advisory board, and further work as chief cu-
rator for the Istanbul Modern until the year 2007. These were prolific
yet difficult years that gave me the opportunity to delve more deeply
into the heart of the city and boost some of its strong points, years that
left not an inch of space for nostalgia, nor any room for romanticism or
exoticism. I remember generous and determined people who created a
biennial model that was essential for the city to reinvent itself, to take
its place on the international map of prestigious sites. People such as
Melih Fereli, Fulya Erdemci, Emre Baykal, Bilge Ugurlar, and many
others made it possible to create cities within the city in order to ac-
commodate other world visions.

Looking back at the biennial, it was an extraordinary professional
exercise. [ was given unprecedented freedom. A thousand doors were
opened to me in the city and a fabulous universe of possibilities lay
before me. Upon arriving in Istanbul I was presented with a model, a
context, and a challenge: the model of a biennial that gave the entire
artistic responsibility to a single curator, and a sociopolitical context
that challenged the contradictions between cosmopolitanism, secu-
larization, and patriarchal atavism. The challenge consisted of inter-
preting all of these forces, and using contemporary aesthetic language
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deneyim gibi gériniiyor. Esi benzeri goriilmemis bir 6zgtrlak
icindeydim. Sehirde bana binlerce kapi acildi, 6ntimde harikulade bir
imkanlar evreni uzaniyordu. Istanbul’a vardigimda bana bir model,
bir baglam ve ¢ozmekle yitkiimlii oldugum bir mesele sunuldu:

Tum sanatsal sorumlulugu tek bir kiiratore yiikleyen bir bienal
modeli. Kozmopolitlik, laiklik ve erkek egemen gelenek arasinda yer
alan, celiskilere meydan okuyan sosyopolitik bir baglam. Cozmem
gereken mesele, tim bu glicleri yorumlamak ve giincel estetik

dili kullanarak bu gtiglere uluslararasi bir referans noktasi haline
gelecek bir sergi bicimi saglamakti. Onemli etkilesim mekanlari
secmeyi, farkli jeopolitik kokenlere sahip sanatgilar arasinda yeni
ortak varolus bicimleri 6nermeyi ve yerel kavramlari uluslararas: bir
baglamda yeniden diigtinmeyi basardim.

Bienal ayricalikl bir sergi bi¢cimidir, Arthur C. Danto’nun son
derece glizel tarifiyle, her bienal “uluslartisti bir Gitopya lzerine
yazilmis bir makale”dir. Bienaller, yapitlarimi sergiledigi yerel
sanatcilari uluslararas: dagarciga sahip yaraticilar olarak kabul eder.
Kusaklarustii, disiplinlertistii, cok kiiltiirli karsilagmalari destekler
ve gelistirirler. Turizm pazarlamasi igin etkili stratejiler tasarlar,
sehirlerin ekonomisini canlandirirlar. Bu sebeptendir ki, simdiki
zamanin yorumlanmasi ve yeniden icat edilmesi i¢in temel énemde
referans noktalar1 olarak ¢ogalmaya devam etmektedirler.

5. Istanbul Bienali kariyerimdeki en énemli projelerden biri
ve beni hala besleyen estetik ve siyasi tasavvurlara bi¢im vermem
yolunda harika bir firsatt1. Kadin sanatcilara yapilan vurgu, genis
sergi mekanlan dizisinin farkli sekillerde kullanilmasi ve birbiriyle
baglantilandirilmasiyla ifade edildi. Demiryolu istasyonlan (Sirkeci
ve Haydarpasa) ve havaalani gibi kamusal alanlar yeni kimliklere
acilan gegitler olarak kavramsallastirildi. Louise Bourgeois, Soo-Ja
Kim, Shirin Neshat, Janine Antoni, Stikran Moral, Eglé Rakauskaite,
Semiha Berksoy ve Ana Mendieta’nin disil tasavvurlar tarihi Aya
Irini Kilisesi'ni bir tiir kozmik vajinaya déniistiirdii; bircok diger
kadin sanatc¢1 da bienalde iz birakti. Yerebatan Sarnici bilingaltina
kisisel ve kolektif bir yolculuga dontistii ve Eulalia Valldosera’nin
simya performanslarina, Manuel Pina’nin 6zgiirlitk arzularina ve

Nikos Navridis'in temel nefes alma alistirmalarina ev sahipligi yapti.

Sarnicin karanlik i¢c mekani, Olafur Eliasson’un sudan bir perdede
unutulmaz bir sekilde izini stirdGgu siirsel gokkusaklarina da imkan
saglayabildigini gosterdi.

Topkap: Saray: kiilliyesi dahilindeki Darphane-i Amire bienalin
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to provide them with an exhibition format that would become an
international point of reference. I was able to choose places of signifi-
cant interaction, to propose new forms of coexistence between artists
of different geopolitical origins, and to rethink local concepts within
an international context.

Biennials are a privileged exhibition format and, as Arthur C.
Danto describes so well, “essays on a transnational utopia.” They dis-
play the works of local artists as authors with international vocabular-
ies. They promote transgenerational, transdisciplinary, multicultural
encounters. They design efficient strategies for tourist marketing and
revitalize cities’ economies. For this reason they continue to prolifer-
ate as essential points of reference for the interpretation and reinven-
tion of the present.

The 5th Istanbul Biennial was one of the most important projects
in my career and a brilliant opportunity to give form to the aesthetic
and political visions that still sustain me. The emphasis on women
artists was expressed by the different ways in which the extensive
array of exhibition venues were employed and interconnected. Public
spaces such as railway stations (Sirkeci and Haydarpasa) and the
airport were conceived as doorways to new identities. The historic
Hagia Eirene was transformed into a kind of cosmic vagina where
the female visions of Louise Bourgeois, Soo-Ja Kim, Shirin Neshat,
Janine Antoni, Stikran Moral, Eglé Rakauskaité, Semiha Berksoy, Ana
Mendieta, and many others left their mark. The Yerebatan Cistern
became a personal and collective journey into the unconscious and
played host to Eulalia Valldosera’s alchemical performances, Manuel
Pina’s yearnings for freedom, and Nikos Navridis’s essential breathing.
Within its dark interior it also revealed the possibility of poetic
rainbows such as the one unforgettably traced by Olafur Eliasson on a
curtain of water.

The Imperial Mint, within Topkap1 Palace, was the epicenter of
the biennial. Its labyrinthine structure became a metaphor for a city
within a city and welcomed a host of polymorphic proposals. Per-
formances were also carried out on the Bosphorus, for instance Both
Shores by Cai Guo-Qiang, which attempted to connect the European
and Asian sides, and Maaria Wirkkala’s Found a Mental Connection, a
light projection made for the Maiden’s Tower that enabled viewers to
see this unique building covered in soft moonlight. The city became
a text that could be read from multiple perspectives. Posters by Felix
Gonzalez-Torres were displayed on walls, a paradigmatic video by
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merkez tisstiydii. Darphane binasinin labirenti andiran yapis: sehir
i¢inde sehir kavraminin metaforu haline geldi ve bir dizi ¢okbigimli
oneriye ev sahipligi yapti. Bogaz’da da performanslar gergeklestirildi.
Ornegin Cai Guo-Qiang’in Iki Yaka adli performansi Avrupa ve
Asya yakalarimi bir araya getirmeye ¢alist;; Maaria Wirkkala’nin

Kiz Kulesi i¢in tasarlanmis Zihinsel bir Baglant: Buldum baglikli
151k projeksiyonu ise izleyicilerin bu egsiz binay: yumusak bir

ay 1s181inda gérmesini sagladi. Sehir, birgok farkli bakis agisindan
okunabilen bir metin haline geldi. Felix Gonzalez-Torres’in afigleri
duvarlarda sergilendi; Mariko Mori'nin paradigmatik videosu Taksim
Meydani’'nda gosterildi; Tracy Emin ise Tirkiyeli bir baliker ile
arasinda gecen ask hikayesini Pera Palas Oteli'nde yeniden inga etti.
Kiiltiir grubu ise bienalin en iddiali ve toplumsal anlamda birlestirici
projelerinden birini Karanfilkdy’de mahallelinin etkin katilimiyla
gerceklestirerek, Barinma hakki ortak yasam mekdani hakkidir
s6zintn dogrulugunu kanitladi.

Istanbul bana bir zamanlar Arsimet’in talep ettigi seyi, yani
diinyay1 oynatacak noktay1 verdi, kendi zamanimin ruhunu
yorumlayacak, farkli bilgi ve degisim mantiklar1 kullanarak yolumu
bulabilecegim noktayi. Belirli bir zaman ve yerde bulustuklari anda
estetik ve siyasi gerilimleri yeniden formiile etmeyi basardim ve o
yer ve zaman acisindan 6nemli ve gecerli soylemsel stratejileri ifade
edebildim.

Bir serginin kiiratérliginii yapmak, bir dénemin ruhunu
yorumlamay1 énermek gibi bir sey. Ardindan, bienalin sekillenme
zaman geldiginde, uygun bir yaklagimin tasarlanmasi gerekir. 5.
Uluslararasi Istanbul Bienali’nde bu yaklagim kendini baslikta
gosterdi: Yasam, Giizellik, Ceviriler/Aktarimlar ve Diger Giicliikler
Ustiine. Bu baslik, ilhamini Rainer Maria Rilke’den alarak sanat
ile hayat1 birbirine baglama, klasik 6l¢itlerden uzak yeni gizellik
bicimlerini istekle kucaklama ve bir sehrin de bir metin gibi
okunabilecegi, yorumlanabilecegi ve dontstiiriilebilecegi bilincini
saglama arzusuna gonderme yapiyordu. Siyasi, kiiltiirel veya agka
dair olsun, tim ¢evirilerin/aktarimlarin ve tim degis-tokuslarin
ickin giicliikleri vardir, Istanbul’a 10 yil boyunca duydugum tutkuda
da bu guglikler eksik olmadi. Diinyada bagka hicbir yer, sihirli
varliklarla dastp kalkma imkanini sunmuyor, bir yandan canavarlar
pesinize diismiis olsa da. Bu ytizden hem gehrin kendisine hem de
bienale uzun ve saglikli bir yagsam dilemek isterim. Umuyorum
ki, gelecekteki kiiratorler ve sanatgilar gehrin harikalariyla beraber
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Mariko Mori was screened in Taksim Square, and Tracey Emin recon-
structed a love story with a Turkish fisherman at Pera Palace Hotel.
The KULTUR group created one of the biennial’s most ambitious and
socially integrating projects in the Karanfilkoy neighborhood, whose
inhabitants played an active part in the event, proving that The right
to shelter is the right for convivial space.

Istanbul offered me what Archimedes once requested, a standpoint
from which to move the world, to interpret the spirit of my times, to
find my way using different logics of knowledge and exchange. I was
able to reformulate aesthetic and political tensions as they met at a
specific time and place, and to articulate discursive strategies that
were relevant to that time and place.

Curating an exhibition is like proposing to reinterpret the spirit of
an age. Then, when the time comes for it to take shape, an appropriate
approach must be designed. At the 5th Istanbul Biennial that approach
came in the form of the title, On Life, Beauty, Translations and Other
Difficulties, which was echoing Rainer Maria Rilke and referred to
the desire to connect art and life, to willingly embrace new forms of
beauty removed from classical standards, to gain the awareness that a
city, like a text, can be read, interpreted, and transformed. All transla-
tions and all exchanges, whether political, cultural, or amorous, have
inherent difficulties, and these were not absent during my 10-year
passion for Istanbul. No other place in the world offers the possibil-
ity of brushing against heavenly beings, even while being hounded
by monsters. This is why I would like to wish both the city and the
biennial a long and healthy life. I hope that future curators and artists
can shine alongside its marvels and that they may defeat or at least
attempt to escape from its monsters. The truth is that to recover from
the passion, the pain, and the unforgettable pleasures that make this
city a copy of the universe is within the realm of the possible.

ROSA MARTINEZ (1955) is an independent curator and art advisor based in Barcelona. She

has directed several international biennials, including the one in Barcelona (1988-91), the 5th
Istanbul Biennial (1997), SITE Santa Fe (1999), and e v + a in Limerick, Ireland (2000). She curated
the Spanish Pavilion at the 50th Venice Biennale (2003) and the International Art Exhibition at
the 51st Venice Biennale (2005). She has co-curated biennials in Rotterdam (Manifesta 1, 1996);
Busan, South Korea (2000); Moscow (2005, 2007); and Sao Paulo (2006). From 2004 to 2007 she was
chief curator at the Istanbul Modern. Currently she is co-curating TRA: Edge of Becoming for the
Palazzo Fortuny in Venice (2011). (rosamartinez.com)
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parlamayi, canavarlarini maglup etmeyi veya en azindan onlardan
kacip kurtulmayi basarirlar. Hakikat su ki, bu sehri kdinatin bir sureti
kilan tutku, ac1 ve unutulmaz hazlarin ardindan kendini toparlamak
imkan dahilinde.

ROSA MARTINEZ (1955) bagimsiz kiiratér ve sanat danismani, Barcelona’da yasiyor ve galistyor.
Aralarinda Barcelona (1988-91), 5. Istanbul Bienali (1997), SITE Santa Fe (1999) ve Limerick,
irlanda’daki e v + a’min (2000) da bulundugu bircok uluslararas: bienali yénetti. 50. Venedik
Bienali'nde (2003) ispanya Pavyonu’nun, 51. Venedik Bienali'nde ise Uluslararas1 Sanat Sergisi'nin
kiiratorligiinti yapti. Rotterdam (Manifesta 1, 1996), Busan, Giiney Kore (2000), Moskova (2005,
2007) ve Sdo Paulo’da (2006) diizenlenen bienallerde es kiiratorliik gorevini tistlendi. 2004

ile 2007 yillar1 arasinda fstanbul Modern'in sef kiiratorligiini ytiriittt. Su anda Venedik’teki
Palazzo Fortuny i¢in TRA: Edge of Becoming baslikli serginin es kiiratorliigiinii gergeklestiriyor.
(rosamartinez.com)
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5. Uluslararasi istanbul Bienali
5th International Istanbul Biennial

BIENAL BASLIGI / TITLE

Yasam, Giizellik, Ceviriler / Aktarimlar ve Diger Giiclikler Ustiine /
On Life, Beauty, Translations and Other Difficulties

OCTOBER 5 EKIM-NOVEMBER 9 KASIM 1997

KURATOR / CURATOR Rosa Martinez

MEKANLAR / VENUES

Darphane-i Amire / The Imperial Mint
Aya Irini Miizesi / Hagia Eirene Museum
Yerebatan Sarnici / Yerebatan Cistern
Kadin Eserleri Kiitiiphanesi ve Bilgi Merkezi / Women'’s Library and

Information Center

Sirkeci Gari / Sirkeci Train Station
Haydarpasa Gar1 / Haydarpasa Train Station

Kiz Kulesi / Maiden’s Tower

Atattirk Havaalani / Atatiirk Airport

The Marmara Hotel

Pera Palas Oteli / Pera Palace Hotel

Karanfilkoy, Akatlar

Taksim Meydani / Taksim Square
Sultanahmet Meydani / Sultanahmet Square

SANATCILAR / ARTISTS
Eija-Liisa Ahtila
Ana Laura Aldez
Helena Almeida
Halil Altindere
Janine Antoni
Kutlug Ataman
Vahap Avsar
Stikran Aziz
Semiha Berksoy
Meta Iszus Berlin
Eva Eszter Bodnar
Oscar Bony
Louise Bourgeois

Dorothy Cross

Yael Davids

Diller+Scofidio

Jimmie Durham

Olafur Eliasson

Tracey Emin

Tiirkan Erdem

Chohreh Feyzdjou

Michel Francois

Simryn Gill

Leszek Golec & Tatiana
Czekalska

Felix Gonzalez-Torres

Joseph Grigely
Yolanda Gutiérrez
Federico Guzman
CM von Hausswolff
Irit Hemmo

Juan Fernando Herran
Richard Hoeck

Rebecca Bournigault
Daniel Buetti
Patrick van

Caeckenbergh
Cai Guo-Qiang
Maurizio Cattelan
Johan Creten
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Carsten Holler
IRWIN

Bedi ibrahim

Ann Veronica Janssens
Soo-Ja Kim

Sophia Kosmaoglou
Oleg Kulik
KULTUR

Antal Lakner
Moshekwa Langa
Leonilson

Anna Lindal

Ann Lislegaard
Lani Maestro

Elahe Massumi
Cristina Mateus
Matthew McCaslin
Ana Mendieta
Antoni Miralda
Stikran Moral

Mariko Mori

Nikos Navridis

Shirin Neshat

Rivane Neuenschwander
Roberto Obregén

Orlan

Ebru Ozsecen

Marta Maria Pérez Bravo
Manuel Pina

Liza May Post

YAYINLAR / PUBLICATIONS
5B Katalogu / 5B Catalogue

Eglé Rakauskaite
Flavia Ribeiro
Pipilotti Rist

Chryssa Romanos
Lotty Rosenfeld
Beverly Semmes

Stahl Stenslie (Cortex)
Jana Sterbak

Eve Sussman

Biilent Sangar

Sayfa sayis1 / Number of pages: 216
Basim tarihi / Date of publication: 1997
Baskiya hazirlayan / Editor: Emre Baykal

Metinler / Texts by Sakir Eczacibasi (sunus/introduction), N. Fulya Erdemci (6ns6z/

foreword), Rosa Martinez

5B+ Katalogu / 5B+ Catalogue

Sayfa sayis1 / Number of pages: 280
Basim tarihi / Date of publication: 1998
Baskiya hazirlayan / Editor: Emre Baykal

Metinler / Texts by Melih Fereli (6ns6z/foreword), Milton J. Tornamira, 5 & 7
Ekim 1997 tarihindeki panellerin metinleri / the texts of panel discussions held

Sam Taylor-Wood
Lin Tian-Miao
Grazia Toderi
Eulalia Valldosera
Laura Vickerson
Mark Wallinger
Martin Weber
Maaria Wirkkala

on October 5 & 7, 1997 (Ali Akay, Osman Oymak, Ahmet Soysal, Sahika Yiiksel;
Mahmut Mutman, Isabel Carlos, Jimmie Durham, Robert Fleck, Gill Hedley, Halil
Nalgaoglu; Ali Akay, Llian Llanes Godoy, Claude Gosselin, Kasper Konig, Rex
Moser, Barbara Vanderlinden; Hiiseyin Bahri Alptekin, Ute Meta Bauer, Ursula
Biemann, Borut Vogelnik — IRWIN, Ferda Keskin, Suzana Milevska; Gregory Volk,
Paolo Colombo, Johan Creten, Tracey Emin, Hasan Biilent Kahraman, Sophia
Kosmaoglou, Harald Szeemann)
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Eglé Rakauskaite

Tuzak: Cennetten Kovulma, 1997
Performans ve video projeksiyonu

Aya rini Miizesi

Fotograf: Murat Germen, Ekmel Ertan,
IKSV Arsivi

Eglé Rakauskaite

Trap: Expulsion from Paradise, 1997
Performance and video projection

Hagia Eirene Museum

Photography: Murat Germen, Ekmel Ertan,
IKSV Archives

Lotty Rosenfeld

Istanbul’daki sanat gosterisi (5 Ekim
1997) ve video gosteriminden
Sultanahmet Meydani

Fotograf: Murat Germen, Ekmel Ertan, IKSV
Arsivi
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Lotty Rosenfeld

From the actions performed in
Istanbul (October 5, 1997) and
video screening

Sultanahmet Square

Photography: Murat Germen, Ekmel Ertan,
IKSV Archives

KULTUR

Barinma hakki dost yasam hakkidir
Karanfilkéy'de etkinlik, 5 Ekim 1997
Fotograf: Murat Germen, Ekmel Ertan, IKSV
Arsivi

KULTUR

The right to shelter is the right for
convivial space

Event at Karanfilkoy, October 5, 1997
Photography: Murat Germen, Ekmel Ertan,
IKSV Archives

Louise Bourgeois

Ortimcek, 1994

Aya Irini Miizesi

Robert Miller Gallery, New York izniyle
Fotograf: Murat Germen, Ekmel Ertan,
IKSV Arsivi

Louise Bourgeois

Spider, 1994

Hagia Eirene Museum

Courtesy Robert Miller Gallery, New York
Photography: Murat Germen, Ekmel Ertan,
IKSV Archives
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Maaria Wirkkala

Zihinsel bir Baglant: Buldum, 1997
Kiz Kulesi i¢in 151k projesi

Fotograf: Murat Germen, Ekmel Ertan,
IKSV Arsivi

|
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Maaria Wirkkala Semiha Berksoy

Found a mental connection, 1997 Ask—Birlik, 1971

Light project for Maiden’s Tower Aya Irini Miizesi

Photography: Murat Germen, Ekmel Ertan, Fotograf: Murat Germen, Ekmel Ertan,
iKSV Archives IKSV Arsivi

CM von Hausswolff
Avrupalilastirici (solda) ve
Asyalastirici, 1997

Kangik teknik

Haydarpasa Gan (solda) ve Sirkeci Gar
Fotograf: Murat Germen, Ekmel Ertan,
IKSV Arsivi
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Semiha Berksoy
Love—Unity, 1971

Hagia Eirene Museum

Photography: Murat Germen, Ekmel Ertan,

IKSV Archives

CM von Hausswolff Biilent Sangar

Europeaniser (left) and Asianiser, 1997 Isimsiz, 1997

Mixed media 90 fotograf, Ycrlcg\tirmc

Haydarpasa (left) and Sirkeci train stations Darphane-i Amire

Photography: Murat Germen, Ekmel Ertan, Fotograf: Murat Germen, Ekmel Ertan,
IKSV Archives IKSV Arsivi

Biilent Sangar
Untitled, 1997

90 photographs, installation
The Imperial Mint

Photography: Murat Germen, Ekmel Ertan,

IKSV Archives
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6. Uluslararas1 istanbul Bienali, 1999
Tutku ve Dalga

— Paolo Colombo

Konusmama baslamadan 6nce s6ylemek istedigim bir sey var: Kegke
5. Uluslararasi istanbul Bienali'nin kiiratorii Rosa Martinez de bu
panelde yer alsaydi. Maalesef burada bize katilamadi. Onun bienalini
cok sevmistim ve 6. Uluslararasi Istanbul Bienali'nin kiiratorii olarak
atanmami destekledigi i¢in Rosa’ya vefa borcum var.

Istanbul Bienali'nin kiiratorliigiine aday gosterilmeyi
beklemiyordum. Dogru sdylemek gerekirse, aklimin ucundan bile
geemiyordu. Kiiratorlige atandigimda, bunun insanin hayatta bir
kez karsisina cikan firsatlardan oldugunu hissettim. Bienali hem
duygusal anlamda bana cok yakin hem de Istanbul ile baglantisi
olan bir seye ithaf etmeye karar verdim. Bunun i¢in de muizigi ve
1890’larin sonunda Arnavutkdy’de dogmus bir miizisyeni, Antonis
Diamantidis’i sectim. Bir sokak miizisyeni olan Diamantidis’in
benzersiz bir sesi varmig, o zamanlar ancak Enrico Caruso’nun ondan
iyi oldugu soylenirmis. 1912’de, asag1 yukar1 16 yasindayken, takma
bir isimle sarka sdylemeye baslamis. Marcel Duchamp’a layik bir
kelime oyununa bagvurarak, sahne ismi olarak Tarkge’deki “dalga” ve
Yunanca’da “tutku” anlamina gelen “dalgas” kelimelerine gonderme
yapan Dalgas’t secmis (benim bienalimin baglig1 olan Tutku ve Dalga
da iste buradan geliyor).

Bu sahne ismi Diamantidis’in ¢ifte kiiltiirel ve dilbilimsel mirasimi
selamliyordu. Isim, dogum yeri olan deniz kenarindaki koytine
ve sesini dalgalandirabilmesine, modiile edebilmesine dogrudan
gonderme yapiyordu. Ask ve aci dolu sarkilar soyledi. Yunanca’da
bu tiir sarkilara, aci ve sikint1 ifade etmek icin sik sik tekrarlanan
ve sarkinin kitalarini melodik bir buittin haline getiren aman, aman
nidasindan hareketle amanedes ad verilir.

Yirmi bes yil 6nce ilk kez dinledigimden beri Diamantidis’in
miizigini hep ¢ok sevdim. Baslikta bir miizisyenin hayat hikiyesine
gonderme yaptigim ve bu hikayeyi sergi i¢in bir metafor olarak
kullandigim i¢in, bienali bireysel tarihler etrafinda insa etmek
istedim. Dalgas 1922’de, Turkiye ve Yunanistan arasinda gerceklesen
niifus miibadelesinin sonucunda Turkiye’den ayrildi. Hem Turkiye’de
hem de Yunanistan’da, sokaklarda, kahvelerde ve tiyatrolarda sarka
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6th International Istanbul Biennial, 1999
The Passion and the Wave

— Paolo Colombo

Before I begin, I would like to say that I wish our panel also featured
Rosa Martinez, who curated the 5th International Istanbul Biennial.
Unfortunately she is not able to be with us. I loved her biennial and I
owe Rosa a debt of gratitude for supporting my appointment as curator
of the 6th International Istanbul Biennial.

I did not expect to be a candidate for curating the Istanbul
Biennial. To be honest, it was something I did not even remotely
imagine. When I was appointed, I felt that it was a once-in-a-lifetime
opportunity. I decided to dedicate the biennial to something that
was very close to me and that had a connection with Istanbul. I chose
music, and in particular a musician who was born in Arnavutkoy
in the late 1890s, Antonis Diamantidis. He was a street musician
with an exceptional voice, at the time considered second only to
Enrico Caruso. In 1912, when he was about 16, he began to sing
under a pseudonym. He came up with a verbal pun worthy of Marcel
Duchamp, choosing the name Dalgas for his performing persona, a
reference to the words dalga and dalgas: dalga meaning “wave” in
Turkish, and dalgas meaning “passion” in Greek (hence the title of my
biennial, The Passion and the Wave).

His stage name acknowledged his double cultural and linguistic
heritage. The name was a direct reference to the village by the
sea where he was born, and to the fact that he could modulate his
voice like a wave. He sang songs of love and sorrow. In Greek, these
particular types of songs are called amanedes, because of the words
aman, aman (“alas, alas”) frequently repeated to indicate sorrow and
distress, and to tie the stanzas of the song into a melodic whole.

I have loved his music since the first time I heard it, 25 years ago.
I wished to construct the biennial around individual histories, as I was
myself referring to a musician’s life story in the title and treating it as
a metaphor for the show. Dalgas left Turkey in 1922, as a consequence
of the population exchange between Turkey and Greece. He sang in
the street, in cafés, and in theaters in both Turkey and Greece, and
ended up singing on cruise boats toward the end of his life. He stopped
singing altogether shortly before World War II (he said that there was
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soyledi, hayatinin son donemlerinde kendini seyahat gemilerinde
sarki soyler buldu. Ikinci Diinya Savasi’nin baslamasindan kisa bir
siire 6nce (savagla miizigin beraber olamayacagini soyleyerek) sark:
sOylemeyi tamamen birakti. 1943'te 6ldii.

Sanat acisindan bakarsak, sanatcilarin anlattig bireysel
hikayelere, sanatg¢ilarin duygularina ve siirde “sairin sesi” denen geye
ilgi duyuyordum. New Yorker’in 1985 tarihli bir sayisinda Joseph
Brodsky’nin “Bizans’tan Kacig” baslikli bir makalesini okudugumu
hatirladim. Bu makale bienal i¢in taslak semam olarak iglev gordi.
Brodsky’den bir alint1 yapmama izin verin: “Zamanin bilincinde
olmak son derece derin bir bireysel yasantidir. Yerytiziindeki yagsami
siiresince herkes kendini er ya da ge¢ Robinson Crusoe konumunda
bulur, ¢entikler atar, diyelim yedisini ya da onunu ¢izdikten sonra
hepsinin tizerine bir ¢izgi ¢ceker. Stslemenin kokeni budur, gegmis
uygarliklardan ya da o kisinin ait oldugu uygarliktan bagimsiz olarak.
Bu centik atma kokli bir yalnizligi gerektiren bir eylemdir, kisiyi
yalitir ve onu, kendi benzersizligini degilse de, en azindan diinyadaki
varliginin 6zerkligini anlamaya zorlar.”

Bienal icin, sanat tizerine programli bir yaklagimla soylem
geligtiren degil, bir hik4ye anlatmaya, psikoloji ve duygularla iligkili
meseleleri incelemeye dncelik taniyan sanatgilar aramaya basladim.

Bienal kuratorligine segildigim bana bildirildiginde sanirim 1998
yilinin Temmuz ay1ydi. Telefon konugmasini gayet net hatirliyorum;
bir havaalanindayim ve sevinerek hemen “evet” dedim. Sanirim ekiple
beraber ¢alismaya Agustos’ta bagladik, yani planlanan agilistan 13
ay once. Her sey gayet purlizsliz gitti; sergiyi katilan sanatci sayisi
acisindan sinirli tutmay1 ama yapitlarin niteligi agisindan derine
inmeyi kararlastirmistik. 6. Uluslararasi Istanbul Bienali'ne 55 kadar
sanat¢inin katilmasina ve bu rakami agsmamaya karar vermistik.

1999’da Istanbul’da, en azindan bugiin bildigimiz anlamda,
kullanabilecegimiz herhangi bir sanat mekan1 yoktu. Kabaca dort
mekén arasindan se¢im yapacaktim. Bunlardan biri Tophane-i
Amire’ydi ama burasi bana pek uygun gelmiyordu. Diger tigii ise
Aya Trini Kilisesi, Yerebatan Sarnici ve Dolmabahce Saray1'nin
mutfaklariydi. Dolmabahce Sarayi’nmin mutfaklari hosuma gitmisti.
2.000 metrekarenin tizerinde sergi alan1 vardi, mekan merkeziydi,
ulasim kolaydi. Aya Irini ve Yerebatan Sarnici’ni da kullanmaya karar
verdim.

Bunun yani sira, bazi yapitlar: bu ana mekéanlar disinda
sergileyerek sehrin diger bolgelerini de sergiye dahil etmek istiyordum.

114

not going to be any music with the war). He died in 1943.

In terms of art, [ was interested in individual histories narrated
by artists, in their emotions, and in what in poetry is called “a voice.”
I remembered reading an article by Josef Brodsky in a 1985 issue of
the New Yorker titled “Flight from Byzantium.” This article in a
way functioned as my blueprint for the biennial. Let me quote from
Brodsky’s writing: “An awareness of time is a profoundly individual
experience. That in the course of this life every person sooner or later
finds himself in the position of Robinson Crusoe, carving notches and,
having counted, say, seven of them or ten, crossing them out. Such
is the origin of ornament, regardless of preceding civilizations, or of
that to which this person belongs. And these notches are a profoundly
solitary activity, isolating the individual and forcing him toward an
understanding, if not of his uniqueness, then at least of the autonomy
of his existence in the world.”

For the biennial, I began to look for artists who privileged
narrating a story and probing issues linked to psychology and emotions
over programmatically developing a discourse on art.

I think it was July of 1998 when I was told that I had been selected
to curate the biennial. I clearly remember the phone call; I was
at an airport and I was delighted to say “yes” immediately. I think
we began working with the team in August, 13 months before
the scheduled opening. Everything went smoothly; the idea was to
keep the exhibition small in terms of the number of artists parti-
cipating, but to go deep in terms of works. We decided that the 6th
International Istanbul Biennial would feature about 55 artists,
not more.

In 1999 there were no art spaces, at least as we know them today,
available in Istanbul. I had the choice of roughly four spaces. One of
them was Tophane-i Amire, which I didn’t really feel comfortable
with. The other three were the church of Hagia Eirene, the cistern
of Yerebatan, and the kitchens of Dolmabahce Palace. I liked the
kitchens of Dolmabahge. They had more than 2,000 square meters
of exhibition space and the location was central, easily accessible. I
decided to use Hagia Firene and the Yerebatan Cistern as well.

I also wished to involve other parts of the city by exhibiting a
number of works of art outside these main venues. There was going
to be a large written work by Ugo Rondinone (Where do we go from
here?) at the Uskiidar Piers, which ended up being displayed in Taksim
Square. Indeed, a number of issues arose regarding the usage of public
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Uskiidar’daki dalgakiranda Ugo Rondinone’nin biiyiik bir yazili
yapiti (Where do we go from here?) yer alacakti ama sonunda Taksim
Meydani’nda sergilendi. Kamusal alanin kullanimi konusunda bir
dizi sorun cikt1. Ornegin, o zamanlar Anadolu yakasindan Avrupa’ya
yolcu tasiyan Bogaz vapurlarinin hepsinin biifesinde televizyon
vardi. Fikrimiz bazi sanat¢ilarin kisa videolarini bu vapurlarda
gostermekti. Bu videolarda diyalog veya yorum olmayacakti. Ornegin
Pipilotti Rist’in miizik videolarindan bir secki, ayrica daha az bilinen
sanatcilardan da baska yapitlar olacakti. Christopher Wool’un afigleri
de sehrin ¢esitli yerlerine serpistirilecekti.

12 Temmuz 1999’da, pek yakinda beraber, omuz omuza bir¢cok
kahramanca miicadeleye girisecegimiz Melih Fereli beni arayarak
devletin, bagta sdylenenin aksine, Dolmabahce’yi mekan olarak
veremeyecegini bildirdi. Melih o zamanlar Istanbul Kiiltiir Sanat
Vakfi'nin genel midiiriydi. Sonunda bu mekan alt1 haftaligina
kullanma izni almay1 basardik, tesadiif o ki bu stire de bienalin
siiresine denk geliyordu.

Sonra bir olay daha gergeklesti, hepinizin hatirladigina hi¢ siphem

olmayan, trajik bir olay. 17 Agustos’ta, planlanan acilistan 30 giin
once, Izmit'te biiyiik bir deprem oldu ve maalesef ¢ok sayida kisinin

oliimiine yol act1, bircok insan evsiz kaldi. Ulke soktaydi, bienal ikinci

planda kalmisti. Istanbul Bienali ¢alisanlarinin biiyiik béliimii ordu ve
kurtarma ekipleriyle beraber calismak tizere Izmit’e gitti.

6. Uluslararasi Istanbul Bienali'nin gelecegi belirsizdi. Yonetim
kuruluyla yapilan uzun ve son derece hararetli bir tartismadan sonra,
sergiyi planlandig: sekilde gergeklestirmemize izin verildi, bunu
yapmamiz i¢in gerekli paray1 ontimiizdeki iki haftada bulmamiz
kosuluyla. Elbette deprem kurbanlarina yardim edebilecek kurumlara
basvurmadik; sadece sanata destek veren iki kurumdan talepte
bulunduk. Inanilmaz bir sekilde talebimiz kabul edildi, o nedenle
burada Norton Ailesi Vakfi'na buradan kocaman bir “Tegekkiir!”
etmek isterim. Bienale comertge yardimda bulunan diger birkag
kisiyi, ozellikle de Filedelfiya’daki Fabric Workshop and Museum’un
kurucusu Kippy Stroud’u ve Atina’dan George Dragonas’i burada
anmak isterim.

2 Eyliil’de Istanbul Kiiltiir Sanat Vakfi'ndan ise koyulmamiz icin
gereken onay geldi. Malzemeleri nakletmek, hasar goren ti¢ yapit1
restore etmek, bir bienalde islerin nakliyesi i¢in yapilmasi gerecken
her seyi yapmak, (bos ve acik bir mekan olan) Dolmabahce’ye gerekli
duvarlan insa etmek, kurulum, 1siklandirma, etiketlendirme, katalog,

116

spaces. For example, the ferries on the Bosphorus—the ones that go
from the Anatolian side to Europe—all had televisions in their bars at
the time. Our idea was to show short videos by some of the artists on
these ferries. They wouldn’t contain dialogue or commentaries. For
example we would choose music videos by Pipilotti Rist, and other
works by lesser-known artists. There were also going to be posters by
Christopher Wool scattered around town.

On July 22, 1999, Melih Fereli, alongside whom we would soon
fight many gallant battles, called to let me know that the state would
no longer be able to give us Dolmabahce as a venue. Melih was then
general director of the Istanbul Foundation for Culture and Arts. We
finally succeeded in gaining permission to use the space for six weeks,
which was fortuitously the duration of the biennial.

Then there was another event, a tragic event that I am sure you
all remember. On August 17, 30 days before the scheduled opening,

a major earthquake hit izmit and tragically left a very large number
of people dead or homeless. The country was in shock, and the
biennial was placed on the back burner. Most of the employees of
the Istanbul Biennial went to Izmit to work with the army and the
rescue teams.

The future of the 6th Istanbul Biennial was thrown into question.
However, after a long and very animated discussion with the board,
we were allowed to go ahead with the exhibition, provided that
we could find the money to do so within the next two weeks. Of
course we did not petition any institutions that could have helped
the victims of the earthquake; we solicited two institutions that
had earmarked funds only for the support of art. Amazingly we

succeeded, so, a giant “Thank you!” to the Norton Family Foundation.

I would also like to remember a few other people who generously
supported the biennial, in particular Kippy Stroud, founder of the
Fabric Workshop and Museum in Philadelphia, and George Dragonas
from Athens.

On September 2 we received the go-ahead from the Istanbul
Foundation for Culture and Arts. It took all of the 15 days (and most
of the nights) left before the opening on September 17 to transport
the materials, to restore three works that had been damaged, to do
everything that a biennial needs in terms of transportation, construc-
tion of walls in Dolmabahce (which was an empty open space),
installation, lighting, labels, catalogue, hospitality, accommodations,
press packages, receptions, and lectures and talks, all this amid days
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misafirleri karsilama ve yerlestirme, basin dosyalarinin hazirlanmasi,
resepsiyonlar, konferanslar ve konusmalar 17 Eyliil’deki aciligsa dek
kalan 15 ginin tamamin (ve gecelerin de ¢cogunu) alds, tstelik tim
bunlar giinler siiren artci sarsintilar egliginde gerceklesti. Sanat¢ilarin
comertligi sayesinde, bienaldeki bazi yapitlar1 deprem kurbanlar i¢in
kurdugumuz bir fona para toplamak i¢in miizayede yoluyla sattik ve
hatir1 sayilir bir rakama ulastik.

Bir ulusal yas ve matem dénemi oldugundan bazi seylerin
sinirlanmasi gerekti. Vapurlarda gergeklesecek video gosterimini
yapamadik, ilkenin ruh haline uygun olmadigini digtindiigiimuz bazi
yan projeleri de gerceklestirmedik.

Davetli sanatc¢ilar bana serginin kavramsal ¢ergevesinin ne
oldugunu sorduklarinda onlara Dalgas’tan ti¢ sarki igeren bir kaset
gonderiyordum. Sarkilardan biri Lambros Leonharides’in lir ¢aldig,
Istanbul icin yazilmis, acili, 6zlem dolu bir sarkiyda.

Kiratorlagini yaptigim sergilere genellikle maddi kiiltiirtin
izlerini de dahil etmeye ¢alistiyorum. Burada yasayanlariniz belki
2009’da Istanbul Modern’de diizenledigim Golgeye Ovgii sergisini
gormustir. Sergiye katilan sanatcilar ve film yapimeilar igin 6nemli
ilham kaynaklarindan biri de Tiirk golge tiyatrosuydu. Maddi kiltiirle
sanatin birbirine baglanabilecegi fikri sanirim benim bugiinki sanata
bakisim acisindan anahtar niteliginde.

Dolmabahce Sarayi’nin mutfaklari bir sergi mekani gibi kullanilds,
odalar ve izleyicileri odadan odaya yonlendiren belirgin yollar
olusturuldu. Daha genis ana mekanin tamami, 1960’lardaki avangard
calismalarina bir sayg: ifadesi olarak ve Tiirkiye modernizmine de bir
selam géndermek amaciyla Tiirkiyeli sanat¢t Omer Ulug’a verildi.

Aslinda bir kilise olan Aya Irini, ilging bir sergi mekan1 olarak
degil, bu kimligi goz oniinde bulundurularak kullamildi. Altar, bu
mekan i¢in bir oyun kaleme alan Ugo Rondinone’ye teslim edildi.
Ovyun, iki agag arasinda gegen ve Hiristiyanliktaki ekmek garap
ayininde anlatilanla benzerlik tasiyan bir diyalogdan oluguyordu.
Nisglere, tipk1 dini kullanimdaki kiliselerde oldugu gibi heykeller
yerlestirildi (nislerden birinde Juan Mufoz’un yapit1 olan algidan
imal edilmis bir ctice heykeli yer aldi). Sapel ise Christopher Wool’'un
resimlerine ayrildi. Gavin Turk’tin yapiti olan sokak serserisi heykeli
kilisenin arka tarafindaki bir siitunun yanina yerlestirildi; ne de
olsa kiliselerde evsizlere sik sik rastlanir. Ebru Ozsegen’in yapiti,
sekerden yapilmis, gozyas: biciminde kristallerden olusan bir avize
tavandan asiliydi. Tony Oursler’in yapiti, yani Pantokrator'un
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and days of aftershocks. Thanks to the generosity of the artists, we
auctioned works from the biennial to raise money for a fund we
set up to benefit the victims of the earthquake, and we collected a
substantial sum.

Given that it was a time of national mourning and grief, a number
of things had to be reduced. We did not show videos on the ferries, and
we did not pursue some of the side projects that we felt were not in
sympathy with the mood of the country.

When the invited artists asked me about the framework of the
exhibition, I sent them a cassette with three songs by Dalgas. One of
them was a song of sorrow and longing for Istanbul, with Lambros
Leonharides playing the lyre.

I usually try to incorporate traces of material culture into the
exhibitions that I curate. Those of you who live here might have
seen my 2009 exhibition titled In Praise of Shadows at the Istanbul
Modern. An important source of inspiration for the artists and
filmmakers involved with the show was Turkish shadow theater. The
idea that it is possible to connect material culture and art is probably
the key to the way I look at art today.

The kitchens of Dolmabahge Palace were treated like an
exhibition space, with rooms built and a clear path leading visitors
from room to room. The wider central space was entirely given over to
the Turkish artist Omer Uluc as an homage to his avant-garde work in
the 1960s and a recognition of Turkish modernism.

Hagia Eirene, originally a church, was treated as such, rather than
as an unusual exhibition space. The altar was turned over to Ugo
Rondinone, who created a play. It was a dialogue between two trees,
not unlike the drama that unfolds in the Christian ritual of the Eucha-
rist. The niches, just like in active churches, contained sculptures (in
one, there was a plaster midget by Juan Munoz). The chapel housed
paintings by Christopher Wool. A sculpture of a bum by Gavin Turk
stood next to a column in the back; the homeless are a frequent pres-
ence in churches, after all. A chandelier by Ebru Ozsegen with tear-
shaped crystals made of sugar hung from a ceiling. A huge projection
of an eye, like the eye of the Pantokrator, by Tony Oursler covered the
whole of the central dome.

Likewise, Yerebatan Cistern was employed in a way that would
not distract from the extraordinary architecture of the place. Only
video projections were placed in the basilica, so that all that was
necessary to revert to the purity of the architecture was to turn off
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gOzlinl animsatan dev bir goz projeksiyonu, ana kubbenin tamamini
kapliyordu.

Yerebatan Sarnici da ayni anlayisla, mekinin olagantstii
mimarisinin ¢ektigi dikkati dagitmayacak sekilde kullanilmisti.
Bazilikaya sadece video projeksiyonlar yerlestirildi, boylece mimarinin
safligina geri donebilmek i¢in 1s1klarin kapatilmas: yeterli olacakti.
Ayrica, koridorlardan birinin sonundaki duvara yansitilan ve oradan
da suya yansiyan William Kentridge’'in Gélgelerin Gegisi baglikl
yapitinin icerdigi muzik ve agitlar disinda tim yapatlar sessizdi.
Izleyiciyi sarnica girigste Tony Oursler’in gozlerden olusan videosu
kargiliyordu.

PAOLO COLOMBO (1949) istanbul Modern'in sanat danigman1. Son dénemde kiiratorligiini

iistlendigi sergiler arasinda Kayip Cennet (2011) ve (irlanda Modern Sanat Miizesi, Dublin

ve Benaki Miizesi, Atina, ile isbirligi icerisinde diizenlenen) Golgeye Ovgii (2009). 2001 ile

2007 yillar1 arasinda Roma’daki MAXXI—Museo Nazionale delle Arti del XXI Secolo'nun

kiiratorligiini, 1989 ile 2000 yillar arasinda da Cenevre’deki Centre d’art Contemporain’in

yoneticiligini yiiriittii. 6. istanbul Bienali’nin (1999) kiiratorti olan Colombo, Rosemarie Trockel,
Ed Ruscha, Margherita Manzelli, Francis Aljs ve Kara Walker’in kisisel sergilerini diizenledi.
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the lights. And all of the works were silent with the exception of the
music and the wailing of Shadow Procession by William Kentridge,
which was projected on an end wall and reflected on the water. The
visitor was greeted by a series of eyes by Tony Oursler.

PAOLO COLOMBO (1949 is currently the art advisor of the Istanbul Modern. Exhibitions he has
curated there recently include Paradise Lost (2011) and In Praise of Shadows (in collaboration
with the Irish Museum of Modern Art, Dublin, and the Benaki Museum, Athens) (2009). From
2001 to 2007 he was a curator at the MAXXI—Museo Nazionale delle Arti del XXI Secolo in
Rome, and from 1989 to 2000 he was the director of the Centre d’art Contemporain in Geneva. He
curated the 6th Istanbul Biennial (1999), and he has organized solo exhibitions devoted to the work
of Rosemarie Trockel, Ed Ruscha, Margherita Manzelli, Francis Alys, and Kara Walker.
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6. Uluslararasi Istanbul Bienali
6th International Istanbul Biennial

BIENAL BASLIGI / TITLE

Tutku ve Dalga / The Passion and the Wave

SEPTEMBER 17 EYLUL-OCTOBER 30 EKIM 1999

KURATOR / CURATOR Paolo Colombo

MEKANLAR / VENUES

Dolmabahge Kiiltiir Merkezi / Dolmabahce Cultural Center

Aya Irini Miizesi / Hagia Eirene Museum
Yerebatan Sarnici / Yerebatan Cistern

Dig Mekanlar / Outdoors

SANATCILAR / ARTISTS

Haluk Akakce

Pedro Alvarez

Francis Alys

Miriam Bickstrom

Sami Baydar

Nadia Berkani

Candice Breitz

Elina Brotherus

Janet Cardiff & George
Bures Miller

Mutlu Cerkez

Christina Dimitriadis

A. K. Dolven

Lukas Duwenhogger

Iran Do Espirito Santo

Nicolas Fernandez

Angela Ferreira

Vidya Gastaldon &
Jean-Michel Wicker

Arturo Herrera

Carsten Holler

Dorris Haron Kasco

Emma Kay

William Kentridge

Avish Khebrezadeh

Yuki Kimura

Margherita Manzelli

Eva Marisaldi

Gregory J. Markopoulos

Juan Munoz

Aydan Murtezaoglu

122

Oliver Musovik
Csaba Nemes
Chris Ofili
Fisun Onur
Tony Oursler
Ebru Ozsecen
Manisha Parekh
Neriman Polat
Michael Raedecker
Pipilotti Rist
Ugo Rondinone
Sefa Saglam
Yehudit Sasportas
Glines Savas
Liang Shaoji
Malick Sidibe
Murat Sahinler
Rosemarie Trockel
Fatimah Tuggar
Gavin Turk
Omer Ulug
Francesco Vezzoli
Yelena Vorobyeva &
Viktor Vorobyev
Kara Walker
Gillian Wearing
Christopher Wool
Lisa Yuskavage

6° INTERNATIONAL
ISTANBUL
BIENNIAL

FITENATIMN
T

ST, ST 17 M.~ AT 30 350 197

Rb

YAYINLAR / PUBLICATIONS

6B Katalogu / 6B Catalogue

Sayfa sayis1 / Number of pages: 276

Basim tarihi / Date of publication: 1999

Turkge editor / Turkish editor: Nihal G. Koldas

ingilizce editor / English editor: Elizabeth Janus

Metinler / Texts by Sakir Eczacibasi (sunug/introduction), Melih Fereli
(sunus/introduction), N. Fulya Erdemci (6ns6z/foreword), Paolo Colombo

6B+ Katalogu / 6B+ Catalogue

Sayfa sayis1 / Number of pages: 290

Basim tarihi / Date of publication: 2000

Metinler / Texts by N. Fulya Erdemci, Eleanor Heartney, Ahmet Soysal
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Fiisun Onur

I¢ten diga distan ige, 1976
Dolmabahce Kiiltiir Merkezi
Fotograf: Manuel Citak, IKSV Arsivi

Fiisun Onur

Inside out outside in, 1976
Dolmabahge Cultural Center

Photography: Manuel Citak, IKSV Archives

4 I

Ugo Rondinone

Giines Batip da Ay Dogdugunda, 1999

Yerlestirme, Aya irini Miizesi

Galerie Hauser & Wirth & Presenhuber,

Ziirih izniyle
Fotograf: Manuel Citak, IKSV Arsivi

Ugo Rondinone

When the sun goes down and the
moon comes up, 1999

Installation, Hagia Eirene Museum
Courtesy Galerie Hauser & Wirth &
Presenhuber, Zurich

Photography: Manuel Citak, IKSV Archives

Michael Raedecker

Oyuk Tepe, 1999

Dolmabahge Kiiltiir Merkezi

The Approach, Londra izniyle
Fotograf: Manuel Citak, IKSV Arsivi
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Michael Raedecker

Hollow Hill, 1999

Dolmabahge Cultural Center

Courtesy The Approach, London
Photography: Manuel Citak, TKSV Archives

William Kentridge

Gélge Kafilesi, 1999

Lazer diske aktarilmig 35-mm film
Yerebatan Sarnici

Fotograf: Manuel Citak, IKSV Arsivi

William Kentridge

Shadow Procession, 1999

35-mm film transferred to video and laser disc
Yerebatan Cistern

Photography: Manuel Citak, IKSV Archives
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Tony Oursler

Kirilma, 1999

Fiberglas kiireler tizerine video projeksiyonu
Yerebatan Sarnict

Fotograf: Manuel Citak, IKSV Arsivi

Tony Oursler

Refraction, 1999

Video projection on fiberglass spheres
Yerebatan Cistern

Photography: Manuel Citak, IKSV Archives

Francis Alys

Marana, 1998

Animasyon, Aya Irini Miizesi
Fotograf: Manuel Citak, IKSV Arsivi
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Francis Alys

Manana, 1998

Animated movie, Hagia Eirene Museum
Photography: Manuel Citak, TKSV Archives

Janet Cardiff & George Bures Miller
Muriel Gélii Vakasi, 1999

Kanisik teknik, Aya irini Miizesi

Fotograf: Manuel Citak, IKSV Arsivi

Janet Cardiff & George Bures Miller
The Muriel Lake Incident, 1999
Mixed media, Hagia Eirene Museum
Photography: Manuel Citak, IKSV Archives

Kara Walker

Virginiali Lin¢ Giiruhu, 1998
Dolmabahge Kiiltiir Merkezi

Brent Sikkema Collection, New York izniyle
Fotograf: Manuel Citak, IKSV Arsivi

Kara Walker

Virginia’s Lynch Mob, 1998
Dolmabahge Cultural Center

Courtesy Brent Sikkema Collection, New York
Photography: Manuel Citak, IKSV Archives
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7. Uluslararas1 Istanbul Bienali, 2001
Egokac—Gelecek Olusum icin Egodan Kacis

— Yuko Hasegawa

Oteki taraftan oznellige yeni bir yaklasim. 7. Uluslararas: Istanbul
Bienali’nin direktoriiydium. Ayni zamanda bienale Asya’dan, yani
Istanbul’un “6teki tarafi”’ndan davet edilen ilk kiiratér oldum.
Turkiye’nin, dost bir Asyali tilke olarak Japonya’ya hissettigi
yakinligin zaten bir 6l¢tide farkindaydim. Hem Asya’da hem
Avrupa’da topragi bulunan tek ve benzersiz sehir Istanbul bize kaotik
bir kiiltiirler karisimi sunar, Istanbullularin da Asyali ve Avrupali
tavirlart harmanlayan bir distince tarzi var. Bu diisiince tarzi, hem
bireyselligi hem de ortak yasamaya duyulan egilimi icerir. Uzak
Dogulu bir kiirator olarak bu ortama yeni oneriler getirmek ve
yayilmaci eylemler sunmak benim icin biiytleyici bir tecriibeydi.

Bienalin arka planinda, 2001’de ytizeye ¢ikan toplumsal ve
siyasi karmasa —terorizm, kiiresellesme karsitligi, gogmenlerle ilgili
gerilimler- yer aliyordu, benim ana amacim ise hem siirsel hem de
elestirel bir tavirla hem de estetik ag¢idan etkileyici olacak sekilde,
buradaki (Istanbul’da, yani “kaosun sinirinda”) “gelecek olusum”
olarak isimlendirecegim seye yonelik bir yeniden orgiitlenme
bigimi ortaya koymakti. Bunun temelinde, sdylem tretimini
harekete gecirmek amaciyla insa ettigim bir kavram yer aliyordu.
Bienalin temasini belirlerken, “egokac” terimini yarattim. Bu tema,
merkezindeki egonun bilincinde olan ama aymi anda disari, kendinden
uzaga dogru genigleyen bir merkezkag¢ kuvveti ifade ediyordu. 20.
ylizyilda bireyler, cesitli 6zgiirliik bicimlerini arzuladilar. 21. ylizyilda
ise bireylerin 6zgurliklerinin 6ntinde bulunan, tistesinden gelmeye
calistiklar engel kendileri.

Bir dereceye kadar Jean-Luc Nancy gibi Batili diistintirlerin
Ozne hakkinda ortaya koydugu yeni fikirlerden etkilenen “egokacg”
durumunu, Ozne icin, Asya diisiincesinden ve Asya’nin kosullarindan
dogan yeni bir model olarak 6neriyordum. Bir model olarak egokacg,
icinde yasadigimiz donemde hayatta kalabilmek icin agikligi, anlayisi,
hosgortiyti ve bilgeligin paylasimini gaye edinir. Benim acimdan asil
mesele, bu terimi sanatgilara anlasilir bir sekilde aktarabilmek ve
onlardan bu terimi yorumlamalarini istemekti.

“Egofugal”deki “ego” kavrami felsefi anlamda bir kendilik,
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7th International Istanbul Biennial, 2001
Egofugal—Fugue from Ego for the Next Emergence

— Yuko Hasegawa

A new approach to subjectivity from the other side. I was the director
of the 7th International Istanbul Biennial, and the first curator to

be invited from Asia, “the other side” of Istanbul. I was already some-
what aware of the sympathy Turkey feels toward Japan as a fellow
Asian nation. Uniquely situated in both Asia and Europe, Istanbul
presents a chaotic mix of cultures, and its people have a mentality that
blends Asian and European attitudes—for instance both individuality
and collectiveness. As a curator from the Far East, it was fascinating
for me to introduce new proposals and invasive actions into this
setting.

Against the background of the social and political turmoil that
surfaced in 2001—terrorism, anti-globalism, social tensions related
to immigrants—my main aim was to express a reorganization toward
what I would call “the next emergence” here (in Istanbul, “the edge of
chaos”) in a manner that was poetic and at the same time critical, and
in a way that would be aesthetically moving. The foundation for this
was the concept I constructed as a means to awaken discourse. In es-
tablishing a theme for the biennial, I coined the term “egofugal.” This
theme, while recognizing the ego as the center, evokes a centrifugal
force expanding outward, away from it. In the 20th century, individu-
als strove for liberties. In the 21st century, individuals are striving to
be liberated from themselves.

Influenced to a degree by new ideas about the Subject set forward
by Western thinkers such as Jean-Luc Nancy, I proposed “egofugality”
as a new model for the Subject, emerging from Asian thought and
conditions. As a model, it aspires toward openness, understanding, tol-
erance, and the sharing of wisdom in order to survive our times. The
challenge was to communicate this term clearly to the participating
artists, and ask them to interpret it.

“Ego” in “egofugal” is a self in the philosophical sense, the very
center of oneself. In this case, it implies Descartian ego, the origin
of a long succession of various philosophical subjects. “Fugal” is a
Latin word that means to diffuse away from the center. “Fugal” is the
adjectival form of “fugue,” a style of music, which comes from the
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insanin en derin ve hakiki merkezi. Bu baglamda kastedilen, ¢esitli
felsefi dzneleri igeren uzun bir dizinin kékenindeki kartezyen
ego’dur. “Fugal” merkezden uzaga dogru dagilmak anlaminda Latince
bir kelime. Bu kelime, bir miizik bigimi olan “fugue”tin sifat hali.
“Fugue” ise Latince “kagmak” anlamina gelen fugere fiilinden

gelir. Diger bir deyisle, bir tiir ebeleme oyunundan ya da benligin
cekirdegindeki egodan siirekli kacan ve kendini disa agmaya ¢alisan
bir glicten bahsediyoruz.

3M’den 3C’ye. Bugiin, 21. yuzyilin baslangicinda, ¢cevrenin
yok olusuna, diinya niifusunda asir1 bir artisa, etnik ¢atismalara
ve ekonomilerin kiiresellesmesine tanik oluyoruz. Biitiin bunlar
karsisinda kendimize sik sik su temel soruyu soruyoruz: “Diinya
niifusunun yarisi bu kadar varlikli iken, neden elimizdeki kaynaklar
adil bir sekilde dagitamiyoruz?” Bu olgu, benim “3M’den 3C’ye”
adin1 verdigim ve 20. yiizyildan 21. ytizyila gegisi agiklayan basit
bir modelle tanimlanabilir. 20. ytizyili erkek-egemen ilkeler (male-
dominated principles) ve bireycilik, ayrica ileri derecede gelismis
kapitalizmin birer Griini olan “materyalizm” ve “monetarizm/
parasalcilik” stirtikledi. 20. ylizyilin sonug ve sorunlarini miras edinen
bizlere ise hayatta kalmamiz ve yumusak bir inigi basarabilmemiz
i¢in 3C, yani —“ortak akil” (collective intelligence), “birlikte yagsam”
(coexistence) ve “biling” (consciousness) rehberlik edecek.

Bienalin acilisina sadece 10 giin kala 11 Eylal olay: gergeklesti.
Hava trafiginin durdurulmasi, sanat yapitlarinin naklini ve
sanatcilarin yolculuk planlarini ciddi bigimde etkiledi. Baz1 sanatgilara
hiikiimetleri Istanbul’a gitmemeleri yolunda uyarida bulundu.
Kiirator olarak benim oncelikli kaygim bu kosullar altinda serginin
nasil isleyecegiydi. Bienali diizenleyenler, sanatcilar ve 6grencilerle
yaptigim goriismeler bana bu konuda ¢ok yardimei oldu. Bu olay
benim i¢in tiziicii bir tesadiftii ama neyse ki ayakta kalmay1 basardim.
Bienal ¢alisanlarinin ve ¢ok sayida 6grenci asistanin nazik igbirligi
ve samimi tesvikleri olmadan bu projeyi ger¢eklestiremezdim. Bu
olay bana, mimkin olan en dolaysiz sekilde, 3M’den 3C'’ye gegisin
onemini ve degerini gosterdi. Bu ti¢liniin ne anlama geldigini daha
ayrintili olarak a¢iklamama izin verin.

Biling, insan bedeninin tim duyu organlan araciligiyla
topladig: bilginin olusturdugu birliktir. Medya kuramcisi Derrick
de Kerckhove’nin belirttigi gibi, bilince odaklanmak, bakis
noktasindan varlik noktasina gegisi ifade eder. 18. ytzyilin algilar
ve mantiklar fikrinden uzaklasiyor, diinyay1 bes duyumuz dahil
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Latin fugere, “to escape.” It was, in other words, a game of tag, a force
continuously fleeing from the ego at the core of the self and seeking to
open itself to the outside.

From the 3Ms to the 3Cs. At the beginning of the 21st century,
we are experiencing environmental destruction, explosive overgrowth
of the world’s population, ethnic conflicts, and the globalization of
economies. We often ask ourselves an essential question: “Why can’t
we equitably distribute existing resources, when half the world is so
affluent?” This phenomenon can be characterized by a simple model,
what I call “the 3Ms to the 3Cs,” which addresses the shift from the
20th century to the 21st. The 20th century was led by “male-dominat-
ed” principles and individualism, “materialism,” and “monetarism,”
which resulted from highly developed capitalism. Inheriting the
consequences and problems of the 20th century, the 3Cs—*“collective
intelligence,” “coexistence,” and “consciousness”’—will guide us
through our survival and soft landing.

Just 10 days before the biennial opened, the incident of September
11th happened. The shipping of artworks and the artists’ travel plans
were seriously affected by the block on air traffic. Some of the artists
were warned by their governments not to go to Istanbul. As the cura-
tor, my first concern was how the art exhibition would work in this
situation. Discussions with organizers, artists, and students helped me
a lot. For me, this coincidence was sad, but fortunately I survived the
situation. Without the kind cooperation and sincere encouragement
of the biennial staff and the many student assistants, I could not have
realized this project. This incident truly brought home to me in the
most direct way possible the importance and significance of the shift
from the 3Ms to the 3Cs. Let me explain in more detail what the three
mean.

Consciousness is a unity of information received through all the
sensory organs of a human body. The focus on consciousness, as the
media theorist Derrick de Kerckhove has pointed out, indicates a shift
from the point of view to the point of being. We are moving away from
the 18th-century idea of perceptions and logic toward an “era of the
mind” in which we recognize the world through all of our sensory sys-
tems, including the five senses. We have arrived at a critical point of
globalization of consciousness. There is also a change in the discourse
of evaluating and conceptualizing art.

How to coexist with others is essentially the same question as
how to exist. As an analogy, consider the archipelago: different islands
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tim duyu sistemlerimizle tanidigimiz bir “zihin ¢agi”na dogru
ilerliyoruz. Bilincin kiiresellesmesi olarak nitelenebilecek kritik

bir noktaya varmis durumdayiz. Sanatin degerlendirilmesine ve
kavramsallastirilmasina dair soylemde de bir degisiklik ger¢eklesiyor.

Bagkalariyla beraber nasil var olacagimiz sorusu temelde nasil
var olacagimiz sorusuyla aynidir. Bir benzerlik kurmak adina, bir
takimada hayal edelim: Kendi bagimsiz niteliklerini muhafaza eden
farkli adalar, denizde beraber var olurlar. Beraber var olmanin mantig:
farkli janrlar dahilinde tartisilmistir. Bu konuda sanat ve gorsel
bicimler nasil bir etki yaratabilir? 1990’lardan sonra sanatgilar, kendi
bireysel yapitlarinin kamusal meselelerde gercekten de dontigtiriicti
birer etken oldugunun farkina varmaya basladilar.

Ortak zek4, yeni diller, isaret sistemleri ve toplumsal
orgiutlenmeler gibi “kolektif”lerin olusumunu saglayan veya
kolaylastiran teknolojileri igerir. Bilginin potansiyel olarak
paylasilmasi veya degis tokus ihtimalinin bilgi/ag araglarindaki
yenilikler ve siberuzayin genislemesi araciligiyla daha ytksek bir
ortak zeka diizeyine yol agip agmayacag tartisilmaktadir. Siberuzayin
ortaya cikis1 dontistimii hizlandirmistir. Ornegin, sanatci ve izleyici
iligskisinde, aktarim/algi ve kompozisyon/yorum arasinda bir fark
yoktur. “Gelistirme asamasindaki is” ifadesinde vurgu “is”ten
“gelistirme”ye kaymigtir. Sanatcilar artik sadece sanat yapitlari tireten
kisiler olmaktan cikip iletisim ortamlar1 yaratan uygulamacilara ve
aracilara dontismektedir.

Bienalde biling ve ortak zeka gibi kavramlar incelemek i¢in
interaktif medyay1 kullanan bir dizi sanat¢i yer aldi. Mathieu
Briand’in yerlestirmesi de bu kategoriye giriyordu; katilimcilar,
gozlik bigiminde gostericiler takarak bir odada geziniyor, bir digmeye
basarak diger katilimecilarin bakis agisina gecis yaparak onlarin
gordiikleri noktadan gérmeye baglayabiliyordu. Rafael Lozano-
Hemmer'in yerlestirmesinde ise izleyicilerin bilgisayara girdigi
kelimeler, bilgisayarin bu kelimelere karsilik gelistirdigi sorularla
beraber duvara yansitiliyordu. Kazuhiko Hachiya'nin yapit1 ise
merkezkag kuvvetin interaktif bir gorsellestirmesinden olusuyordu.

“Egokac¢” yapma bir kelime oldugundan sanatg¢ilarin her
biri kavrami kendine gore yorumladi. Bu kavrami bir manifesto
olarak, en agik sekliyle anlamay1 basaranlarin medya sanatgilarn
oldugunu distintiiyorum. Medya teknolojisi geleneksel olarak giizel
sanatlarin disinda bir alan kabul edilir, ancak bu teknoloji felsefi
acgidan biiyiik 6nem kazands, ¢linki kiiresel kavramsallagtirma
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maintaining their individual characteristics, while coexisting together
in the sea. The logic regarding coexistence has been discussed in vari-
ous genres. How can art and visual forms be influential in this matter?
After the 1990s, artists began to be aware that their individual works
were indeed active agents in public issues.

Collective intelligence encompasses the technologies to facili-
tate and realize “collectives” such as new languages, sign systems,
and social organizations. There is a question as to whether potential
sharing and possible exchange of information will lead to a higher
level of collective intelligence through innovation in information/
networking tools and the expansion of cyberspace. Transformation has
been accelerated by the emergence of cyberspace. For example, there
is no distinction between transmission/reception and composition/
interpretation in the relationship between artist and audience. In the
expression “work in progress,” the emphasis has shifted from “work”
to “progress.” Artists are becoming executors and media who create
communication environments, rather than simply people who make
artworks.

The biennial included a number of artists who use interactive
media to explore such concepts as consciousness and collective
intelligence. Falling into this category was Mathieu Briand, and his
installation in which participants roamed around a room wearing
head-mounted displays that enabled them at the press of a button
to exchange perspectives with others, seeing what they were seeing.
There were also Rafael Lozano-Hemmer’s installation, in which
viewers entered words into a computer that were then projected onto
walls alongside questions devised by the computer in response to
these words, and Kazuhiko Hachiya’s interactive visualization of
centrifugal force.

Because “egofugal” is a neologism, each of the artists interpreted
it in his or her own way, but I believe that the media artists under-
stood it most clearly as a manifesto. Media technology is traditionally
considered outside the realm of fine art, but philosophically it has be-
come very important because global conceptualization is formed in cy-
berspace and this process is closely connected to politics, ideology, and
the like. Now more than ever, social networks are part of our everyday
lives, and the attention of media artists is focused on the question
of how different levels of relativity are formed within this magnetic
field of consciousness. Their work also touches on Gibson’s affordance
theory as something that influences our actions, and on architecture
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siberuzayda gergeklesiyor ve bu siirec siyaset, ideoloji ve benzerleriyle
yakindan iligkili. Sosyal aglar bugiin, daha 6nce hi¢ olmadiklar

kadar hayatimizin bir pargas: haline gelmis durumda ve medya
sanatcilarinin ilgisi de bu manyetik biling alam icerisinde farkl
gorecelik diizeylerinin nasil bigimlendigi sorusuna odaklaniyor.

Bu sanatgilarin yapitlari eylemlerimizi etkileyen bir unsur olarak
Gibson’in saglayicilik kuramina ve bilincin paylasildigi manyetik
alanlar 6rneginde titopyalarin gerceklesmesiyle ilgili olarak da
mimarliga deginiyor. Bienalde bu konulara 6rnek olarak Matti
Suuronen’in 1970’lerde gelistirdigi, bir helikopterin altina asilarak bir
yerden digerine tasinabilen UFO-bicimli gogebe yagsam birimi prototipi
ve SANAA/nin bir kiitiphane i¢gin mekansal tasarimi yer aliyordu.

Ortak zeka. 1990’larin ikinci yarisinda ortaya ¢ikan
disiplinleraras: egilim, erigilmesi mimkiin olmayan titopyalarla
degil, simdi ve burada gerceklestirilebilecek mikro-titopyalarla
ilgileniyordu. Buna 6rnek olarak hem mimarlar ve medya sanatgilar
hem de Huseyin Caglayan gibi moda, sanat ve kilttrel kuram
alanlarim kesistiren kisiler 6rnek gosterilebilir. Ortak varolus,
ornegin engelli kisileri kusatan sorunlar gibi siyasi veya toplumsal
farktan kaynaklanan sorunlara ve ayrica, mekani yaratan ve
yarattiklari mekanda beraber var olan kisilerin goreceliginden ortaya
cikan olaylara odaklaniyordu. Birinci duruma 6rnek olarak gérme
engelli fotograf¢i Evgen Bavéar ve videolan engelliler i¢in cennet
veya cehennem hayalleri iceren engelli sanat¢i Magnus Wallin
verilebilir. Tkinci duruma érnek olarak ise Michael Lin’in Aya Irini
Mizesi'nin merkezine yerlestirilen dev zemin resmi verilebilir,
bu resmin amaci izleyicilere ¢evrelerinin bir parcasi olduklarini
hissettirmekti. Diger 6rnekler arasinda Ana Maria Tavares’in sahneye
koydugu ayna yerlestirmesi, Chris Burden’in ucan hali yerlestirmesi,
Cambalache Kolektifi'nin sokaktan gegen insanlarla esya degis tokusu
gerceklestirmesi ve Rirkrit Travanija’nin projeksiyonla, bir meydana
yerlestirilmis dort ekranda dort film gostermesi sayilabilir.

Bienal, dort ana mekanda ve sehrin cesitli yerlerindeki yedi uydu
mekénda sunuldu, bu kavramsal cerceve icerisinde 63 sanat¢inin
yapitlari gosterildi. Bu dort mekandan tigti Sultanahmet bolgesindeydi:
Aya Irini Miizesi, Darphane-i Amire ve Yerebatan Sarnici. Dérdincii
mekan ise, Istanbul’un Asya yakasi olarak bilinen bolgesindeki
Beylerbeyi Saray1 Miizesi’ydi. Yedi uydu mekén arasinda bir hamam,
Bogaz kopriisti, bir meydan, Platform Garanti Guncel Sanat Merkezi,
bir kreg ve sehir sokaklar1 gibi ¢esitli farkli mekanlar yer aliyordu.
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as the realization of utopias in the form of magnetic fields in which
consciousness is shared. Examples of this in the biennial included
Matti Suuronen’s 1970s prototype for a UFO-shaped nomadic dwelling
that can be suspended beneath a helicopter and moved around, and
SANAA's spatial design for a library.

Collective intelligence. The cross-disciplinary trend that emerged
in the second half of the 1990s was concerned with the realization not
of unattainable utopias but of micro-utopias, in the here and now. For
instance architects and media artists as well as people like Hussein
Chalayan, who traverse the fields of fashion, art, and cultural theory.
Coexistence focused on problems that arise out of political difference
or social difference, such as the problems surrounding people with dis-
abilities, and also on events that occur emergently out of the relativity
of people creating space and existing together there. Examples of the
former include Evgen Bavcar, a blind photographer, and the disabled
artist Magnus Wallin, whose videos depict such things as paradise
or visions of hell for the disabled. Examples of the latter include the
huge floor painting by Michael Lin installed in the middle of the Hagia
Eirene Museum, the aim of which was to make viewers feel that they
were part of their surroundings. Then there were Ana Maria Tavares’s
mirror installation on the stage, Chris Burden’s magic carpet instal-
lation, the Cambalache Collective’s exchanging of goods involving
people on the street, and Rirkrit Tiravanija’s projection of four movies
onto four screens in a public square.

The biennial was presented in four major venues and seven satel-
lite sites throughout the city, showing the work of 63 artists according
to this conceptual frame. The four venues included three sites in the
Sultanahmet district: the Hagia Eirene Museum, the Imperial Mint,
and the Yerebatan Cistern. The fourth venue was Beylerbeyi Palace
Museum, in what is known as the Asian side of Istanbul. The seven
satellite sites included places as diverse as a Turkish bath, the Bospho-
rus Bridge, a city square, Platform Garanti Contemporary Art Center, a
kindergarten, and city streets.

Any biennial must refresh the city and the thinking of its attend-
ees. Also aesthetically important are people’s memories of visiting
the sites and experiencing the events. For instance, one of the most
impressive works was Alberto Garutti’s light on the Bosphorus Bridge
that illuminated every time a new baby was born in Istanbul. Mean-
while, the bombing of Afghanistan was intensifying, and each flash of
light we saw on our televisions signified night raids and deaths. These
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Her bienal sehri ve izleyicilerinin distintstint tazelemelidir.
Estetik agidan 6nemli bir diger konu ise, kisilerin mekan:
ziyaretlerinden ve etkinliklerdeki deneyimlerinden geriye kalan
anilaridir. Ornegin, en etkileyici yapitlardan biri Alberto Garutti'nin
Bogaz Kopriisii‘ne yerlestirdigi, Istanbul’da her dogan yeni bebekle
aydinlanan yapitiydi. Bir yandan bu olurken, Afganistan’a yonelik
bombardiman yogunlasiyor, televizyonlarimizda cakan her 151k, gece
saldirilarini ve 6liimleri simgeliyordu. Bu iki zit deneyim, gosteri
kavraminin anlaminm yerinden oynatiyordu.

21. yiizyilda bir kiiratoriin sorumlulugu nedir? Son 10 yilda
kiiratorlerin ve bienallerin rollerinde bityiik degisiklikler gergeklesti.
Eski modelde kiirator mevecut duruma nesnel bir gozle bakarak bu
duruma odaklanmayi saglayacak sanat yapitlari secer, bunlar iyi
diizenlenmis bir festival veya argiv yapisi icerisinde izleyiciye sunardi.
Giincel modelde ise kiiratér mevcut duruma uyarici ve dontstiiriicti
bir etkide bulunmak, sanat izleyicisiyle karsilikli degis tokus
temelinde, kendilindenligi tesvik etmek ve mevcut duruma yayilmaci
eylemlerle miidahale etmek tizere yola ¢ikiyor. Bienal “temsil”den
“Oneri”ye dogru bir dontisiim yasiyor. Pek ¢ok alanda (mimari, bilim,
sosyoloji ve diger) uzmanlasmas bilgi ve bu alanlardaki kisisel iligkiler
ag1 bienal kiratoriintin sahip oldugu en 6nemli araclardir. Amag,
yaratici bir izleyici kitlesi olusturmaya odaklidir, yani sanatin yaratim
sirecine katilan, taze yorumlar 6neren, bilginin insa stirecine katkida
bulunan bir izleyici. Bunun ise tek bir ¢coziimi yoktur. Aksine, her
birey, kendi anlam ve bilgisini yaratir.

Istanbul Bienali icin tasarladigim kavramsal cercevenin ve bienal
sirasinda edindigim deneyimlerin benim kiiratoryel pratigim tizerinde,
Japonya’da yeni bir miizenin olusturulmasi da dahil olmak tizere
biiyiik etkisi oldu. “3M’den 3C’ye” 1999’da bagladigim ve nihayet
2004 yilinda meyvesini veren bir projenin, Kanazawa sehrindeki 21.
Yuzyil Cagdas Sanat Miizesi'nin yol gosterici vizyonu oldu. Bienale
katilan bazi1 sanatcilar daha sonra muze igin siparis tizerine yapitlar
urettiler veya yapitlar1 miizenin koleksiyonuna dahil edildi. O giinden
bu yana devlet ile 6zel sektdr arasinda sanat yoluyla yeni iligkiler
yaratmak amacim tagiyan projeler gelistirmeye devam ediyorum.
2010 yilinda Japonya’da, Okayama’daki Inujima adasinda Inujima Ev
Projesi'nde Kazuyo Sejima ile beraber ¢alistim, burada hepsi 65 yasin
tizerinde olan 70 kisilik niifusa sahip bir koyi yeniden canlandirmak
i¢in koylilerin hayatlarini sanatla dogrudan iligki icerisine sokmaya
calistik. Siradan insanlari sanata dahil etmek, toplumu bir sanat
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two contrasting experiences dislocated the meaning of spectacle.

What is the responsibility of a curator in the 21st century? Major
changes have occurred in the last 10 years in the roles of the curator
and the biennial. In the old model, the curator looked objectively at
the current situation and selected artworks that brought it into focus,
presenting them in a well-organized festival or archive. In the con-
temporary model, the curator sets out to stimulate and transform the
current situation and promote spontaneity on the basis of bilateral
exchange with art viewers and invasive actions into the existing situa-
tion. The biennial is changing from “representation” to “proposition.”
The important tool of the biennial curator is specialized knowledge
about many fields (architecture, science, sociology, and so on) and
personal networks in those fields. The objective is focused on building
a creative audience, meaning an audience that participates in the pro-
cess of creating art, offers fresh interpretations, and builds knowledge.
There is no single solution. Rather, each individual creates his or her
own meaning and knowledge.

The concept I devised for the Istanbul Biennial, and the experienc-
es I had, exerted a great influence on my curatorial practice, including
the creation of a new museum in Japan. “From the 3Ms to the 3Cs”
became the guiding vision of the 21st Century Museum of Contempo-
rary Art in the city of Kanazawa, a project I began in 1999 that finally
came to fruition in 2004. A number of the artists who participated in
the biennial went on to do commissioned works in the museum or are
represented in the museum’s collection. I have continued to develop
projects with the aim of creating new relationships between public and
private through art. In 2010, I collaborated with Kazuyo Sejima on the
Inujima House Project on the island of Inujima in Okayama, Japan,
where we attempted to revitalize a village of some 70 people, all over
the age of 65, by bringing their lives into direct contact with art. This
represented a new challenge for me: to involve ordinary people in art
and change society through an art and architecture project.

My idea for a “soft landing” for the purposes of survival, the idea
of rendering subjects soft and open (as well as the emphasis on cross-
disciplinary approaches and networks) remains a strong focus in art
and curatorial practice today. Building knowledge requires more than
simply viewing, experiencing, and recalling artworks presented at tem-
porary exhibitions such as biennials. One must continue accumulating
experiences. The job of a curator could also be called a battle against
amnesia. It is important that works commissioned for an exhibition
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ve mimarlik projesi araciligiyla degistirmek benim i¢in yeni bir
meseleydi.

Hayatta kalmak amaciyla “yumusak inis”i hedefleyen fikrim,
nesneleri yumusak ve agik kilma diistincesi (ayni zamanda
disiplinlerarasi yaklagsimlara ve aglara yaptigim vurgu) bugiin sanat
ve kiiratoryel pratigin giiglii odak noktalar1 olmaya devam ediyorlar.
Bilginin insas1, sadece bienaller gibi gegici sergilerde sunulan sanat
yapitlarim izlemekten, deneyimlemekten ve hatirlamaktan fazlasim
gerektirir. Kisgi, deneyim biriktirmeye devam etmelidir. Kiiratoriin
gorevi hafiza kaybina kars:1 bir miicadele olarak da nitelendirilebilir.
Bir sergi i¢in 1smarlanan yapitlarin sergi kapandiktan sonra da, 6rnegin
kalic1 yerlestirmelerin veya koleksiyonlarin birer parcasi olarak
gosterilmesi 6nemlidir. Genis anlamiyla sanat yaratan, sanatla iliskiye
giren, bunu yaparken de bilgilerini baskalarina ileten ve tanidik
malzeme ve gelenekler konusunda geribildirimde bulunan yaratici
izleyici kitleleri, ige yarar bilginin aktariminda stireklilik saglamaya
da yardimeci1 olurlar. Sergiler ve koleksiyonlar ortada bir yerde durur;
onlarin gorevi bu stirece yardimei olmaktir.

Bienal karmasik bir jeopolitik konumda bulunan Istanbul’da
nasil isliyor. Son 10 yilda gerceklegen en buyiik degisimlerden biri,
BRIC (Brezilya, Rusya, Hindistan, Cin) olarak bilinen tlkelerin ve
diger ytikselen tilkelerin ekonomik giiglerindeki biiytime oldu; bu da
sadece yeni bir orta sinifin ortaya ¢ikmasina degil, yeni, canli sanat
ortamlarinin da dogmasina sebep oldu. Bu tilkelerden gelen ama Bat1
tilkelerinde yasayan birgok sanatgi; yerel pazarlar, miize altyapilan ve
benzeri bilegenler iyilesme gosterdikge tilkesine dond, biz de belki en
dogru ifadeyle “alternatif modernizm” olarak tanimlanabilecek 6zgin
modernizm bi¢imleri tizerine bir séylemin olusumuna taniklik ettik.
Bu, sonsuz, melezlik kavramini asan, gegisken bir degisim stireci.
Dabhasi, bu alternatif modernizm yeni milliyetgilikle siyasi ve kiilttirel
anlagmazliklara ve pazarliklara giristikce kapitalizmle, kiltirel
turizmle ve toplumla daha 6nce gorilmemis bir dizi yeni iligki kurma
siirecine de giriyor.

Ayni seyi Tiirkiye'nin gelisimi baglaminda Istanbul icin de
sOylemek mimkiin. Yaratict endiistrinin triinlerinin ve aglar
araciligiyla olusturulan uzlasma, bilgi ve benzeri durumlarin
kiiltirel etkinlikler tizerinde muazzam bir etkisi oluyor. Bu
kosullar altinda, ideoloji sonras: ¢agda, tiretimin elestiriden daha
etkili bir rol Gstlenmis olmasi, sergi ve bienal gibi etkinliklerin
mevcut bigimlerinin sorgulanmasina yol agiyor. Ornek vermek
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continue to be shown after the exhibition is closed, for instance as per-
manent installations or parts of collections. By creating and involving
themselves in art in a broad sense, while transmitting their knowledge
to others and providing feedback with respect to familiar materials and
traditions, creative audiences also help ensure the continued transmis-
sion of useful information. Exhibitions and collections stand in the
middle; it is their job to aid this process.

How the biennial works in Istanbul, a complicated geopolitical
location. One of the biggest changes over the last 10 years has been
the growth of the economic power of the so-called BRIC countries and
other emergent countries, which has led to the appearance of a new
middle class as well as the creation of new, vibrant art scenes. Many
artists from these countries who had been residing in other Western
countries have returned home, and as local markets, museum infra-
structures, and so on have improved, we have seen the formation
of discourse on unique forms of modernism that could perhaps best
be described as “alternative modernism.” This is an endless process
of transitional change that transcends hybridity. Furthermore, as it
engages in political and cultural embroilments and negotiations with
the new nationalism, this alternative modernism is in the process of
establishing a variety of previously unseen relationships with capital-
ism, cultural tourism, and community.

One could say that Istanbul is in the same situation vis-a-vis the
development of Turkey. The products of the creative industry and the
consensus, knowledge, and so on formed through networks are having
a huge impact on cultural activities. In these circumstances, the fact
that in the post-ideological age production has become more effective
than criticism means that things like exhibitions and biennials in their
present form are being questioned. As an example, let me compare
my experience in Istanbul with my involvement in biennials in two
cities in newly advancing BRIC countries: Shanghai and Sao Paulo.
The Shanghai Biennale of 2002, the second to be held in that city since
it began to internationalize, was organized by three Chinese curators
and three overseas curators, and had as its theme the combination of
art and architecture. The selection of overseas artists and architects
was mainly the responsibility of the three overseas curators, although
they did engage in open discussions with the three Chinese curators.
Shanghai was in the throes of urban redevelopment, so there were
many excellent examples of architecture, and I think one could say it
was truly timely for Shanghai to be presented with both criticisms of
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amaciyla, Istanbul’daki deneyimimi, yeni gelismekte olan BRIC
tilkelerindeki iki sehrin bienallerindeki deneyimimle kargilagtirmama
izin verin: Sangay ve Sao Paulo. 2002 Sangay Bienali, yani sehir
uluslararasilagsmaya basgladiktan sonra diizenlenen ikinci bienal,
ti¢ Cinli, tic de yabanci kiirator tarafindan diizenlendi; konusu ise
sanat ve mimarinin birlesimiydi. U¢ Cinli kiiratérle acik goriismeler
gerceklestirildiyse de yabanci sanat¢i ve mimarlarin se¢imi biytk
olciide yabanci kiiratorlerin sorumlulugundaydi. Sangay kentsel
gelisimin pencesindeydi, dolayisiyla birgok mitkemmel mimari 6rnek
s6z konusuydu ve bence gercekten de Sangay’a yonelik olarak hem
sehirdeki degisimlerle ilgili elestiriler yapilmasi, hem de sanatcilarin
fantezilerinin izleyicilere sunulmasi i¢in uygun bir zamand.
Izleyiciler sadece genis bir bilgi edinmekle kalmadilar, bu meseleleri
tartisma firsatina da kavustular. Ayni donemde hiikiimet sanstiri
ve denetimi de hali oldukea etkiliydi, bienal sanat miizelerinde
dizenlenecek sergilerle sinirliydi ama baska mekanlarda Bir Gunlik
Sergiler adi verilen bir dizi resmi olmayan, tartigma agan sergi
diizenlendi. Sanatcilarin yapitlarini ¢ok sayida yerel ve uluslararasi
izleyiciye sunmaya calistig1 bu mekanlara gergin bir hava hakimdi.
Sangay, bugiin gemi iyice aziya almisg olan ticarilesme dalgasini hentiz
tecriibe etmemisti ve bu taze bilgi, birikim ve 6nermeler sehirde giiclii
bir etki uyandirda.

2010’da, 5 konuk kiiratorden biri olarak 29. Sio Paulo Bienali'ne
katildigimda, bu sehir de ekonomik bitytime yasiyor ve yeni bir orta
sinifin ortaya ¢ikisina tanik oluyordu; orada da bienalin yenilenmis
bir organizasyonu ve buiytk bir biitgesi vardi. Burada tema sanat ve
siyasetti. Konular arasinda Brezilya’da sanat tarihinin yeniden ele
alinmasi ve Brezilya’min diinyanin diger bolgeleriyle, dzellikle de
Afrika’yla iliskisine bir¢ok farkli acidan bakilmasi yer aliyordu. ki
sanatsal direktor daha cok Latin Amerikali sanatgilar, kiiratorler
ise diger bolgelerden sanatcilar segtiler; bu da son derece karmagik
bir se¢im stireci anlamina geliyordu. Mimar ve sanatgilardan sehrin
cesitli mekanlarinda terreiros adi verilen mecazi meydanlara kurulu
projeler gelistirmeleri istendi, bu stirecin son derece Brezilya'ya
Ozgli bir yam ise (siyasetin kutlanmasi anlaminda) insanlarin
performanslar, tartismalar ve benzeri etkinlikler i¢in toplanabilecegi
mekanlarin yaratilmasiydi. Siyasetin kutlaniginin bu sekilde bienal
sirasinda yapisal olarak sergiye dahil edilmesi, seyirci tarafindan
olumlu karsilandi. Gegmise yeni bir gézle bakmalari, 6nemli
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the changes in the city as well as fantasies by artists. Audiences gained
not only a lot of knowledge, but also opportunities to debate these is-
sues. At the same time, government censorship and control were still
strong, and while the biennial itself was limited to exhibitions inside
art museums, a number of unauthorized and controversial shows—
so-called One Day Exhibitions—were held at satellite venues, where
there was a charged atmosphere as artists sought to present their own
work to large numbers of local and international visitors. Shanghai had
yet to experience the commercialization that is so rampant today, and
the fresh knowledge, information, and statements exerted a powerful
influence throughout the city.

In 2010, when I was involved in the 29th Sdo Paulo Biennial as
one of five guest curators, that city, too, was experiencing economic
growth and the emergence of a new middle class, and the biennial had
a revamped organization and a large budget. Here the theme was art
and politics. The topics included a reconsideration of art history in
Brazil, and a look from many different angles at Brazil’s relationships
with other regions of the world, particularly Africa. The two artistic
directors selected mainly Latin American artists, while the curators
chose artists from other regions, making for an extremely compli-
cated selection process. Architects and artists were commissioned to
develop projects that occupied metaphorical squares, called terreiros,
at various sites around the city, and a typically Brazilian aspect of this
(in the sense that it represented a celebration of politics) was the cre-
ation of sites where people could gather for performances, discussions,
and so on. This method of structurally incorporating a celebration of
politics into the exhibits during the biennial was received favorably by
audiences. These exhibitions had an interdisciplinary aspect in that
they took a fresh look at the past and reviewed important artists while
at the same time looking at previously ignored international rela-
tionships, and they were effective in ensuring a mature biennial and
educating new middle-class audiences. Another important feature of
the 29th Sio Paulo Biennial was that admission was free. The success
of the art fair held in the same city several months before the biennial
provided another indicator of future cooperation between the cultural
and industrial sectors. Discussion of the balance between discourse,
criticism, and production values took place even while the biennial
was still under way.

Ten years after my edition of the Istanbul Biennial, it is clear that
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sanatcilari ele almalari ama aymi zamanda daha 6nce ihmal edilmis
uluslararasi iligkileri de giindeme getirmeleri a¢isindan bu sergilerin
disiplinlerarasi bir boyutu da vards; bu sergiler olgun bir bienalin
ortaya ¢ikmasinda ve orta sinif izleyici kitlesinin egitiminde etkili
oldular. 29. Sdo Paulo Bienali'nin diger bir 6nemli 6zelligi girisin
tcretsiz olmasiydi. Ayni sehirde bienalden birkag ay dnce diizenlenen
sanat fuarinin bagaris1 da, kiltiirel ve endustriyel sektorler arasinda
gelecekte kurulacak igbirligine isaret eden bir diger gostergeydi.
Soylem, elestiri ve tiretim degerleri dengesi lizerine yurutilen
tartisma, bienal hentiz olusum asamasindayken baglamisgta.

7. Uluslararasi Istanbul Bienali'nden on yil sonra, Istanbul
sehrinin, Asya ve Ortadogu’daki pek ¢ok tilkede yasanan kiiltiirel
ve siyasi istikrarsizlik ve Avrupa capinda goc politikalarn ile ilgili
artan kargasa da dahil olmak tizere, ¢esitli kiiresel egilimlerin
merkezinde, giderek artan énemde anahtar bir konuma sahip oldugu
acik. Dolayisiyla Istanbul Bienali, elestiri, direnis ve yeni 6nerilerle
ilgili talebin en yiiksek oldugu bienallerden biri olmaya devam ediyor.
Ilerlemeye devam ederken en acil yerine getirilmesi gereken gorevler
ise bigimde ve yontemde yenilik ve yaraticiligin beslenmesi ile ilgili
olanlar.

YUKO HASEGAWA Tokyo Cagdas Sanat Miizesi'nin (MOT) sef kiiratorii ve Tokyo’daki Tama
Sanat Universitesi’nde profesor. Japonya’nin Kanazawa sehrindeki 21. Yiizyil Cagdas Sanat
Miizesi’'nin kurucu sanat yonetmenligini de yapan Hasegawa, New York Guggenheim Miizesi'nin
Asya Sanat Konseyi'nin tliyesi; Hong Kong, Bat1 Kowloon Bélgesi Kiiltiirel Meclisi iiyesi ve
Japonya’daki Inujima Evi Projesi‘nin sanatsal yonetmeni. 2010 yilinda Venedik Mimarlik
Bienali'nin sanat danismanligini ve Sao Paulo Bienali’nin es kiiratorliigiint tistlendi. 7. istanbul
Bienali’nin (2001) kiiratorliigiinii yapti.
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the city of Istanbul occupies an increasingly key position at the center
of various global trends, including, unfortunately, the cultural and
political instability of many countries in Asia and the Middle East and
the increasing turmoil over immigration policies throughout Europe.
Thus, it remains a biennial in which the demands are greatest with re-
spect to criticism, resistance, and proposals. The most pressing tasks,
going forward, relate to innovation in form and methodology and the
fostering of creativity.

YUKO HASEGAWA is a chief curator of the Museum of Contemporary Art Tokyo (MOT) and a
professor at Tama Art University in Tokyo. She was a founding artistic director of the 21st Cen-
tury Museum of Contemporary Art, Kanazawa, Japan. She is a member of the Asian Art Council of
the Guggenheim Museum, New York; on the board of the West Kowloon Cultural District Author-
ity, Hong Kong; and the artistic director of Inujima House Project, Japan. In 2010 she served as an
artistic advisor for the Venice Architecture Biennale and a co-curator of the Sao Paulo Biennial.
She curated the 7th Istanbul Biennial (2001).
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7. Uluslararasi Istanbul Bienali
7th International Istanbul Biennial

BIENAL BASLIGI / TITLE

Egokag—Gelecek Olusum i¢in Egodan Kagis / Egofugal—Fugue from Ego for the

Next Emergence

SEPTEMBER 22 EYLUL-NOVEMBER 17 KASIM 2001

KURATOR / CURATOR Yuko Hasegawa

MEKANLAR / VENUES

Darphane-i Amirane / The Imperial Mint
Aya Irini Miizesi / Hagia Eirene Museum
Yerebatan Sarnici / Yerebatan Cistern

Beylerbeyi Saray1 Miizesi / Beylerbeyi Palace Museum

Platform Garanti Giincel Sanat Merkezi / Platform Garanti

Contemporary Art Center
Kiz Kulesi / Maiden’s Tower

Bogaz Kopriisii / Bosphorus Bridge

Cemberlitas Hamami / Cemberlitags Hamam
Atlikarinca Anaokulu / Atlikarinca Kindergarden
Tiiyap Fuar Alani Onii / In front of Tiiyap Exhibition Center

Billboardlar / Billboards

SANATCILAR / ARTISTS

Tomma Abts

Francis Alys

Cem Arnk

Maja Bajevic

Evgen Bavcar

Simone Berti

Rachel Berwick

Mathieu Briand

Frédéric Bruly Bouabré

Lee Bul

Chris Burden

Cambalache Collective

Hussein Chalayan

Lygia Clark

Chris Cunningham

Stan Douglas

Weng-Sig Du

Michael Elmgreen &
Ingar Dragset

Leandro Erlich

EXONEMO
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Jan Fabre

Anya Gallaccio

Alberto Garutti

Leyla Gediz

Isa Genzken

Dominique Gonzalez-
Foerster

Rodney Graham

Kazuhiko Hachiya

Sascha Haghighian

Lu Hao

Joyce Hinterding

Pierre Huyghe

Kim Young Jin

On Kawara

Ali Kazma

Guillermo Kuitca

Ernesto Leal

Henrietta Lehtonen

Michael Lin

Ma Liuming

Rafael Lozano-Hemmer
Fabian Marcaccio
Okisato Nagata
Carsten Nicolai
David Noonan &
Simon Trevaks
Motohiko Odani
Gabriel Orozco
Kemal Onsoy
Philippe Parreno
Fernando Romero
SANAA
Yutaka Sone
Matti Suuronen
Fuat Sahinler &
Murat Sahinler &
Ahmet Soysal
Mukadder Simsek
Mika Taanila &
Matti Suuronen
Ana Maria Tavares

Jane & Louise Wilson
Sislej Xhafa
Yang Fudong

Rirkrit Tiravanija
James Turrell
Magnus Wallin
Apichatpong
Weerasethakul

7* INTERNATIONAL
ISTANBUL
BIENNIAL

"
SEPTEMBER 22 EVLUL- NOVEMBER 17 KASIMA 2001

YAYINLAR / PUBLICATIONS

7B Katalogu / 7B Catalogue

Sayfa sayis1 / Number of pages: 248

Basim tarihi / Date of publication: 2001

Baskiya hazirlayan / Editor: Hiiseyin Karagoz

Metinler / Texts by Sakir Eczacibas1 (6nsoz/foreword), Yuko Hasegawa

7B+ Katalogu / 7B+ Catalogue

Sayfa sayis1 / Number of pages: 304

Basim tarihi / Date of publication: 2002

Baskiya hazirlayan / Editor: Hiiseyin Karagoz

Metinler / Texts by Yuko Hasegawa, Basak Senova, Hans Ulrich Obrist,

Carlos Basualdo, Rafael Lozano-Hemmer (interview with Derrick de Kerckhove
ile soylesisi)
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Mathieu Briand
SYS*05.ReE03/SE*1\MOE*2-8,
2000-2001

Kangik teknik, Aya Irini Miizesi

Caisse des depots et consignation / Thierry
Ehrmann ve organe.org izniyle

Fotograf: Kenji Morita, IKSV Arsivi

Mathieu Briand
SYS*05.ReE03/SE*1\MOE*2-8,
2000-2001

Mixed media, Hagia Eirene Museum
Courtesy Caisse des depots et consignation /
Thierry Ehrmann and organe.org
Photography: Kenji Morita, IKSV Archives

Rafael Lozano-Hemmer

Dakikada 33 Soru, Iliskisel Mimari
No.5, 2000-2001

21 LCD, PC, projektor, 6zel iiretilmis software
Aya rini Miizesi

Fotograf: Muammer Yanmaz, IKSV Arsivi
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Rafael Lozano-Hemmer

33 Questions Per Minute, Relational
Architecture No.5, 2000-2001

21 LCDs, PC, projector, custom software
Hagia Eirene Museum

Photography: Muammer Yanmaz, iKSV
Archives

Kazuhiko Hachiya

Santrifiij, 2001

Kansik teknik, Aya irini Miizesi

Fotograf: Ertan Uca, Garaj PR, IKSV Arsivi

Kazuhiko Hachiya

Centrifuge, 2001

Mixed media, Hagia Eirene Museum
Photography: Ertan Uca, Garaj PR, IKSV
Archives

Matti Suuronen

Casa Finlandia Futuro, 1970

Plastik polyester, Darphane-i Amire

Ekin Muovi OY izniyle

Fotograf: Ertan Uca, Garaj PR, IKSV Arsivi

Matti Suuronen

Casa Finlandia Futuro, 1970
Polyester plastic, the Imperial Mint
Courtesy Ekin Muovi OY

Photography: Ertan Uca, Garaj PR, IKSV
Archives
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infotek, Darphane-i Amire, 2001
SANAA, infotek odasindaki

raf, tezgah ve oturma birimlerini tasarladi
Fotograf: Ertan Uca, Garaj PR, IKSV Arsivi

Infoteque, the Imperial Mint, 2001
SANAA designed the shelves, display tables,
and chairs in the infoteque

Photography: Ertan Uca, Garaj PR, IKSV
Archives

Rirkrit Tiravanija

isimsiz, 2001

(sakin bir meydan icin sinema, istanbul
Tiyap Sergi Salonu énii

Fotograf: Ertan Uca, Garaj PR, IKSV Arsivi

Rirkrit Tiravanija

untitled, 2001

(cinema for a quiet public square, Istanbul)
In front of the Tiiyap Exhibition Center
Photography: Ertan Uca, Garaj PR, IKSV
Archives

Michael Lin

Platform, 2001

Ahsap tizerine pentalit, Aya Irini Miizesi
Fotograf: Kenji Morita, iKsvV Arsivi
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Michael Lin

Platform, 2001

Pentalite on wood, Hagia Eirene Museum
Photography: Kenji Morita, IKSV Archives

Carsten Nicolai

kar giirtiltiisii, 2001

Platform Garanti Giincel Sanat Merkezi
Galerie EIGEN+ART Berlin / Leipzig izniyle
Fotograf: Ertan Uca, Garaj PR, IKSV Arsivi

Carsten Nicolai

snow noise, 2001

Platform Garanti Contemporary Art Center
Courtesy of the Galerie EIGEN+ART
Berlin / Leipzig

Photography: Ertan Uca, Garaj PR, IKSV
Archives
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8. Uluslararas1 Istanbul Bienali, 2003
Siirsel Adalet

— Dan Cameron

Kiiresel sergilerin tarihine dontip bakmak ve birka¢ noktaya
deginmek istiyorum. Deginmek istedigim noktalardan ilki, 1989
tarihli Magiciens de la terre (Yerytizii Biiytciileri) sergisinin benim
kusagimin kiiratorleri acisindan 6nemi. Son iki yilda daha da acik
bir sekilde anladim ki, yeni kiiratorler kusagi kiiresel sanat sergisi
kavramini bir nebze stiphe uyandirici veya eskimis buluyor. Kiiresel
sanat sergilerinin, milliyetci ve bolgeselci onyargilara kars: 6nemli
bir panzehir iglevi tasidiklar: icin gerekli oldugunu artik herkes kabul
etmiyor. Kiirator olarak arastirma yaparken daha yerel veya bolgesel
odaklar benimsemek i¢in gecerli sebepler olmadigini sdylemek istemi-
yorum. Ama bienallerin diinyanin her kdsesine uzanmasina duyulan
ihtiyac bugiin gecmiste oldugu kadar biiyiik. Ornegin, 1989’dan bu
yana yaptigim her sergi, en azindan kismen, kiiresel sanat pratiginin
onciillerini incelemeye adanmisti. Bir Amerikali olarak, 20. ytizyilin
biiytik béliimiinde diinyaya hakim olmus bir tilkeden geldigimden,
Yerytizti Buytictleri’nin 6grettiklerinin diinyanin diger yerlerine
oranla muhtemelen en az sindirildigi yer olan Birlesik Devletler’deki
meslektaslarimi geri puiskiirtmek benim i¢in ¢zel bir 6nem tasidi.
1995'teki 4. Uluslararasi Istanbul Bienali'ni izleme imkanim
oldu ve bu bienalin kiiratorliik pratigim tizerinde muazzam bir et-
kisi oldu. Once hemen, o sergiye katilan, aralarinda Hale Tenger ve
Nedko Solakov’un da bulundugu gesitli gen¢ sanatgilarla calismaya
basladim. Balkanlar’daki savas devam ediyordu. Bolgeye hi¢ gitmemis
birisi olarak, o ¢atigsmayla dogrudan bir baglantim olamayacagini
duastintiyordum. Ama bienalde etrafim savasin devam ettigi cesitli
bolgelerden gelen birgok sanatginin yapitlariyla gevriliydi. Bu benim
i¢in olaganitistii derecede kuvvetli bir karsilasma oldu; 6yle ki, 8.
Uluslararas: Istanbul Bienali’nin kiiratérliigiinii yapmam istendiginde
ilk taleplerimden biri Osmanli Imparatorlugu’nun farkli koselerine
giderek bu ¢atismanin modern-oncesi koklerinin izini stirmek oldu.
Bu tiir projelerde kiiratoriin roliit hakkinda birkag soz soylemek ve
bu roliin 6nemli bir boyutunun altini ¢izmek istiyorum: Kiiratoriin
kamusal bir hizmet gerceklestiren birisi olarak iglevi. Kendimizi birer
entelektiiel addetmemiz, birer sanatsal tiretici olarak diisinmemiz
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8th International Istanbul Biennial, 2003
Poetic Justice

— Dan Cameron

I want to go back to the history of global exhibitions and touch on a
few points, one of the first being the importance for curators of my
generation of the 1989 exhibition Magiciens de la terre. In the last
couple of years, it has become increasingly clear to me that for the
new generation of curators, the notion of the global art exhibition is a
little dubious or dated. It is no longer universally accepted that global
art exhibitions are necessary as an important antidote to nationalist
and regionalist biases. That is not to say that there are not valid rea-
sons to be more locally or regionally focused in one’s investigations as
a curator, but the need for biennials to reach out to every corner of the
globe is as important now as it ever has been. From 1989 forward, for
example, I have never done a survey exhibition that was not dedicated
at least in part to examining the premises behind global art practice.
And I feel that as an American, coming from a country that was domi-
nant for much of the 20th century in the initial writing of the history
of exhibitions, it has been especially important to push back against
my colleagues in the United States, where the lessons of Magiciens de
Ia terre are probably less absorbed than anywhere else.

I was able to attend the 4th International Istanbul Biennial in
1995, and it had a very profound influence on my own practice. First, I
immediately started working with a few different younger artists who
were included in that exhibition, Hale Tenger and Nedko Solakov
among them. The war was going on in the Balkans. Never having
been there, I had felt that I could have no direct connection with that
conflict, but in the biennial I was surrounded by the work of several
artists who had come from the various regions of the war. For me this
was an extraordinarily powerful encounter, so much so that when I
was asked to come and do the 8th Istanbul Biennial, one of the first
requests I made was to go to different corners of the former Ottoman
Empire to trace the pre-modern roots of that conflict.

I want to say a couple of words about the role of the curator in
projects like these, and to underscore one important aspect: the func-
tion of the curator as a public servant. While it is very important that
we think of ourselves as intellectuals and see ourselves as artistic
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cok onemli ama temel sorumlulugumuz sadece alanimizdaki diger
caligsanlara degil, cagdas sanatla derin bir iliskisi olmayan insanlara
yonelik. Sanat tarihi veya felsefe egitimi alsin almasin insanlar,
kendilerine yardim edildigi, kendileriyle beraber c¢alisildig ve onlarla
yolun yarisinda bulusmaya istekli olundugu takdirde, gincel sanat1
anlayabilir, tadina varabilir ve bu sanatin tam anlamiyla bir pargasi
haline gelebilirler. Bir kiirator olarak en 6nemli iglevlerimden biri
sanati izleyici a¢isindan acik, algilanabilir ve anlagilir kilmaktur.

11 Eylual 2001’de New York’taydim, iki giin sonra Yuko
Hasegawa’nin bienalinin acilisina katilmak iizere Istanbul’a hareket
etmeyi planliyordum ama uguslar iptal edilmisti. Sonraki haftalarda
icimde hep bir catisma hissettim, ¢iinkii iilkemde cagdas Islam’in
terorizm ile baglantis1 hakkinda ¢ok fazla kirli bilgi dolagiyor ve koti
siyaset yapiliyor gibi geliyordu bana. Bu egilimin kargisinda elimden
geldigince saglam durmanin 6nemli oldugunu hissediyordum ama
9/11’den sonraki haftalarda, ikiz kulelerin yikildigi yerden dumanlarin
yiikselmeye devam edisini kendi gozlerimle izlerken, Istanbul’dan
bir telefon gelmesini ve Istanbul Bienali’'nin ilk Amerikal1 kiiratorii
olmamin teklif edilmesini kesinlikle beklemiyordum. Evet dememin
cok onemli bir yikiimlilik oldugunu ve bunu sadece bir onur ve-
silesi degil (ki elbette 6yleydi) ama ayni zamanda o donemde tizerinde
calistigim baz fikirleri kesfe girismek i¢in bir firsat olarak gormem
gerektigini fark ettim.

Benim bienalimin temasina giris tegkil edecek son birkag not:
Siyasete cok merakliyim, diinyanin neredeyse her yerindeki siyasi
gelismeleri takip ederim. Kendi tilkemin bile siyasetini anlamakta
baz1 giicliikler ¢ekiyorum, dolayisiyla bagka tilkelerin siyasetini kesfe
girismek cok daha sasirtici ama ayn1 zamanda aydinlatici olabiliyor.
Siyasi bir diizeyde, feminizmin ve bugtn dinya hakkinda kozmopolit
bir bakis a¢isin1 korumak icin temel 6énemde olan, farkli etnik yapilar
ve 1rksal kimliklerle ilgilenen entelektiiel soylemlerin, diigtiintis
bicimim tizerinde 6nemli bir etkisi oldu. Son olarak yine son derece
onemli bir noktaya deginmek istiyorum. Cinsel kimlik kavrami ve
diinyada etrafl1 bir sekilde ifade bulmus gey, lezbiyen, biseksiiel,
transsekstiel kimligin ortaya ¢ikisi, benlik bilinci ile ilgili ortak
gelisimimizde 6ncelikli bir rol oynadi.

Siirsel Adalet temasini bu fikirlerden bazilariyla ugragsmak i¢in
sectim. Yuko Hasegawa’'nin bienalinin baglangicinda gerceklesen
trajedinin ardindan 2003’te maalesef ¢ok daha biiyiik bir trajedi,
yani Amerika’nin liderlik ettigi giiclerin Irak’: isgali geldi. Savas:
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producers, our primary obligation is not just to other practitioners in
our field, but to people who do not have an in-depth relationship to
contemporary art. People, whether or not they have a background in
art history or philosophy, can understand and appreciate and involve
themselves fully in contemporary art if you help them, if you work
with them and are willing to meet them halfway. As a curator, one of
my most important functions is to make art clear, comprehensible,
and understandable to the viewer.

I was in New York on September 11, 2001, planning to leave for
Istanbul two days later for the opening of Yuko Hasegawa’s biennial,
but there were no flights. I felt very conflicted during the weeks fol-
lowing, because there seemed to be a lot of bad information circulat-
ing and bad politics unfolding in my country regarding the role of
contemporary Islam in terrorism. I felt it was important to take as
strong a stand as possible against that tendency, but I was certainly
not expecting to get a call from Istanbul in the weeks after 9/11, liter-
ally as T watched smoke continue to pour out of Ground Zero, asking
me if I would be the first American curator for the Istanbul Biennial.

I recognized that I had a very important obligation to say yes, and to
treat this not just as an honor—which of course it was—but also as an
opportunity to explore some ideas that I had been working with at that
time.

Some last notes as an introduction to the theme of my biennial.

I am a political junkie, and I follow politics almost everywhere in

the world. T have some difficulties understanding my own country’s
politics, so exploring other countries’ politics can be that much more
bewildering, but also enlightening. On a political level, feminism has
also been an important influence on my thinking, as have the intel-
lectual discourses dealing with different ethnicities and racial identi-
ties, which I believe are essential to maintaining a cosmopolitan view
in the world today. Last but far from least, sexual identity and the
emergence of a more profoundly realized gay, lesbian, bisexual, and
transsexual identity in the world is probably foremost in our collective
development of a consciousness of self.

I chose the theme Poetic Justice to address some of these ideas.
The tragedy that opened Yuko Hasegawa’s biennial was unfortunately
compounded by a much greater tragedy in 2003, namely the invasion
of Iraqg by American-led forces. The lies and fabricated intelligence that
fed the justifications of the war comprised the worst political catastro-
phe I have ever experienced close at hand, and I felt that as an Ameri-
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mesrulastirma ¢abalarini besleyen uydurma istihbarat ve yalanlar,
benim yakindan tecriibe ettigim en agir siyasi felakete sebep oldu; ben
de, isgalden 6nce halkinin ytizde 95’inin Irak’ta savasa karsi oldugu
bir tilkeye gelen bir Amerikali olarak, Amerika’nin Irak’ta ylurittaga
dis siyasete muhalefetimi arastirmamin anahtar referanslarindan biri
kilmamin temel 6nemde oldugunu disiindiim. George W. Bush’un
politikalarinin diinyay1 anlamak veya ¢oztimlemekle degil, dilnyaya
tek yanli bir adalet anlayig1 dayatmakla ilgili oldugu giderek daha da
acgik bir sekilde ortaya ¢ikinca, tiim entelektiiellerin bu diyaloga dahil
olmasi bir zorunluluk haline geldi. Irak savasi denen felaket bugiin
sekizinci yilina girmis durumda ve su anda yogunlugu azaliyormus ve
sonuna yaklasiliyormus gibi gortinse de tilke mahvolmus durumda,
ayrica bu savasin Amerika Birlesik Devletleri’nin diinyadaki itibari
tizerindeki etkisi son derece olumsuz oldu.

8. Uluslararasi Istanbul Bienali'ne katilan sanatcilardan biri,
maalesef 2004 yilinda aramizdan ayrilan Aborjin sanat¢i Michael
Riley’di. Riley, kentli Aborjin sanatgilar kusaginin iiyesiydi; Aborjin
kimligi ve Avustralya toplumu icerisinde bir tir esitlige ulasma mii-
cadelesi tizerine kavramsal fotograf ve film temelli caligmalar iretiyor-
du. Bienalin simgesi olan ve afiste de yer alan havada ucusan tek bir
tity imgesi onun katkisiydi. Bu tily benim goziimde kiiresel ¢atisma
caginda siirsel dustince ve ifadeyi hayatta tutma ¢abasinin ikilemini
(agir1 kirilganlik ve stiphe) yakalamay1 basariyordu.

Amerikali sanat¢i Ann Hamilton da benim pesinde oldugum
fikirlere dogrudan hitap ediyor. Hamilton bienal i¢in ¢ok sayida, son
derece biiytik ve yiiksek perdenin (dis1 mavi, i¢i beyaz) birkac dakikada
bir yer degistiren odams1 mekanlar olugturdugu biiytk bir yerlestirme
geligtirdi. Perdeler oday1 vurgulamiyor, aksine siirekli degisen bir
mimari mekani tanimliyordu. Hem sessiz hem de miizigin ruhunu
tasiyan bir tir danst1 bu.

Ankarali sanat¢i Can Altay Ankara’da, devletin sagladig: resmi
hizmetler arasinda yer almayan (sanirim bu durum bugin de degismis
degil) geri dontisiim konusu ile ilgili Kagit¢iyiz, dedi baslikli bir yapat
uretti. Belediye geri dontisim konusuyla ilgilenmese de bu mikro-
girisimcilerin kagit, cam ve plastik gibi ¢opleri yeniden satilabilir
ve pazarlanabilir hammaddeye dontistiirdigi kar getiren bir ugras.
Altay, varligimi kayith ekonomiye paralel strdiiren bu golge ekonomi-
yi aragtirdy; toplumun her tyesi, bu nise adim atip, geri dontisim
ihtiyacindan yeni bir endiistri yaratan bu insanlarin etkin mevcudi-
yetinin farkinda. Altay’in yerlestirmesindeki duvarlarin tamami geri
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can coming to a country where before the invasion the Turkish public
was about 95 percent opposed to the war in Iraq, it was essential for
me to make my own opposition to American foreign policy on Iraq one
of the key references in my investigation. As George W. Bush’s policies
became more clearly not about understanding or comprehending the
world but about imposing a kind of unilateral justice on that world, it
became essential for everyone in the intellectual community to enter
into this dialogue. The catastrophe that is the Iraq war is now in its
eighth year, and although it seems to be winding down, the country
has been shattered, and the legacy of the war on America’s stature in
the world has been extremely negative.

One of the artists included in the 8th Istanbul Biennial was
Michael Riley, an aboriginal artist in Australia who unfortunately
passed away in 2004. He was part of a new generation of urban
aboriginal artists; he created conceptual photographic and film-
based work dealing with aboriginal identity and the struggle to reach a
kind of equality within Australian society. He contributed the
biennial’s signature image of the single feather floating in the air. To
me, this feather captured the dilemma—the extreme fragility and
precariousness—of trying to sustain poetic thought and expression
in a time of global conflict.

The American artist Ann Hamilton is also someone whose work
spoke clearly to the ideas that I was going after. She developed a large
installation in which several very large, tall curtains—blue on the
outside and white on the inside—created roomlike spaces that shifted
every few minutes. Rather than accent the room, the curtains actually
defined a continually changing architectural space. It was a kind of a
dance, if you will—one that was silent and musical at the same time.

Can Altay from Ankara made a piece called We’re Papermen, he
said dealing with the issue of recycling in Ankara, which was not—
and I believe continues not to be—an official service provided by
the state. Nonetheless, it is a profitable enterprise in which micro-
entrepreneurs involve themselves in transforming trash—paper trash,
glass, and plastic—into resalable, marketable raw materials. Altay
investigated this shadow economy that exists parallel to the official
economy; everyone in the society is aware of the active presence of the
people who have stepped into this niche and created a new industry
out of the need for recycling. The walls of Altay’s installation were
all made of recycled paper, so the installation itself was kind of an
example of the premises he was developing.
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dontstirilmis kagittan imal edilmisti, dolayisiyla yerlestirmenin
kendisi de gelistirdigi nermenin bir 6rnegini olusturuyordu.

Xurban.net Tirkiyeli ve Amerikali sanat¢ilardan olugan bir
kolektif. Kolektifin tiyeleri, Korfez Savasi’'nin savag meydanlarina
gidip, petrol ambargosu sirasinda Irak’a girip ¢ikan kagak trtinlerin
trafigini incelemek istiyordu. Bu kagakgilik faaliyetinde kamyonlarin
altina monte edilen, hepsi birer dahiyane pratik zeka tirtinii olan
ozel yapim ¢elik depolar kullaniliyordu. Ambargo kalktiktan sonra
bu 6zel depolar kamyonlardan sokiilerek araziye rastgele birakildi.
Xurban.net bolgeye giderek bu “bulunmus heykeller”den bazilarini
toplads, Istanbul’a getirdi ve dogal arazinin kacak petrol ve mal ticareti
araciligryla dontstimii Gizerine bir yerlestirme olugturdu. O donemde
diinya bu faaliyetin heniiz farkinda degildi.

Antrepo binasini, iist ve alt kat olarak iki kisma ayirdik. Ust kat
dogal 1s1k aliyordu. Alt katta ise 15181 kistik ve video ¢aligmalarinin
cogunun sergilendigi yar1 karanlik bir bolge olusturduk. Bunu boyle
yapmak istememin sebebi, aydinlatilmig ve aydinlatilmamis mekanlar
arasinda dolasmanin izleyicide bir tiir fizyolojik ve psikolojik huzur-
suzluk yarattig1 cok sayida sergi gezmis olmamdi. Eger izleyicinin bir
video projeksiyon alanindan bir digerine hareket edebildigi bir mekin
yaratabilirsek belki bu rahatsizlik hissinin tistesinden gelebiliriz diye
distindim.

Monica Bonvicini, bu fikirleri goz éniinde bulundurarak, Ce-
henneme Merdiven adli bir yerlestirme yaratt1. Ust katin merdiven
sahanligini gevreleyen kursun gegirmez cama balyozla darbeler indiren
sanatcl, tim camlar pargalayarak carpici bir ¢atlak etkisi olusturdu.
Izleyicilerin merdivenlerden inerken icinden gectigi “cehennem”
gecidi, dekoratif bir islev goren ama aynmi zamanda son derece belirgin
bir sadomazosist etki yaratan agir metal zincirler ile stisltyda.

Ayasofya’y1 da bir bienal mekani olarak kullanma firsatimiz
vardi ve bir¢cok sanat¢i bu mekéan i¢in 6zellikle tasarladiklar
yerlestirmeler yaratti. Bangkoklu bir sanat¢i olan Araya Rasdjarm-
rearnsook, yapitlarinda Budist pratikle, ozellikle de yagsayanlarin
olulerle iligkisiyle ilgileniyor. Sanatci, bu iki diinya arasindaki bosluga
bir koprii kurmak amaciyla morglar ziyaret etti ve yakin zamanda
hayatin1 kaybedenler icin siirler yazdi. Bienal agiliginin iyice yaklastig
bir zamanda, bu yapitin Ayasofya’da sergilenmesine izin verilmeyecegi
soylendi. Yonetimle bir¢ok toplanti yaparak yapitin dini boyutlarini
acgikladik, sonug olarak yetkililer mekéanda ceset videolarinin
gosterilecegi fikrine aligtilar.
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Xurban.net is a Turkish-American collaborative group. Their
desire was to go to the battlegrounds of the former Gulf War to
examine the smuggling of materials in and out of Iraq during the oil
embargo. The smuggling happened by way of ingenious storage devices
attached to the undersides of trucks. When the oil embargo was lifted,
all of these storage devices were simply abandoned in the landscape.
Xurban.net went to the region, recovered some of these “found sculp-
tures,” brought them back, and created an installation about the trans-
formation of the natural landscape through smuggled oil and goods at a
time when this activity was mostly still unknown to the larger world.

We divided the Antrepo building into two areas, top and bottom.
The top was open to natural light. On the lower floor we dimmed the
light and created an area of semidarkness in which most of the video
works were presented. I wanted to do this because I had been to many,
many exhibitions in which moving in and out of lit and unlit spaces
created a kind of psychological and physiological restlessness in the
viewer. I thought that perhaps if we created a space in which you
simply moved from one video projection space into another, we could
avoid that sense of disturbance.

With this in mind, Monica Bonvicini created an installation called
Stairway to Hell. Bulletproof glass ringed the stairwell on the upper
floor, and the artist took a sledgehammer and smashed all the win-
dows, giving them this dramatic crackled effect. As visitors descended
the stairwell, the passage into “hell” was adorned with heavy-gauge
metal chains that functioned decoratively, but also very specifically as
a sadomasochistic element.

We were able to use Hagia Sophia as part of the biennial, and
several of the artists created very specific installations for it. Araya
Rasdjarmrearnsook, an artist from Bangkok, deals in her work with
Buddhist practice, in particular the relationship of the living to the
dead. In an effort to try and bridge the gap between the two, the artist
went to morgues and created poetry for the recently deceased. We
were told in the weeks leading up to the biennial that this work was
not permitted to be presented in Hagia Sophia. Several meetings with
the administration ensued, during which we explained the religious
aspects of the work, which made the authorities much more comfort-
able with the idea of videos of corpses.

Some of the most successful projects in Poetic Justice were created
in exterior spaces. Mike Nelson from the United Kingdom created a
fictitious photographer’s studio in an old inn in the old center of the

157

Remembering Istanbul | ypuwpmpH n,[nquvisy



Siirsel Adalet’teki en basarili projelerden bazilari dig mekanda
gerceklestirildi. Birlesik Krallik’tan Mike Nelson sehrin daha az
ugranan eski bolgelerinden birinde, tarihi bir handa kurgusal bir
fotografei stiidyosu olugturdu. Bu yapit bienalin diger mekéanlarindan
herhangi birine yakin degildi ve izleyicilerin durup yol sormalari,
yapiti bulmak i¢in uzun zaman harcamalan gerekiyordu. Mekana
vardiktan sonra ise, iceri girebilmek icin yandaki ¢ay ocagina gidip
anahtar istemeleri ve iceri kendi baslarina girmeleri gerekiyordu. Nasil
kurgusal fotograf¢inin belgeledigi diinya izleyiciye asla var olmamasg
bir diinya gibi geliyorsa, biitiin bu zaman boyunca kaybolma veya
yapit1 bulamama ihtimalleri de yapatla ilgili deneyimin bir pargas:
haline geliyordu.

Roma’dan gelen sanatci Bruna Esposito, bir ¢ocuk bilim merkezi
icin ekolojik tuvalet tasarladi. Bienalin ana temasinin biraz disinda
kalan bu yapit, dylesine bilimsel ve egitsel bir hava tasiyordu ki,
izleyicilerin ¢ogu bunun sanatsal bir tiretim oldugundan bihaberdi.
Ancak bu yapit, hayal edebileceginiz en zarif tuvaletlerden biriydi ve
digkiy1 giibreye dontstiiriiyor olmasi ziyaret eden ¢ogu ¢ocuk i¢in bu
yapit1 6nemli bir bilim 6rnegi haline getirdi.

Icinde yasadiginiz daireyle Cildo Meireles’in Istiklal Caddesi'nde
inga ettigi dort odali apartman dairesi (Evsiz Ev) arasindaki fark onun
dort odasinin bir kavsagin dort ayr kosesine insa edilmis olmasiyds;
yani banyodan yatak odasina veya mutfaktan oturma odasina gegmek
icin disar1 ¢ikmaniz ve sokaktan karsiya gegmeniz gerekiyordu. Odalar
sanat¢inin basta istedigi gibi glinde 24 saat acik kalamiyordu, ancak
giindiiz saatlerinde aciktilar. Odalara girip ¢ikanlar, tamamen kamusal
alanda yer alan 6zel bir ev i¢i ortaminda bulunmanin son derece
tuhaf deneyimini yasiyorlardi. Bir 6zel alandan digerine ge¢cmek igin
dogrudan kamusal alana dalmak gerekiyordu.

Doris Salcedo’nun yapitinin amaci goriinmez durumlar elle tutu-
lur hale getirmekti. Salcedo, savas ile savagsizlik halleri arasindaki
saptanamayan sinir hakkinda bir yapit olusturmak istiyordu. Bir
hiitkiimet savasa giderken tilkenin vatandaglari bazen olup bitenden
en son haberdar olur; Salcedo’nun yapiti da mutlak kaos ile dayatilan
diizen arasindaki son derece hassas dengenin izini siirtyordu. Sanirim
o0 yapitin dretimi sirasinda bolgenin ikinci el sandalye piyasasini
kurutmayi basardik, toplam 1550 sandalye satin aldik. Salcedo iki
bina arasina gizli bir striktir tasarladi, bu sayede sandalyeler rastgele
sikigivermis gibi duruyordu ama aslinda yap1 son derece saglam ve
titizce tasarlanmigti. Yapita karsidan baktiginizda, goztintzde ¢oken
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city. The work was not near any of the other sites, and prospective
viewers actually had to stop and ask people along the way, and spend a
lot of time finding the piece. Once they arrived at the site, in order to
access the space itself, they had to approach the owner of an adjacent
tea shop, ask for the key, and let themselves in. The whole time the
possibility of being lost and not finding the work was actually folded
into the experience of the work itself, just as the world documented
by the fictitious photographer seemed like one that possibly never
existed.

Bruna Esposito is an artist from Rome who created an ecological
toilet in the children’s science center. It was a little bit removed from
the center of the biennial, and a lot of people who saw it had no idea
that it was an artistic production because it seemed so straightforward-
ly scientific and educational. But it was one of the most elegant toilets
you could ever imagine visiting, and the fact that it was recycling,
turning waste into compost, made it an important science illustration
for many of the children who visited.

The difference between a usual apartment and Cildo Meireles’s
four-room apartment (Homeless Home), built on Istiklal Caddesi,
was that his four rooms were on four different corners of an intersec-
tion, so to get from the bathroom to the bedroom or from the kitchen
to the living room you had to go outside and cross the street. The
rooms themselves were not open 24 hours a day, as the artist origi-
nally intended, but they were open during the daylight hours. People
wandering in and out of the rooms found themselves in this very
curious situation of being in a private domestic environment that was
in an entirely public space. Passing from one private space to another
required immersing yourself directly in the public zone.

Doris Salcedo’s work is about making invisible situations tangible.
She wanted to make a work about the undetectable borderline between
war and non-war. When a government is moving toward a war, the citi-
zens are sometimes the last to know what is happening, and her work
traced this very delicate balance between absolute chaos and imposed
order. I think we cornered the regional market on used wooden chairs
at that point, 1,550 in all. Salcedo created a hidden armature so that all
the chairs seemed to be jammed together in a random way, but in fact
the structure was extremely sturdy and precise. When you viewed the
work face-on, you had this vision of a collapsing world. But when you
viewed it from the side, you realized that the work was so intricately
created that it stayed completely flush with the walls around it. This
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bir diinya imgesi canlaniyordu. Ancak yandan baktiginizda, yapitin
etrafindaki duvarlarla ayni hizada yer alacak sekilde, sasirtici bir has-
sasiyetle tasarlandigini anliyordunuz. Yapidaki bu buytik prezisyon
fikri ile her an gerceklesebilecek ¢Okiis veya felaket hissinin zitligi cok
gliclii bir etki uyandiriyordu.

Konusmamin sonuna gelirken, bir yanda kiiresel siyaset ve
ekonomi, diger yanda cinsiyet, irk ve cinsellik arasinda gercekten
de ic ice bir iligki oldugu diisiincesini 6nermek istiyorum. Bence
bunlarin hepsi, 1990’larda 6ne ¢ikan kiratorlerin ilgilenmek zorunda
hissettikleri biitiintin parcalari. Yeni bir ktratorler kusaginin ¢ikip,
“ne yapalim, onlar sizin kusagin 6ncelikleriydi ama bizim degil,”
demesi ne kadar gegerliyse, dinyanin farkli bolgelerinin birbirinden
uzaklagmaya devam ettigi gercegi de benim icin gegerliligini koruyor.
Diinyanin ekonomik agidan imtiyazli bolgeleriyle ekonomik agidan
mahrum birakilmis bolgeleri arasinda yerlesik bir kiiltirel aligveris
yolu bulunmamaktadir.

Sanirim bu dengesizligi ortadan kaldirmak icin bir sey yapmaya
ve sanat diinyasinin, en zengin tilkelerin diinyanin geri kalanina
sirtint dondiga bir yer olmadigini gostermeye ¢alismak kiiratorlere
dastyor. Bunun ironik bir tarafi oldugunu da distintiyorum, ¢iinki
dinyanin en mahrum birakilmis bolgelerine ulagsmak icin bir biitceye
ihtiyaciniz var. Ancak, seyahat biitceleri hazir ve 6nemli kurumlarla
baglantili bazi meslektaglarimin aramizda gegen konusmalarda, Sdao
Paulo Bienali veya Gwangju Bienali'nin Berlin Bienali veya Lyon Bi-
enali veya Venedik Bienali kadar énemli oldugu fikrine direndiklerine
de tanik oluyorum. Diinya tizerinde belli bir ¢cevre giiclendiriliyor
ve bu bana Magiciens de la terre 6ncesi bir ¢evre gibi gorintiyor.
Belki abartiyorum ama beni kaygilandiran Brezilya veya Giiney
Kore’ye yapilacak bir yolculugun parasinin ne yolla saglanacag degil,
dinyanin farkli bolgelerindeki sanat¢ilarin ne yaptigina dair gozle
gorilir bir ilgi azalmasi.

2003 yilinda, diinyanin jeopolitik durumundan kaynaklanan
gliclii bir motivasyonla, bir bienalde diinyanin tiim farkliliklarinin
tek bir semsiye altinda bir araya getirilebilecegine, bunun sonucun-
da da siyasi farkliliklara sahip kisilerin bunlar1 bir kenara birakip
sanat araciligiyla ortak bir zemin bulabilecegine dair neredeyse naif,
uatopyaci bir diigtince boyutunun var oldugunu fark ettim. Bununla
beraber, burnumuzun dibindeki yerel siyasi durumu gozden kagirma
riski de var, bunu da ancak niianslar ayirt edebilirseniz fark edersi-
niz. Bu diisiinceye bir tiir panzehir olarak, Istanbul’dan kalkip New
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idea of great precision in construction contrasting with the notion of
impending collapse or doom exerted a very powerful effect.

In closing, I want to propose that there really is an interconnected
relationship between global politics and economics on the one hand,
and gender, race, and sexuality on the other. I think these are all part
of one package that curators who emerged in the 1990s really felt they
had to tackle. As much as it is perfectly valid when a new generation
of curators enters and says, “Well, that was your generation’s priori-
ties, but it’s not ours,” what remains valid for me is that regions of
the world continue to drift apart from one another. The economically
enfranchised parts of the world and the economically disenfranchised
parts of the world do not have an established means of cultural
exchange.

I think it falls to curators to try to address that imbalance, and
to try and affirm that the art world is not a place where the richest
countries stack the odds in their own favor and disregard the rest of
the world. I also think it is ironic, because in order to get to the most
disenfranchised parts of the world, you need a budget. But I have had
conversations with my peers who have travel budgets and who are
affiliated with important institutions, who resist the idea that the
Bienal de Sdo Paulo or the Gwangju Biennale is as important as the
Berlin Biennale or the Biennale de Lyon or the Venice Biennale. A
certain circumference of the world is reinforced, and it looks like a
pre-Magiciens de la terre circumference. I might be overstating it, but
what concerns me is not the question of the mechanics of paying for a
trip to Brazil or South Korea, but a marked diminishment in curiosity
about what artists in the other parts of the world are doing.

In 2003, being very motivated by the world geopolitical situation,
I also became aware that there is an almost naive, utopian dimension
to thinking that in a biennial you can actually bring all the differences
of the world together under one umbrella, so that people who do have
political differences can possibly set them aside and find some kind of
common terrain through art. At the same time, you also run the risk
of overlooking just how much the local political situation is actually
right there in front of you, if only you are able to detect the nuances.
As a kind of antidote to that thinking, I went from Istanbul almost
directly into a situation in New Orleans where everything that I have
been doing for the past several years is entirely about local politics,
and dealing with this street-level reality.

As I think is widely known, the city of New Orleans was almost
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Orleans’taki bir durumun neredeyse dogrudan icine daldim: Son birkag
yildir bu sehirde yaptigim hersey tamamen yerel siyaset ile ve sokak
seviyesindeki gerceklikle iligkili.

Cogu kisinin bildigi tizere, New Orleans sehri 2005 yilinda
neredeyse yok oldu; bunun sebebinin kasirga oldugunu séylemek tam
olarak dogru olmaz. Sehri asil yok eden yetersiz malzemeyle insa
edilmis ve bakimi yapilmayan bir set sisteminden kaynaklanan, insan
elinden ¢ikma bir felaketti. Hayatinin yarisi boyunca New Orleans’la
duygusal ve ruhsal ag¢idan son derece yakin bir bag kurmus birisi
olarak, felaketin ardindan bir kurumun korumas:i i¢inde ¢alismaktan
vazgecmeye ve Birlesik Devletler’in ilk uluslararasi bienalinin
kontagini agmaya karar verdim. Uluslararasi bienal modelini kucak-
layacak ilk tlkelerden olmasi beklenecek Birlesik Devletler’de bunun
hig¢ gergeklesmemis olmas: tuhaftir. Dolayisiyla bienaller hakkindaki
kendi fikirlerimi ve tutkularimi ige kosmaya ve cogumuzun hakkinda
son derece karigik hislere sahip oldugu uluslararasi sanat turizminin,
diismiis bir sehri canlandirmaya ve tekrar ayaga kalkmasina yardim
etmeye yarayip yarayamayacagini géormeye karar verdim. Boylelikle
10 y1l stirecek ve uluslararasi sanat diinyasinin New Orleans’1 kurtar-
maya gelip gelmeyecegini, disaridan gelip sehri bastan asag: degistirip
degistiremeyecegini ve New Orleans’in diinya kiiltiirii acisindan
degerini anlayip anlamayacagini gorecegim bir deneye giristim.

Dolayisiyla, ne diilnyanin sanat araciligiyla bir araya gelebilecegi
fikrini ne de sanatin siyasi, kiiltiirel, irksal ve simifsal farkliliklarla
siyasi olmayan yollarla yiizlesmenin ve bunlarin tistesinden gelmenin
bir yolu oldugu fikrini bir kenara biraktim. Ayrica, bir kiiratérin
toplumsal dokuyu etkin sekilde degistirmek konusunda ne kadar et-
kili olabilecegini gormeye calisarak, aktivist bir konumla 6ncekinden
bile daha yakindan iligkili hale geldigimi dastntyorum.

DAN CAMERON (1956) ABD Bienali'nin kurucusu ve sanat yonetmeni, New Orleans’ta yasiyor
ve calistyor. 2007 ile 2010 yillar: arasinda, Luis Cruz Azaceta, Tony Feher ve Peter Saul’un kisisel
projelerini sundugu ve Something from Nothing (Hicbir Seyden Bir Seye, 2008), Previously on Pi-
ety (Onceleri Dindarlik Uzerine, 2009), Interplay (Etkilesim, 2010) ve Hot Up Here (Sicak Burasi,
2009) baglikli karma sergileri diizenledigi New Orleans Cagdas Sanat Merkezi'nin gorsel sanat
direktorltgiing yirittii. Cameron, 1995 ile 2006 yillari arasinda New York New Museum’in bas
kiiratorii olarak gorev yapti. 8. Istanbul Bienali'nin (2003) kiiratérligiinii yapti, 2006’da Dirty Yoga
(Kirli Yoga) baglikli 10. Taipei Bienali'ni dtizenleyen ekipte yer aldi. New York Gorsel Sanatlar
Okulu'nun akademik kadrosunda yer almaktadir.
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destroyed in 2005, not by a hurricane exactly, but by a human-made
disaster in the form of an insufficiently built and maintained levee
system. As someone who has been very, very emotionally and spiri-
tually involved with New Orleans for half of my life, at that point

I decided to stop working inside the protection of an institution, and
jump-start the United States’ first international biennial. It is odd
that the U.S., which should have been one of the first countries to
embrace the international biennial model, never has. So I decided to
put my own ideas and my own ambitions about biennials to work,

to see whether international art tourism—something many of us have
very mixed feelings about—can revitalize a city that has been knocked
down and help raise it back up again. In so doing, I embarked on a
10-year experiment to see if the international art world can come

to New Orleans’s rescue, change the city in a very dramatic way from
the outside in, and recognize the value of New Orleans in terms of
world culture.

So I have not set aside the idea that the world can come together
through art, nor have I set aside the idea that art is a way of en-
countering and negotiating political and cultural and racial and class
differences through nonpolitical means. And at the same time I think
I have become even more interested in the activist position, in see-
ing just how much a curator can be involved in actively changing the
social fabric.

DAN CAMERON (1956 is the founder and artistic director of the U.S. Biennial, based in New

Orleans. From 2007 to 2010 he was director of visual arts for the Contemporary Arts Center, New

Orleans, where he presented solo projects by Luis Cruz Azaceta, Tony Feher, and Peter Saul, as

well as the group exhibitions Something from Nothing (2008), Previously on Piety (2009), Inter-

play (2010), and Hot Up Here (2009). Cameron was senior curator at the New Museum in New

York from 1995 to 2006. He curated the 8th Istanbul Biennial (2003), and in 2006 co-organized the
10th Taipei Biennial, Dirty Yoga. He is on the faculty of the School of Visual Arts, New York.
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8th International Istanbul Biennial

BIENAL BASLIGI / TITLE
Siirsel Adalet / Poetic Justice

SEPTEMBER 20 EYLUL-NOVEMBER 16 KASIM 2003

KURATOR / CURATOR Dan Cameron

MEKANLAR / VENUES
Antrepo no. 4

Tophane-i Amire Kiiltiir Merkezi / Tophane-i Amire Cultural Center
Ayasofya Miizesi / Hagia Sophia Museum
Yerebatan Sarnici / Yerebatan Cistern

Platform Garanti Giincel Sanat Merkezi / Platform Garanti Contemporary

Art Center

Kamusal Alan Projeleri / Public Space Projects

SANATCILAR / ARTISTS
Can Altay
David Altmejd
Alexander Apostol
Knut Asdam
Kutlug Ataman
Fikret Atay
Txomin Badiola
Zarina Bhimji
Monica Bonvicini
Tania Bruguera
Fernando Bryce
Gerard Byrne
Alberto Casado
Filipa César
Taner Ceylan
Csorgo Attila
Minerva Cuevas
Ergin Cavusoglu
Danica Daki¢
Stephen Dean
Willie Doherty
Cevdet Erek &
Emre Baykal
Esra Ersen
Bruna Esposito
Tony Feher
Dora Garcia
Kendell Geers
Ann Hamilton
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Trenton Doyle Hancock
Runa Islam

Emily Jacir

Jung Yeondoo
Shahram Karimi
Hassan Khan

Kim Beom

Lucia Koch

Andreja Kuluncié¢
Surasi Kusolwong
Annika Larsson
Nikki S. Lee

José Legaspi

Rogelio Lopez Cuenca
Liisa Lounila

Jorge Macchi

DeAnna Maganias
Nalini Malani
Marepe

Marlene McCarty
Julie Mehretu

Cildo Meireles

Bjorn Melhus
Aernout Mik
Zwelethu Mthethwa
Mike Nelson

Jun Nguyen-Hatsushiba
Paul Noble

Jockum Nordstrém

Walter Obholzer

Oda Projesi

Marcel Odenbach
Yoshua Okon

Raquel Ormella

Ozawa Tsuyoshi

Bruno Peinado
Marijetica Potrc

Araya Rasdjarmrearnsook
Michael Riley

Anri Sala

Doris Salcedo

Seifollah Samadian
Peter Sarkisian

Efrat Shvily

Shahzia Sikander

Song Dong

Monika Sosnowska
Jennifer Steinkamp
Sugito Hiroshi

Suh Do-Ho

Fiona Tan

Pascale Marthine Tayou
Lina Theodorou

Milica Tomi¢

Uri Tzaig & Avi Shaham
xurban.net

Jasmila Zbani¢

poetic justice

YAYINLAR / PUBLICATIONS

8B Katalogu / 8B Catalogue

Sayfa sayis1 / Number of pages: 296

Basim tarihi / Date of publication: 2003

Baskiya hazirlayan / Editor: Efza Evrengil

Metinler / Texts by Dan Cameron, Araya Rasdjarmrearnsook, Arundhati Roy,
Trenton Doyle Hancock, Ariel Dorfman, Kendell Geers, Orhan Pamuk

8B+ Katalogu / 8B+ Catalogue

Sayfa sayis1 / Number of pages: 196
Basim tarihi / Date of publication: 2005
Metin / Text by Dan Cameron
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Can Altay

Kagit¢ryiz, dedi, 2003
Yerlestirme, 4 numarali Antrepo
Fotograf: Elio Montanari, IKSV Arsivi

Can Altay
We’re Papermen, he said, 2003

Installation, Antrepo no. 4

Photography: Elio Montanari, IKSV Archives

Monica Bonvicini

Cehenneme Merdiven, 2003

4 numarali Antrepo

Sanatgi, Emi Fontana Gallery, Milano, Anton
Kern Gallery, New York, Galerie chouakri
brahms, Berlin izniyle

Fotograf: Muammer Yanmaz, iKSV Arsivi
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Monica Bonvicini

Stairway to Hell, 2003

Antrepo no. 4

Courtesy the artist, Emi Fontana Gallery,
Milan, Anton Kern Gallery, New York,
Galerie chouakri brahms, Berlin
Photography: Muammer Yanmaz, iKSV
Archives

Ann Hamilton

Yakariglar, 2003

4 numarali Antrepo

Sanatg1 ve Sean Kelly Gallery, New York
izniyle

Fotograf: Muammer Yanmaz, IKSV Arsivi

Ann Hamilton

Appeals, 2003

Antrepo no. 4

Courtesy the artist and Sean Kelly Gallery,
New York

Photograph: Muammer Yanmaz, IKSV
Archives

Bruna Esposito
Dogal giibre tuvaleti, 2003

Deneme Bilim Merkezi, iTU (8. Uluslararast

istanbul Bienali yapimi)
Fotograf: Elio Montanari, IKSV Arsivi

Bruna Esposito
Public composting toilet, 2003

Science Center, ITU (produced by 8th Interna-

tional Istanbul Biennial)

Photography: Elio Montanari, IKSV Archives
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Cildo Meireles

Evsiz Ev, 2003

Kamusal alan projesi

1/4: Mutfak, 2/4: Yatak odasi, 3/4: Banyo,
4/4: Oturma odas1, Bu yapit Yapi Merkezi
tarafindan projelendirilerek insa edilmistir
Fotograf: Elio Montanari, [KSV Arsivi

Cildo Meireles

Homeless Home, 2003

Public space project

1/4: Kitchen, 2/4: Bedroom, 3/4: Bathroom,
4/4: Living room; the project and the
construction are realized by Yap: Merkezi
Photography: Elio Montanari, IKSV
Archives

Mike Nelson

Isimsiz, 2003

Yerlestirme, Biiyiik Valide Han, Mercan
Fotograf: Muammer Yanmaz, iKSV Arsivi
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Mike Nelson

Untitled, 2003

Installation, Biiyiik Valide Han, Mercan
Photography: Muammer Yanmaz, iKSV
Archives

Araya Rasdjarmrearnsook
Yasiyorum, 2002

Video, Ayasofya Miizesi

Fotograf: Muammer Yanmaz, IKSV Arsivi

Araya Rasdjarmrearnsook

I'm living, 2002

Video, Hagia Sophia Museum
Photography: Muammer Yanmaz, IKSV
Archives

Michael Riley

Imparatorluk, 1997

DVD'ye aktarilmis 35-mm film, M.S.U.
Tophane-i Amire Kiiltiir Merkezi
Fotograf: Muammer Yanmaz, iIKSV Arsivi

Michael Riley
Empire, 1997

35-mm film transferred to DVD, M.S.U.

Tophane-i Amire Cultural Center
Photography: Muammer Yanmaz, IKSV
Archives
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9. Uluslararas1 Istanbul Bienali, 2005
Istanbul

— Vasif Kortun

Guinaydin. Size daha 6nce kiratorlagini yaptigim 1992/deki 3.
Uluslararas: Istanbul Bienali deneyimimden bahsetmistim, simdi ise
2005’teki 9. Istanbul Bienali’nin kiiratorliigii deneyiminden bahsede-
cegim. Eg kiiratoriim ve yol arkadasim Charles Esche bugiin burada
degil, dolayisiyla onun adina ve iki asistan kiiratoriimiiz November
Paynter ve Esra Sarigedik adina da konusacagim.

Projeyi tstlendigimizde, bir kurum olarak bienalin perde arkasin-
da neler olup bittigini bilmiyorduk. Dan Cameron bu hikayeyi kendi
agisindan anlatti, ama biz toplu bir travmaya ugramisg, herhangi bir
konuda karar almaktan aciz bir ekiple karsilastik. Bienal direktortiniin
igsine 8. bienalde biitge ¢ok asildigi i¢in son verilmisti. Bienal daha
genis bir festivaller dizisinin bir pargasidir ve tarihsel olarak bakildi-
ginda mali acidan bir kara delik, vakaf personelini —6zellikle de yaz
ortasindan yaz sonuna kadar- ¢cok yoran, sahipsiz bir proje olagelmistir.
Bienal ofisinin personeli yetersizdir ve bu ofis karmagik bir biirokratik
yapinin parcasidir. Isler her zaman istediginiz gibi gitmez. Bunun
yam sira tabii ki bir de hep disaridan birisini, bir yabanciy1 kiirator
olarak gorevlendirmeleri durumu vardir, bu da kendine gore bircok
karmasiklik yaratiyor. Biz de, énceki bienallerde hepimizin yaptig
gibi, isimizi hallettik, ama bienal ofisi ile hi¢ de mutlu bir evlilik
degildi, olmasinmi da beklemek zor. Bizim 2005’te getirdigimiz ¢oziim,
Platform Garanti Giincel Sanat Merkezi’'nde bir hayalet ofis, bir
paralel ofis kurmak oldu, organizasyonun ve yonetimin biiytiik kismini
da buradan yurittik.

Benim goziimde 2005 bienali 1992’de baslayan maceranin bir
devamu gibiydi. Kendi pratigim acisindan megalopolis meselesiyle basa
cikmaya ¢alisiyordum. 2001’de Proje4L'de Yerlesmek baslikli bir proje
gerceklestirdim, bu projenin ardindan da baslangi¢ noktasi bir sekilde
Istanbul olan bir dizi proje, roportaj, atolye ve metin geldi. Bunun yani
sira Charles ve ben, daha genis bir tarihsel yoriingede sehrin bolgesel,
toplumsal ve siyasi potansiyeline de ilgi duyuyorduk.

Istanbul baslikli 2005 Istanbul Bienali sadece bir sergi degil, ayn1
zamanda bir sablondu. Calisip ¢calismayacagini gormek lizere dene-
digimiz bir modeldi. Onerdigimiz bu yeni sablonun temel 6zellikleri
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9th International Istanbul Biennial, 2005
Istanbul

— Vasif Kortun

Good morning. I spoke to you earlier about my experience curating
the 3rd International Istanbul Biennial in 1992, and now I will speak
about curating the 9th Istanbul Biennial in 2005. It was a very different
kind of animal. My co-curator and better half, Charles Esche, is not
here today, so I will speak for him. And for our two assistant curators,
November Paynter and Esra Sarigedik. Probably they were our better
halves!

When we took over the project, we did not know the inside story
of the biennial as an institution. Dan Cameron has his version, but
what we saw was a traumatized team, unable to make a decision about
anything at all. The director of the biennial had been let go because
of a major budget overrun in the 8th edition. The biennial is part of a
larger cycle of festivals and has historically been an orphan, a financial
drain, a project that taxes the staff of the foundation, especially in the
mid- to late summer. The biennial office is understaffed and part of a
complex bureaucratic structure. Things don’t always go as you want
them to. And there is of course the fact that they are always hiring
someone from outside, an outsider, to be the curator, so that creates
a lot of complexities. We managed, as we all did during our respective
editions, but it is never an easy marriage with the biennial office, and
it is hard to expect it to be so. Our solution to the challenge in 2005
was to actually structure a ghost office, a parallel office, at Platform
Garanti Contemporary Art Center here in the city, and take care of
much of the organization and management from there.

I regarded the 2005 edition as a kind of continuation of the saga
that began in 1992. In terms of my practice, I was trying to deal with
the question of the megalopolis. In 2001 I did a project at Proje4L
called Becoming a Place, and that was followed by a range of projects,
interviews, workshops, and writings that all somehow took Istanbul
as a premise. There was also Charles’s and my concern about the
city’s regional, social, and political promise within a wider historical
trajectory.

Istanbul, the Istanbul Biennial of 2005, was not only an exhibi-
tion, but also a template. It was a model we tried out, to test whether
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nelerdi? Biri, tamamen acilisa odaklanmaktansa bienali gergekten iki
yila yaymakti. Projeyi baglangi¢ tarihinin 6ncesi ve sonrasina dogru bi-
rer yil esnettik, sadece Istanbul’da degil, baska yerlerde de. Bir olgu, bir
etkinlik olarak sergi, projemizin sadece bir parcasiydi. Bir varis noktasi
degil; yol boyunca ugradigimiz duraklardan (biiyiik de olsa) sadece
biriydi.

Ikinci fikir sergiyi tekrar sehrin icine yerlestirmekti —gercek,
yasayan sehrin. 2005'te turist sehri hentliz yasayan sehrin alanina, yani
Galata, Beyoglu, Taksim’e kadar olan tiim bolge ve Tophane hattina
kadar ilerlememisti. Bizden 6nceki biittin kiiratorler gibi biz de mekan
aramaya basladik. Onceki kiiratorler mekan avina ¢ikip, mekani
bulunca projeyi mekina uydurmaya calismislardi. 1992'de 3. Istanbul
Bienali’ni yaptigim Feshane’de yakin zamanda gerceklestirilen
restorasyonun sonuglari olan mermer yer kaplamalarini ve Turk-
Islam sentezini goriince kanim donmustu. Diger bir mekan, Camialt:
Tersanesi, bienal i¢in almay1 neredeyse basardigimiz sahane bir
mekandi. Dev bir tersane olarak biiytik bir 6neme sahipti ve tim
projeyi yerlestirebilecegimiz kadar buiytiktii. Sehirde suyun tstiindeki,
yani Bogaz’da veya Halic¢’teki tiim mekénlarin halk adina ordu ya da
devlet tekelleri tarafindan kullanildigini fark ettik. Bunlar kamu adina
ama kamunun erisiminin olmadig mekanlardi. Bienalde kullanmak
tizere kiralamaya calistigimiz tiim buyiik mekanlar 6zellegtirilmek
tizereydi, kisa zaman sonra bu mekanlara erisim imkansiz olacakti.

Bu mekanlar bizim kullanimiza agmak bu siirecten sorumlularin
cikarlarina uygun olmayacakti, ¢tinki bienalde kullanilan binalar
kamu bilincinde yer edinecek ve 6zellestirme tartismaya acilacakti.
Sehir, sergiden daha hizli hareket ediyordu.

Belediye TRT2 binasinin eskiden fuar alani olarak kullanilan
zemin katlarini bize verecegine dair sozlii teminatta bulunmustu,
ancak sozlerinde durmadilar. Demiréren binasina baktik, bize ingaata
baslanacagini soylediler, ama ingaata bunu bize sdylemelerinden bes
yil sonra baslandi. Ama sonra, sonunda hayalimizdeki binay1 bulduk!
Orhan Pamuk’un Kara Kitap’indan aldigimiz ilhamla tiim sergiyi ye-
raltinda, simdi Sishane metro durag: olan yerde gerceklestirmeye karar
verdik. Belediyeyle yine anlastik ve anlagma yine onlar tarafindan geri
cekildi, bu sefer sergi acilmadan bes ay 6nce. Mazeretleri, duragi isler
hale getirmek istemeleriydi. Nihayet bu amacla ¢alismaya basladikla-
rinda bize bunu séylemelerinin tizerinden ti¢ bucuk y1l gegmisti. Biz
ise sifirdan baslamak zorunda kaldik.

Aklimiza film yapimi hazirliklarinda uygulanan pratigi uygulayip,
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it would work or not. What were the characteristics of this new tem-
plate we were proposing? One was to extend the biennial literally to
two years instead of focusing entirely on the opening shenanigans. We
simply stretched the project out for a year in either direction, not only
in Istanbul but also elsewhere. The fact of the exhibition, the event of
the exhibition, was only one part of our project. It wasn'’t a terminus;
it was just a station (albeit a big one) along the line.

The second idea was to re-locate the exhibition in the city—the
real, actual city. In 2005 the tourist city has not yet shifted to the
actual city, by which I mean Galata, Beyoglu, all the way to the
Taksim neighborhood, and the Tophane belt. So we started looking
for spaces, as all the biennial curators before us had done. They would
go on a space hunt and try to match the project with the space. In
Feshane, where I did the 3rd Istanbul Biennial in 1992, T was shocked
now to see marble floors and a Turkish-Islamic synthesis in the recent
restoration. Another location, Camialt1 Tersanesi, was a fantastic
place that we came close to securing as a venue. It was a space with
great significance as a massive shipyard, and we could have located
the whole project there. We realized that the only places in the city
that are on the water, on the Bosphorus and the Golden Horn, have
been occupied on behalf of the public by either the military or state
monopolies. They are spaces for the public, but with no public access.
Otherwise, the city has full access to the water. All of the big spaces
we tried to reserve for the biennial were headed for privatization, and
would soon be inaccessible. It would not have been beneficial for the
people in charge of this process to allow us the use of these spaces,
as the buildings would then enter the public psyche and privatization
would become an issue. The city was moving faster than the
exhibition.

The city promised us verbally, but then took away, the TRT2
building’s basement floors, which had been used for various cultural
fairs and events in the past. We looked at the Demiroren building and
were told that it was about to be under construction, but the construc-
tion didn’t happen for another five years. Then finally we found our
dream building! Inspired by Orhan Pamuk’s The Black Book, we de-
cided to take the whole exhibition underground, make it subterranean,
at the current Sishane subway hub. Again we had an understanding
with the city, and again it was withdrawn, this time five months be-
fore the exhibition opened. The excuse was that they wanted to make
the station operational. They did not touch it for another three and a
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mekan kesfi i¢in birilerini tutmak geldi. Mekanlarin benzer islevlere
sahip olmasina gerek yoktu: Farkli iklimlere, farkli bolgelere ve farkl
ozelliklere aciktik. Sonunda, hepsi birbirine ytriime mesafesinde
olan kii¢iik bir opera binasi, bir konut binasi, kiictik bir depo mekanz,
buytik bir depo, bir galeri ve vitrinin gerisinde genis bir mekani olan
bir magaza tuttuk. Bir diger mesele de tiim mekanlar ayirt edici bir
tasarimla “igaretlemek”ti, Gruppo A12 aradigimiz ¢6zimu buldu:
Istanbul’da bile fark edilmemesi imkansiz bir renk.

Sonraki meselemiz sanatgilart mekanlarla nasil eglestirecegimiz,
ayrica mekanlar arasindaki mekanlari nasil yonetecegimizdi. Cok
sayida kiigiik mekana sahip olmamiz buytk sergileri gezen izleyiciler-
de kaginilmaz bir sekilde olusan sergi yorgunluguyla basa ¢ikmamizi
sagladi. Sergi gezmek diger gezi bigimlerine benzemez; hem zihinsel
hem fiziksel agidan insanliktan ¢ikarsiniz. Bu bir yaya projesiydi.
Sergi Istanbul’dayds, serginin bashig da Istanbul’du; biz de bilerek ve
isteyerek, izleyicinin takip edecegi glizergahi, karsisina cikiverecek ve
diisinmesini saglayacak yapitlar, sahneler ve olaylar yerlestirerek be-
lirlemek istiyorduk. Bu rotalar Misafirperverlik Alani’'ni da iceriyordu.

Ozel parti ve 6zel yemek diizenlemedik. Canta, bardak, tisort
yaptirmadik. O tir alisildik sergi ekonomisi faaliyetlerinden uzak
durduk. Mahallelerin zaten mevcut ekonomisinin i¢ine kendi mali
planimizi sokmak istemedik. Ornegin Bienal Kafesi yoktu, ¢tinkii
bienal mekanlarinin etrafinda birgok kafe vardi. Biz orada oldugumuz
i¢in bagkalar1 baz1 kisisel islere kalkistilar. Mahallenin girisimcileri
Titin Deposu/nun ontindeki kaldirirma hemen masalar atip bir yemek
tezgahi olusturdular.

Sanatcilarin neredeyse yiizde 45’1 Istanbul’daki misafir sanatc1
programimiza davet edildi. Bunlar iki giinltik, ti¢ ginliik, atla-gel-atla-
git cinsi programlar degildi. Sehirle ilgili acele tepkiler olusturulmads;
bienallerde, 6zellikle de kendileri etkileyici olan gehirlerde diizenlenen
bienallerde oldukca sik rastlanan turistik sendromdan uzak durmak
belirleyici 6nemdeydi. Programlara katilan sanatcilarin derdi arastirma
yapmakti, gerceklestirilen projeler tizerinde de bizimle ve hatta projeyi
gerceklestirdikleri yerlerde yasayanlarla konusup tartismalar: gere-
kiyordu. Platform Garanti Giincel Sanat Merkezi’nin mevcut misafir
sanat¢1 programinin bir kismini bienale ayirdik. Belirli bir kariyere
sahip bir sanat¢inin kendi yasam alan1 disinda gergeklesen bir sergiye
iki ayini, hatta iki ay1 birakin alt1 ayin1 adamasinin ne denli zor oldu-
gunu takdir edersiniz. Bu ylizden, yaslarini, uluslararas: prestijlerini
veya fon baglamini tamamen gozardi ederek bu programa katilmasinin
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half years. We had to go back to the drawing board.

The possibility of hiring location scouts, as for a film production,
occurred to us. We charged them with finding particular sets of spaces
that did not necessarily serve similar functions: different climates,
different zones, and different specialties. We located in the end a small
opera house, a residential building, a small storage space, a large ware-
house, a gallery, and a storefront with good space behind it, all within
walking distance of one another. One issue was of course to “mark”
them all with distinctive graphics, and that is when Gruppo A12 came
in with a solution: a particular color that was impossible not to notice,
even in Istanbul.

The issue then became how to pair the artists with the spaces,
and also to manage the spaces between the spaces. Having multiple,
smaller venues helped us remedy the inevitable exhibition fatigue that
takes place in large exhibitions. Exhibition walking is unlike any other
form of strolling; it is mentally and physically inhuman. This was a
pedestrian project. The exhibition was in Istanbul, and it was called
Istanbul, and we wanted to very deliberately consider the routes by
which visitors would walk by situating works, settings, and events
in ways that would cause them to be simply stumbled upon, then
reflected upon. These extended to Hospitality Zones.

There were no private parties and no private dinners. And we
did not have bags, mugs, or T-shirts. We stayed completely away
from that kind of customary exhibition economy. We did not want
to insert our financial scheme into the already-existing economy of
the neighborhoods. There was no Biennial Café, for example, because
there were cafés all around the places that the biennial inhabited.
Some self-organized things popped up because we were there. The
entrepreneurs of the neighborhood immediately turned the pavement
in front of Tutlin Deposu into a food joint with makeshift tables.

Nearly 45 percent of the participating artists were invited to our
residency programs in Istanbul. These were not two-day, three-day,
fly-in-fly-out residencies. There were no quick responses to the city;
it was critical to avoid the touristic syndrome that happens quite a bit
with biennials, especially in cities that are fascinating. The resident
artists committed to research, and their projects had to be negotiated
with us and even with the locals. The residencies ranged from two to
six months. We devoted a part of Platform Garanti Contemporary Art
Center’s existing residency program to the biennial. You can imagine
how difficult it is for a very established artist to devote two months,
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oninde engel bulunmayan sanatcilarla calismaya karar verdik. Bienale
katilan sanatgilar listesine 2004'te baktiginizda size tanidik gelecek
sanatci sayisi ¢ok azdi.

Projenin daha genig kapsaminin bazi boyutlarina degineyim:
Misafirperverlik Alani. Tim bu programi yapilandirmak istiyorduk.
Sehirdeki diger kurumlara nasil atifta bulunacaktik? Bienal rehbe-
rindeki rastgele secilmis kurum listeleri anlamsizdi. Sehirdeki diger
kurumlarla kurulacak anonim bir baglantiya razi olmak istemiyorduk.
Burada da bir metaktiratorlik tstlenebiliriz diye diistindiik. Bu prog-
ramin bir kismi1 bienalin fiziksel alaninin dahilindeydi, 6rnegin Halil
Altindere’nin serbest vurus sergisi, Hafriyat grubunun Procje:imalat
Hatasi sergisi ve diinyanin ¢esitli yerlerinden sanat akademilerinin
katilimiyla diizenlenen 15 giinliik bir atolye ¢alismasinin trtini olan
Ceviride Kaybolanlar. Roll dergisi sergi stiiresince devam eden 6zel bir
proje gerceklestirdi. Ayrica Revolver’in diizenledigi Kiosk ve bir¢cok
gOsterim, yayin ve konusma vardi.

Yayin politikasini degistirmeye karar verdik. Bu bienale kadar
acilistan once bir katalog yayinlaniyor, acilistan sonra bir katalog daha
yayinlaniyordu. Tkinci katalog cok énemliydi ¢iinkii projenin gorsel
tanmikligini yapiyordu. Ancak ikinci katalogun dolasim potansiyeli ¢ok
sinirliydi. Birinci katalog da her zaman ¢ok anlamli olmuyordu ¢iinki
bienal agilmadan 6nce yazilmis oluyordu. Birinci katalog aslinda olup
bitenle degil, niyetle ilgiliydi, yapitlar hakkindaki kisa metinler de
okuyucuda genellikle hi¢bir his uyandirmiyordu. Getirdigimiz degi-
siklik son derece basitti, ¢linkii yeni baski teknolojileriyle bir sergi
katalogunu artik ti¢ ginde basmak miimkiin. Tim serginin fotograflarn
kurulum sirasinda ¢ekildi, agilistan ti¢ giin 6nce de kitaba bitirdik ve
baskiya gitti. Yazilan yapit metinleri, son ti¢ haftada yapitlar gelistiri-
lirken yeniden yazildi.

Yaklasik 160 sayfalik bu katalog bir cep kitab1 boyutlarindaydi
ve sergi biletinin yaninda ticretsiz veriliyordu. A¢ik ve anlagilir bir
dille yazilmis, ortalama sergi izleyicisini hedefleyen ciddi bir metindi.
Ayrica, sergi stiresince, 6 hafta boyunca, her Cuma giinii, 6-8 sayfalik
bienal gazetesini Radikal gazetesinin eki olarak verdik. Bu yayin,
tamamuyla farkl bir erigim yelpazesi tiretti ve serginin, kendi haber ve
elestirelligini tireten, disaridan yorumlar: da cagiran, devam eden bir
stire¢ olmasini sagladi. Uctincii yayinimiz bir metinler derlemesiydi.
Daha profesyonel, akademik bir okuyucuya hitap eden bu derlemede
niyetlerimizi ve bienali nasil bir cerceveye yerlestirdigimizi Istanbul
baglaminda ortaya koyduk.

176

let alone six months, to an exhibition outside their habitus. Thus, we
decided to simply work with artists who were available and complete-
ly disregard their age, international prestige, or funding contexts. In
2004 if you had looked at the artist list, you’d have recognized only a
few names.

Some aspects about the larger project: Hospitality Zone. We
wanted to structure this whole situation. How do we refer to other
institutions in the city? The arbitrary selection of institution listings
in the biennial guide was not making any sense. We didn’t want to go
with an anonymous connection to other institutions in the city. We
might as well, we thought, meta-curate it. Some of it was physically
inside the biennial, like the free kick exhibition of Halil Altindere,
Projeckt: Production Fault by Hafriyat group, and Lost in Translation,
which was a 15-day workshop with 20 art academies around the world.
Roll magazine made a special ongoing project for the duration of the
exhibition. Then there was the Kiosk by Revolver, and many screen-
ings, publication launches, and conversations.

We decided to change the publication policy. The biennial used
to have one catalogue published before the opening and one catalogue
published after the opening. It was very good to have the second one,
because it was a visual witness to the project. But the second catalogue
had a very limited circulation potential. And the first catalogue does
not always make perfect sense because it is written before the biennial
opens. It is about intentionality, not what actually happened, and usu-
ally the short entries about the works are simply numbing. The change
we brought about was very easy, because with new printing technolo-
gies one can turn out an exhibition catalogue in three days. The whole
exhibition was photographed as it was being installed, and three days
before it opened we finished the book and went to press. The texts for
the entries were written, and rewritten, in the last three weeks as the
work was being developed.

This was a pocketbook of about 160 pages, black and white, to be
given away free with the exhibition ticket. It was quite serious, with
clear language, aimed at the average exhibition attendee. Then on six
Fridays in a row we inserted in the Radikal newspaper our biennial
newspaper of six to eight pages. This produced a whole different range
of access, and made sure that the exhibition was an ongoing process
that produced its own news and criticality, inviting outside commen-
tary as well. Thirdly, we produced a reader. The reader was the place
where we laid out our intentions, our way of framing the biennial
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Dolayisiyla tig tiir okuyucu grubu hayal ettik: Profesyoneller,
sergi izleyicileri ve belki sergiye bile gelmeyecek ama sirf ellerine
gectigi i¢in gazetenin ekini okuyacak kisiler. Bagka yayinlar da vards,
Sener Ozmen’in Istanbul Guide’1, Oda Projesi'nin kitabi Mahalle,
oda, komsu, misafir! ve Hatice Giilerylz’'tin Tuhaf yakinliklar adly
kitaplar1. Sergi Istanbul’da bitmedi. Van Abbemuseum’un Eindhove-
nlstanbul sergisi bienal tarihinden gok genis bir yapitlar seckisiyle
hazirlanmis bir Istanbul Bienali tarihiydi. Bunun ardindan Ingiltere’nin
Birmingham sehrinde Tkon Gallery’de bir bagka proje diizenlendi
ve ardindan baskalar1. Bu uzun listeye ragmen, yine de bircogundan
bahsedemedim.

CHARLES ESCHE (1962), kiirator ve yazar. 2004’ten bu yana Hollanda, Eindhoven’daki Van
Abbemuseum’un direktorlagini yirtitmektedir. Afterall Journal adli ¢agdas sanat yayininin ve
Afterall Books yayinevinin kurucu ve editorlerinden biridir. Amsterdam’daki Rijksakademie’nin
kuramsal danismanlarindan biridir. 2010 yilinda Lubliyana’da U3 baslikli Slovenya Trienali'nin
kuratorltigint yuratti. Filistin, Ramallah’ta 2. ve 3. Riwaq Bienali'nin es kiiratorligini ytrttti
(2007 ve 2009). 2005’te 9. Uluslararas: istanbul Bienali'nin, 2002'de ise Giiney Kore’de Gwangju
Bienali'nin es kiiratorliiklerini iistlendi. 2000 ile 2004 yillar1 arasinda Isveg, Malmé’de Rooseum
Cagdas Sanat Merkezi'nin direktorlugini yapt.

VASIF KORTUN (1958) Istanbul’daki SALT"1n arastirma ve programlar direktérii. Aralarinda Plat-
form Garanti Giincel Sanat Merkezi, Istanbul (2001-2010); Proje4L istanbul Giincel Sanat Miizesi,
istanbul (2001-2004) ve Kiiratoryel Arastirmalar Merkezi Miizesi, Bard College’in de (1993-1997)
bulundugu gesitli kurumlarin kurucu yoneticiligini yapti. 3. Uluslararas: Istanbul Bienali’nin
yonetmenligini (1992), 9. Uluslararas: istanbul Bienali'nin (2005) es kiiratorliiginii yapti. 6. Taipei
Bienali'nin (2008) es kiiratorliigiint yiiriittii, 52. Venedik Bienali'nde (2007) Tiirkiye Pavyonu'nu
diizenledi. 54. Venedik Bienali'nde (2011) BAE Pavyonu’nun kiiratoradiir.
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within the context of Istanbul, speaking to a more professional, aca-
demic audience.

So, we imagined three types of readership: the professionals, the
exhibition-goers, and the people who maybe wouldn’t even necessarily
come to the exhibition but would read the newspaper insert because
it was right there in their hands. There were also other publications,
such as the Istanbul Guide of Sener Ozmen, Oda Projesi’s book Neigh-
bourhood, room, neighbour, guest?, and Hatice Giilerylz’s Strange
Intimacies. The exhibition did not end in Istanbul. The Van Abbemu-
seum'’s EindhovenlIstanbul exhibition was a history of the Istanbul Bi-
ennial with a very large selection of works from the biennial’s history.
Following that was another project at Ikon Gallery in Birmingham,
England, and others. And even with this long list, I have still left a
lot out.

CHARLES ESCHE (1962) is a curator and writer. Since 2004 he has been director of the Van

Abbemuseum in Eindhoven, the Netherlands. He is a cofounder and coeditor of the contemporary

art publication Afterall Journal and Afterall Books. He is a theoretical advisor at the Rijksakademie,

Amsterdam. In 2010 he curated U3, the Slovenian Triennale in Ljubljana. He was co-curator of

the 2nd and 3rd biennials of Riwaq, Ramallah, Palestine (2007 and 2009). In 2005 he co-curated

the 9th International Istanbul Biennial, and in 2002 he co-curated the Gwangju Biennale in South

Korea. From 2000 to 2004 he was the director of Rooseum Center for Contemporary Art in
Malmo, Sweden.

VASIF KORTUN (1958) is the programs and research director for SALT in Istanbul. He has been

a founding director of several institutions, including Platform Garanti Contemporary Art Center,
Istanbul (2001-10); Proje4L Museum of Contemporary Art, Istanbul (2001-4); and the Museum of
the Center for Curatorial Studies, Bard College (1993-97). He was the director of the 3rd Interna-
tional Istanbul Biennial (1992), and co-curator of the 9th International Istanbul Biennial (2005). He
co-curated the 6th Taipei Biennial (2008) and organized the Turkish Pavilion at the 52nd Venice
Biennale (2007). He is the curator of the UAE Pavilion at the 54th Venice Biennale (2011).
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9. Uluslararasi Istanbul Bienali
9th International Istanbul Biennial

BIENAL BASLIGI / TITLE

Istanbul

SEPTEMBER 16 EYLUL-OCTOBER 30 EKIM 2005

KURATORLER / CURATORS Charles Esche & Vasif Kortun

MEKANLAR / VENUES

Deniz Palas Apartmani / Deniz Palas Apartments

Garanti Binasi / Garanti Building

Antrepo no. 5

Titin Deposu / Tobacco Warehouse

Bilsar Binasi / Bilsar Building

Platform Garanti Guincel Sanat Merkezi / Platform Garanti Contemporary

Art Center

Garibaldi Binas1 / Garibaldi Building

Yolda / En Route

SANATCILAR / ARTISTS
Hiiseyin Bahri Alptekin
Pawel Althamer

Halil Altindere
Yochai Avrahami

Yael Bartana

Otto Berchem
Johanna Billing
Michael Blum

Daniel Bozhkov

Pavel Biichler

Phil Collins

Smadar Dreyfus
Lukas Duwenhogger
Maria Eichhorn
Gardar Eide Einarsson
Hala Elkoussy

Jon Mikel Euba
Cerith Wyn Evans
Jakup Ferri

Flying City

Luca Frei

Erik Gongrich
Gruppo A12

Daniel Guzman
Hatice Giileryiiz
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IRWIN

Chris Johanson
Y.Z. Kami
Karl-Heinz Klopf
Servet Kogyigit
Yaron Leshem
David Maljkovic
Oda Projesi
Paulina Olowska
Silke Otto-Knapp
Ahmet Ogiit
Serkan Ozkaya
Sener Ozmen
Ola Pehrson
Dan Perjovschi
Khalil Rabah
Mario Rizzi
RUANGRUPA
Solmaz Shahbazi
Wael Shawky
Ahlam Shibli
Sean Snyder
Nedko Solakov

Superflex & Jens Haaning

Pilvi Takala

Alexander Ugay
Alexander Ugay &
Roman Maskalev
Axel John Wieder &
Jesko Fezer
Tintin Wulia

8

OLUSLARARAS|

= M]
NAL »

'GENISLEYEN DUNYADA SANAT, KENT VE SIYASET
9. ULUSLARARASIISTANBUL BIENALINDEN METINLER

ART, CITY AND POLITICS N AN EXPANDING WORLD
WRITINGS FROM THE OTH INTERNATIONAL ISTANBUL BIENNIAL

YAYINLAR / PUBLICATIONS

9B Rehber / 9B Guide

Sayfa sayis1 / Number of pages: 320

Basim tarihi / Date of publication: 2005

Yayima hazirlayan / Editor: Deniz Unsal

Metinler / Texts by Mai Abu ElDahab, Defne Ayas, Charles Esche, Eivind
Furnesvik, Johnny Golding, Vasif Kortun, Helen Legg, Alexandra MacGilp,
November Paynter, Natasa Petresin, Esra Sarigedik Oktem, Mark Sladen,
Yulia Sorokina

Genisleyen Diinyada Sanat, Kent ve Siyaset — 9. Uluslararasi Istanbul
Bienali’'nden Metinler | Art, City and Politics in an Expanding World—Writings
from the 9th International Istanbul Biennial

Sayfa sayis1 / Number of pages: 344

Basim tarihi / Date of publication: 2005

Yayima hazirlayan / Editor: Deniz Unsal

Metinler / Texts by Charles Esche & Vasif Kortun, Mary Zournazi,
xurban_collective, Nermin Saybasili, Orhan Esen, Saskia Sassen, Shepherd
Steiner, Mika Hannula, Ugur Tanyeli, Asu Aksoy & Kevin Robins, Nikos
Papastergiadis, Marius Babias, Galit Eliat, Giorgio Agamben

Bienal Gazetesi / Biennial Newspaper: 2 Yilda 1 (Every Two Years)
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Gruppo A12

Istanbul/magenta, 2005

Deniz Palas Apartmani

Fotograf: Muammer Yanmaz, iKSV Arsivi
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Gruppo A12

Istanbul/magenta, 2005

Deniz Palas Apartments

Photography: Muammer Yanmaz, iKSV
Archives

Michael Blum

Safiye Behar'in Anisina, 2005
Yerlestirme, Deniz Palas Apartmani
Fotograf: Muammer Yanmaz, IKSV Arsivi

Michael Blum

A Tribute to Safiye Behar, 2005
Installation, Deniz Palas Apartments
Photography: Muammer Yanmaz, iKSV
Archives

Yochai Avrahami

Goériismeler Devam Ediyor, 2004-5
Yerlestirme, Garanti Binasi

Fotograf: Muammer Yanmaz, IKSV Arsivi

Yochai Avrahami

The Negotiations Continue, 2004-5

Installation, Garanti Building
Photography: Muammer Yanmaz, iKsV
Archives
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Gruppo A12
Istanbul/magenta, 2005
Antrepo no. 5

Fotograf: Serkan Taycan, IKSV Arsivi

Gruppo A12

Istanbul/magenta, 2005

Antrepo no. 5

Photography: Serkan Taycan, IKSV Archives

Pavel Biichler

Sato (Sade Ingilizce), 2005

Ses yerlestirmesi, Titiin Deposu
Fotograf: Serkan Taycan, IKSV Arsivi

‘s

Pavel Biichler

The Castle (Plain English), 2005
Sound installation, Tobacco Warehouse
Photography: Serkan Taycan, IKSV Archives

i 24

| ISTANBUL

Erik Gongrich

Yeni Istanbul, 2005

Antrepo no. 5

Fotograf: Serkan Taycan, IKSV Arsivi
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Erik Gongrich

New Istanbul, 2005

Antrepo no. 5

Photography: Serkan Taycan, IKSV Archives

Senea ozuen
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Sener Ozmen
Istanbul Guide, 2005
Kitap, Antrepo no. 5
Fotograf: IKSV Archives

Sener Ozmen

Istanbul Guide, 2005
Publication, Antrepo no. 5
Photography: IKSV Archives
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10. Uluslararas: istanbul Bienali, 2007
Imkansiz Degil, Ustelik Gerekli: Kiiresel Savas
Caginda Iyimserlik

— Hou Hanru

Bu bienalde calisirken ¢ok sey 6grendim. Bu kadar olaganiisti, etkile-
yici bir “gerceklik” karsisinda giincel sanatin insanin elinin tersiyle
bir kenara itebilecegi gibi hi¢ de “ise yaramaz” olmadigini ve bu “ige
yaramaz etkinlik” denen seyin ne kadar cekici hale getirebilecegini
baska bir acidan sorgulamami sagladi. Bu ¢ekicilikten hareketle bir¢ok
sey Uretmek miimkiin; sanat daha da ise yaramaz veya daha ise yarar
olabilir. Bu durum bize belirli bir bienale neden ihtiya¢ duydugumu-
zu yeniden diisiinmek icin bir firsat da sagliyor. Ozellikle de bugiin,
dinyanin her yerinde ytizlerce bienal varken ve bunca ilging sey olup
biterken. Bir bienal unutmak istemeyecegimiz bir sey sdylemeyi nasil
basarabilir?

Bienalimin son derece uzun ve karmasik bagligini nereden bul-
dugumu da aciklamaliyim: Imkdnsiz Degil, Ustelik Gerekli: Kiiresel
Savas Caginda Iyimserlik. Bu baslig1 koymaktaki asil niyetim Istanbul
sehrinin karmasik yonlerini yansitmakti. Bu harika sehir karsisinda
heyecana bogulmus ve tamamen kaybolmus haldeydim. Bu kadar
glizel bir sekilde karmagik ve geligkili bir yerde sanatla ne yapilabilirdi
ki? Sehri romantize etmemek, siirsellestirmemek elimden gelmiyor-
du. Ama bir yandan da, bizim bienal etkinligimizin mekanla ne kadar
baglanti kurabilecegini, burada yasayan insanlar tizerinde ne kadar etki
uyandirabilecegini anlamaya ¢alistyordum. Benim i¢in projemiz, sanat
dinyasinin bir pargasi ama ayni1 zamanda siradan insanlara yonelik
bir etkinlikti. Giinltik ¢abalarin ve miicadelelerin ama aynmi zamanda
belirli toplumsal projelerin de iginde bir etkinlik.

Istanbul baglami, Bat1 baglaminda tanimlanan “modernlik”in
otesinde, bircok modernlik ¢agristiriyor. Bu sehrin karmasiklig:,
canlili1 ve son on yillardaki biiytimesi modernlesmenin modernligin
hikim modelinin 6tesinde bircok baska ve isimlendirilmesi gereken
imkanlar1 oldugunu kanitladi. Bu durum, 6zellikle icinde bulundugu-
muz kiiresellesme doneminde gegerli. Ben de boylece, bu durumun bu
bienali yapmaya devam etmek i¢in en énemli neden olduguna karar
verdim: Bu ¢oklu modernlikleri kesfetmemiz i¢in bir zemin, bir imkan
saglamak ve bu modernlikleri kiiresel entelektiiel ve glinliik tartis-
malarin haritasina islemek i¢in. Neredeyse anlagilmaz olan bu basligi
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10th International Istanbul Biennial, 2007
Not Only Possible, But Also Necessary: Optimism in the
Age of Global War

— Hou Hanru

I learned a lot while working on this biennial. It enabled me to ques-
tion in a new way how contemporary art is not, in fact, “useless,” as
one might dismissively think in the face of such an amazing, impres-
sive “reality,” but how much one can actually make this so-called
“useless activity” engaging. Out of this engagement one may gener-
ate all sorts of things; it could be even more useless, or slightly more
useful. And it opens up an opportunity for us to rethink why we even
need a particular biennial. Especially today, when there are hundreds
of biennials all around the world and so many interesting things hap-
pening. How can a biennial say something that one doesn’t want to
forget?

I should explain how I came up with the title of my edition of the
biennial, which was so long and complicated: Not Only Possible, But
Also Necessary: Optimism in the Age of Global War. This title actu-
ally was intended to reflect the complications of the city of Istanbul.

I was totally excited and lost, facing this wonderful city. What can you
do with art in such a beautifully complex and contradictory place? I
could not help romanticizing and poeticizing this location. But I also
tried to understand how much our biennial activity could be con-
nected to the place, how much it could impact the people living here.
I understood our project as part of the art world, but also as aimed at
ordinary people. As engaged with everyday efforts and struggles, and
also engaged with certain social projects.

The context of Istanbul evokes multiple modernities that are be-
yond “modernity” as defined in the Western context. The complexity,
the vitality of this city and its growth in recent decades have actually
proved that beyond the dominant model of modernity, there are so
many other possibilities of modernization, to which we need to give
names. This is especially true in a time of globalization. So I decided
that this was the most important reason to continue to do this bienni-
al: to provide a platform, a possibility, for us to explore these multiple
modernities, and to put them on the map of global intellectual and
everyday debates. This is why I came up with an almost incomprehen-
sible title.
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se¢gme nedenim budur.

Bu basligin bir diger “hile”si (bu bienal ya da biiyiik 6lcekli bagka
bir sanat etkinligi i¢in olsun) reklam mantig ile ilgiliydi. Yaptiginiz
propaganda ne kadar etkiliyse medyaya ulasmakta o kadar bagarili
olursunuz. Eger ilk 10 medya kaynagina dahil edilmeyi basarirsaniz
belki fark edilirsiniz ve belki daha iyi sponsorluklara ulagirsiniz.
Temel mantik budur. Medya ise sizden 6zlii, zeki ve 6zetlenmesi
kolay olmaniz talep eder. Proje tizerinde iki yil boyunca, bir¢ok farkls
cabay1 bir araya getirerek calistiktan sonra, sergiyi basit bir baglikla
ozetlemek bana fazla kolayci ve fazla tembel isi geliyordu. Basit bir
baslik, sanatgilarin ifade etmek istedikleri karmasik mesajlar terciime
etme ve okuyucuya iletme goreviyle yukimli birer araci olan medya
kaynaklarinin da bu ytkiamlaltklerini unutmasini fazlasiyla kolay-
lastiracakti. Bu sehirle ve buradaki insanlarla bir diyaloga girmis birisi
olarak, bu sehrin boylesine ilging bir sekilde somutlasgtirdigi karmagik-
11 korumak ve tanitmak ihtiyacimi kavradim. Dolayisiyla, bienal eki-
bine baskida en az iki satir tutacak bir baglik buldugumu séyledigimde
onlara saka gibi gelmis olmali. Yayinlar bienale genellikle belki 10
satir, sansiniz varsa 20 satir yer ayirirlar, hepsi budur. Dolayisiyla ben
de ilging bir oyun olarak sunu 6nerdim, baghigi mimkiin oldugunca
uzun tutarsak, ¢ikacak haberin yarisini simdiden yazmig gibi oluruz.
Ama aslinda hi¢ de oyun oynamiyordum. Basin biilteni dort sayfaydi
sanirim.

Istanbul Bienali'nin sabit bir mekan1 yok, dolayisiyla kiiratoriin
ilk isi her zaman mekan bulmak oluyor. Ben temelde modernlegme
sirecinin farkli yizlerini temsil eden yerler aramaya karar verdim.

Bu gehrin ve genel anlamda Tirkiye’nin siyasi projesinin en belirgin
simgelerinden biri Atatirk Kiltir Merkezi, bir opera binasi. 1969’da
insa edilen bina, bir y1l sonra bir yanginda harap olmus. Yanginin ¢ikis
nedeni bana gercekten ilging gelmisti: Birisi sahne arkasinda yemek
pisiriyormus. Bunun Paris veya New York’ta bir operada gercekles-
tigini disiniin. Bir devlet kurumu birisinin sahne arkasinda yemek
yapmasina nasil izin verebilir? Bu, sahnenin 6niinde ve arkasinda, gin-
lik hayatla resmi kurumlar arasinda neler olup bittigine dair dylesine
glizel, “post” okumaya 6ylesine ilging bir sekilde acik bir 6rnek ki.
Istanbul’u boylesine olaganiistii derecede yaratici ve tiretici kilan tam
da bu kaos ve esneklik ve bunlarin beraberinde getirdigi riskler!

Opera binas: bir yil sonra tekrar inga edildiginde 6zgiin planda hic-
bir degisiklik yapilmamais. Aragtirma siirecinde bana bu kati, sosyalist
kiitlenin yikilmasini ve yerine havali postmodern bir binanin yapilma-
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Another “trick” about this title was related to the logic of promo-
tion—for this biennial, or any major art event. In reaching the media,
it is all about the efficiency of your propaganda. If you get into the
top 10 outlets, maybe you will be noticed. And have better sponsor-
ship. That is the main logic. And the media demands that you be brief,
brilliant, and easy to summarize. After spending two years working on
the project, with a lot of efforts coming together, it seemed too easy
and too lazy to sum the thing up with a simple title. And it would
have made it too easy for the media to forget their responsibilities as
agents for translating and transmitting the complicated messages that
the artists wanted to express. Having entered into a conversation with
this city, with the people here, I understood the need to preserve and
promote the complexity that this city so interestingly incarnates. So
it was almost like a joke when I told the team that I'd come up with a
title that required at least two lines in print. Usually publications give
a biennial maybe 10 lines, if you are lucky 20 lines, and that’s it. So I
said maybe it would be an interesting game to make the title as long
as possible, so that it would already be half the article. But it was not
really a game at all. The press release was, I think, four pages.

The Istanbul Biennial doesn’t have a fixed venue, so the curator’s
first task is always to seek out venues. I made a decision to look for
places that would basically represent different aspects of the mod-
ernization process. One of the most evident symbols of the political
project of this city and Turkey as a whole is the Atatiirk Cultural
Center, an opera house. It was built in 1969, and a year later it burned
down. The reason for the fire was really interesting to me: I was told
that someone had been cooking backstage. Imagine this happening in
an opera house in Paris or New York. How can a state institution al-
low someone to cook backstage? This is so beautiful, so interestingly
open to a “post” reading about what is happening on the front and
the backstage, between everyday life and the life of civic institutions.
What makes Istanbul so amazingly creative and productive is exactly
this chaos and flexibility, and the accompanying risks!

When the opera house was rebuilt a year later, there were no
changes to the original plan. During my research process I was told
that there was a new government project under way, sponsored by cap-
italist investors, to tear it down and build a fancy postmodern building
in place of this stubborn, socialist block. There was a movement afoot
to fight the demolition. The building was preserved, obviously, since
it still exists today, but we can never know what the future holds.
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sin1 dngoren, kapitalist yatirnmcilarin sponsorlugunda yeni bir hiikii-
met projesinin giindemde oldugu soylendi. Yikimla miicadele etmeyi
planlayan bir hareket sekilleniyordu. Bugiin de hala yerinde olduguna
gore bina korundu ama gelecekte neler olacagini asla kestiremeyiz.
Belki de simdi devletin bu binay1 yikacak paras: yoktur, mevcut eko-
nomik kriz sona erdiginde de yikim planlari isleme alinacaktir.

Binaya girdigimde bana asil hatirlattigi sey komiinist mimari,
yani Cin’de biiytirken deneyimledigim mekanlar oldu. Bunun yan sira
elbette eski kraliyet sarayinin bir kopyasina yer agmak icin gegtigi-
miz yillarda yikilan Dogu Berlin’deki parlamento binasini (Palas der
Republik) da hatirlatti. Almanya tarihinin bir bolimiini silmek igin
kasith olarak girisilmis bir eylemdi bu. Bu titopyaci modernist mirasin
solup gidisi diitnyanin her yerinde yasanan bir olguya dontstiiyor. Duru-
mu bu baglamda son derece ilging buldum. Sayisiz ve bazen son derece
heyecanli gecen goriismeler sonucunda bu mekanin sergi mekani
olmasini saglamayi basardik. Serginin bu kismina Yakmali m1 Yak-
mamali m1? adim1 verdim. Bu kisimda 15 kadar yapait vards, yapitlar
mimkiin oldugunca 6zgiin mimariye entegre etmeye ¢aligtim, sanki
hep yapinin bir pargas: olmuslar gibi. Bu bir tir ktiratoryel hileydi.

Endustriyellesmeyle, dzellikle de Turkiye'nin endiistriyel tiretim
modeliyle yakindan ilgileniyordum. Bu sehir bize isimiz ve iginde
yasadigimiz gerceklik arasindaki iligski hakkinda o kadar ¢ok sey
soyltyor ki. Sehrin bliytimesine deginmek, tilkenin diger yerlerinden
sehre gog eden iscilere ve diger niifusa bakarak bir niifus degisimi
tarihi olusturmak istiyordum. Istanbul, bazilar1 ancak kismen ger-
ceklestirilebilen son derece ilging, neredeyse akademik denebilecek
modernist kentsel planlama projelerine taniklik etmis. Bu sehir iginde
bir yerlerde, kendi kendini orgiitlemis, kendi kendini tiretmis bagka
bir sehir yiikseliyor. Resmi olarak planlanmis sehirle gayriresmi sehir
arasindaki gerilim ¢ok ilging.

Istanbul Manifaturacilar Carsis1 ile karsilasmam gercekten de
tesadiif eseriydi, burasi da bienalin mekanlarindan biri oldu. Havaa-
laninda inip IKSV ofisine dogru her gidisimde, bu binalarin yanindan
geciyordum. Beraber calistigim kisilere buranin neresi oldugunu sor-
maya basgladim. Bana tekstil pazar1 oldugunu soylediler ama sanirim
sanat dinyasindan kimse hayatinda buranin icine girmemisti. Buray:
ziyaret ettim ve son derece ilging buldum. Boylesine giizel modernist
bir binaya, i¢inde ¢alisan bunca insana, ditkkanlara, icerideki hayata
ragmen, yitksek kiltiir diinyasiyla higbir iligkisi yoktu. “Agagi”dan
gelen insanlarin buradaki yerlerini nasil edindiklerini ve burayz, bir
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Perhaps the state just doesn’t have enough money now to tear it down,
and when the current economic crisis is over they will move ahead
with the demolition plans.

When I entered the building, it actually reminded me of commu-
nist architecture, the spaces that I experienced while growing up in
China. Of course it also reminded me of the Palas der Republik parlia-
ment building in East Berlin, recently demolished to make a space for
a replica of the old royal palace—a gesture deliberately intended to
erase a part of German history. The fading-away of this utopian mod-
ernist heritage is becoming a phenomenon around the world. I found it
extremely interesting within this context. After numerous and some-
times quite dramatic negotiations we managed to secure this build-
ing as a site for the exhibition. I called this section Burn It or Not? It
contained about 15 works, and I tried to integrate them as much as
possible into the original architecture, as if they had always been part
of the structure. That was a kind of curatorial trick.

I was also very interested in industrialization, and specifically the
Turkish model of industrial production. This city tells us so much
about the relationship between our work and the reality in which we
are living. I wanted to probe the growth of the city and create a history
of population change, looking at the migration of workers and others
coming from elsewhere in the country. Istanbul has seen some very
interesting, almost academic modernist urban planning projects, some
of them only partially realized. Interspersed with this is another city
that has arisen in such a self-organized, self-generated way. This ten-
sion between the formally planned city and the informal city is very
interesting.

It was really by accident that I found the Istanbul Textile Traders’
Market, which became another venue for the biennial. Every time
I landed at the airport and went to the IKSV office I passed by this
complex. I started asking my colleagues about it. They told me that it
was the textile market, but I guess almost nobody from the art world
had ever been inside. I visited and found it extremely interesting.

Such a beautiful modernist building with all these people working
there, the shops, the life inside, and it apparently had no involvement
with the high-cultural world. It is important to realize how people
from “the bottom” had negotiated their spaces in it and transformed it
into a different ecology: from a textile market into a multifunctional
market selling everything from folkloric music to decorative materials
to clothes.
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tekstil pazarindan folk muziginden, dekoratif mallara ve elbiselere
herseyi satan ¢okislevli bir pazara, bagka bir ekolojik sisteme nasil
dontstirdiklerini anlamak 6nemli.

Burayi birgok kez ziyaret ettim. Tarihini aragtirmaya c¢alistim
ve birgok ilging bilgiye ulastim. 1950’lerde insa edilmis, Turkiyeli
genc mimarlar tarafindan tasarlanmisti; neredeyse Aga Han Odiilii'nii
kazanmist1. Ozgiin plani, modernist bir tislupla yeniden yorumladig
Istanbul’daki Kapalicarsi’nin planini temel aliyordu. Hala 1950'1e-
rin son derece giizel avangard soyut heykel ve duvar resimlerine ev
sahipligi yapiyor. Bunlar donemlerinin giincel sanatini temsil ediyor.
Insanlar o zamanlar Tiirkiye’de giincel veya deneysel sanat olmadigi-
n1 dastiniiyor ama bu tiir sanatin Tirkiye’de gercek bir tarihi var. Bu
heykeller ve duvar resimleri yasamlarini, yanlarina sonradan yapilan
degisiklikler, sonradan inga edilmis ek yapilarla beraber strdariiyorlar.
Bazi insanlar avlulara sebze bile ekmisler. Bu son derece modernist,
ttopyaci binanin gercek hayatin yeni dinamizmiyle nasil dontstigini
ve yeniden tretildigini gormek cok giizel.

Bu da beni mekan olarak IMC'yi sectigim ve Diinya Fabrikas:
adin1 verdigim proje tizerinde diisiinmeye tesvik etti. Bu, Turkce’de
“figinci dinya tilkeleri” olarak bilinen ve Bat1 pazarlarina ihrag et-
mek tizere mal treten tlkeler (Turkiye, Meksika, Cin, Hindistan) i¢in
sik¢a kullanilan bir terim. Bunun yol actig1 modernlesme stireci birin-
ci ve Gg¢iinct dinya tlkeleri arasinda bazen siddet iceren bir iligkinin
ortaya ¢gikmasina neden olmus, diger yandan da bu tilkelere bir tiir
kendine gtiven saglamis. Batidisi, alternatif bir ekonomik model de or-
taya ¢gikarmis. Burada iyiyle kotiiyl karsilastirma amaci giitmiiyorum,
tek demeye calistigim kiiresel ekonomik sisteme ¢ogul ve karmasik
agilardan bakmamiz gerektigi. Diinya Fabrikasi i¢in ditkkanlarin ken-
disini mekan olarak kullanarak yeni projeler tiretmeleri i¢in farkli arka
planlardan sanatgilar davet ettik. Diitkkan sahiplerini mekéanlarinmi bize
kiraya vermeleri i¢in neredeyse bir yil boyunca ikna etmeye calistik.
Sonunda alt1 yedi diikkan ve ana binaya bitisik baz1 dig mekanlar tize-
rinde anlagmay1 basardik.

Antrepo binasi Istanbul Bienali’nin neredeyse resmi mekani haline
gelmis durumda. Biz de bu mekani kullandik. Hazirlik asamasinda
Antrepo’nun bir liman deposu olarak asil iglevi tizerine distintiyor-
dum. Istanbul ve dis diinya arasinda bir bulusma noktasi, gemilerin
demirledigi, yolcu vapurlarinin yanastigi varis noktasi, Istanbul’u
gercek bir kozmopolis yapan ticaret, sinir gegisi ve gog igin bir ara
mekan. Boyle diisiintince bu mekan sokaktaki hayat ile iliski iceri-
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I visited the place many times. I tried to research its history and
found out many interesting things. It was built in the 1950s, designed
by young Turkish architects, and it almost won the Aga Khan Award.
The original plan was based on the plan of Istanbul’s Grand Bazaar, but
reinterpreted in a modernist way. It still houses avant-garde abstract
sculptures and murals of the 1950s, which are really beautiful. That
was the contemporary art of the time. People think Turkey did not
have contemporary or experimental art then, but there is a real history
of it. Those sculptures and murals survive next to subsequent adjust-
ments and built additions. Some people even have planted vegetables
in the courtyards. It is beautiful to see how this highly modernist,
utopian building is being transformed and regenerated with a new
dynamism of real life.

This pushed me to think about the project that I called World Fac-
tory, which was sited here. “World factory” is a commonly used term
in Turkish for so-called “third-world countries”—Turkey, Mexico,
China, India—producing goods for export to Western markets. The
modernization process this entails has generated a sometimes vio-
lent relationship between the first and the third worlds, but on the
other hand it also generates a kind of self-confidence and somehow
an alternative economic model outside of the West. I am not judging
bad versus good here, but simply trying to say that we need to look at
the global economic system in multiple and complex ways. For World
Factory we invited artists from different backgrounds to produce new
projects, using the actual shops as sites. We worked for almost a year
to try to convince the shops’ owners to rent them to us. We ended up
with six or seven shops and also some outside spaces adjacent to the
building.

The Antrepo building has practically become an official site for
the Istanbul Biennial. We used it too. I was thinking of its original
function as a harbor warehouse—a meeting point between Istanbul
and the outside where ships landed and cruises arrived, an in-between
site of trading, border crossing, and migration that makes Istanbul a
real cosmopolis. Then, it seemed very important to organize this place
in relation to street life. I decided to construct a world in Antrepo that
would be almost like a city. A lot of the artworks reflected street life,
peoples’ struggle to claim their existence in the city. Themes related
to contemporary urbanity—geopolitical conflicts, utopian envisioning
of the urban future, and urban interventions—were articulated here.

It was a very challenging exercise trying to plan the building with-
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sinde diizenlemek ¢ok 6nemli geldi. Antrepo’nun i¢inde neredeyse bir
sehre benzeyen bir diinya insa etmeye karar verdim. Buradaki sanat ya-
pitlarinin ¢ogu sokaktaki hayati, insanlarin sehirdeki mevcudiyetlerini
ortaya koyma gabasini yansitiyordu. Jeopolitik catismalar, kentin ge-
lecegiyle ilgili titopyaci1 6ngoriler ve kentsel miidahaleler gibi gtincel
kentsellikle iligkili temalar burada bir araya getirildi.

Bir mimarin yardimi olmadan binay: planlamaya calismak son de-
rece zor bir ugrasti. Ama ozellikle bienal icin ek bir ikinci kat bile insa
ettik, burada Riiya Evi baslikli ayr1 bir sergi gerceklestirdik. Istanbul
asla uyumayan bir gehir, dolayisiyla bienal gece geg saate kadar agik
kalamazsa yazik olur diye diigtindiim. Sanatgilardan bu ikinci kat i¢in
mekana 6zgii yapitlar tiretmelerini istedik. Ornegin Sam Samore Is-
tanbul icin yeni bir film ¢ekti, ayrica, izleyicilerin gelip uyuyabilecek-
leri dev bir yatak insa etti. Tkinci kat seviyesinde izleyicileri nefis bir
Bogaz manzarasi bekliyordu. Izleyiciler bir sanat sergisinde olduklarini
neredeyse unutabilecek, buraya yeni evleri muamelesi yapabilecekler-
di. Baz1 performanslar gerceklestirildi, Samore ¢esitli gecelerde tinli
bir sanat¢1 tarafindan canlandirilan hikayeler yazdi.

Istanbul’un bir Avrupa, bir de Asya yakas1 var. Asya yakasinda da
bir mekan bulmay1 basardik: Kadikdy semtinde, KAHEM (Kadikoy
Halk Egitim Merkezi) adinda kuciik bir kalttir merkezi. Bu merkezde
farkli kurumlar tarafindan gerceklestirilen bir dizi 6zel proje sergilen-
di. Bunlar arasinda Evelyne Jouanno’nun Cecenistan’da Acil Durum
Bienali ve Istanbullu mimarlardan olusan bir kolektifin projesi de
vardi.

Bienalin bazi1 uzantilarina yerel topluluklari da dahil etmeye
calistik. Istanbullu ve baska tilkelerden gelen kolektiflerin kendi
mekanlarini agip farkli programlar yirtttiikleri bir dizi proje gercek-
lestirdik. Bunlarin ¢cogunun bu bolgelerde yasayan insanlarla bir tiir
kuramsal baglantis1 vardi. Ornegin Apartman Projesi’‘nin ve Milanolu
grup OUT'1in santralistanbul’da gerceklestirdikleri projeler gibi. Haf-
riyat kolektifi ile Tophane’deki kendi mekanlarinda beraber galistik.
Bienali sehrin farkli koselerine dogru genigletmenin ilging olacagini
distindtm. Bir bienal bir muize halini taklit etmeye ¢alismakla yetin-
memeli. Aksine, bir bienalin stirekli, katilimciy:1 dahil eden, payla-
silan bir etkinlik olmasi 6nemlidir. Bienal sehrin gercek yasaminin
bir pargasi olmali, kentsel kiltiire ve yerel halkin kimligine katkida
bulunmalidir.

Sehrin gercekligini bienale dahil etmeye calisan bir diger proje
Gecegezenlerdi. Turkiyeli bes geng kiiratorii bu projenin kiiratorlagi-
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out an architect. But we even built a second floor especially for the bi-
ennial, housing a separate exhibition called Dream House. Istanbul is
a city that never sleeps, so I thought it would be a pity if the biennial
did not stay open late at night. We commissioned artists to do site-
specific works on the second floor. For instance Sam Samore shot a
new film of Istanbul and also built a huge bed where people could
come and sleep in the evening. From the second-floor level they had a
beautiful view of the Bosphorus. Visitors could almost forget that they
were in an art exhibition and just think of it as a new home. We had
some performances, and Samore wrote some stories that were per-
formed by a famous actress on various evenings.

Istanbul has a European side and an Asian side. We managed to
get a place on the Asian side: a little cultural center called KAHEM
(Kadikoy Public Education Center) in the district called Kadikoy.
There was a series of special projects realized by different organiza-
tions in this center. It included Evelyne Jouanno’s Emergency Biennale
in Chechnya and a project by an Istanbul architects’ collective.

There were some extensions of our biennial in which we tried to
engage local communities. There was a series of projects in which
different collectives from Istanbul and other countries actually opened
up their own spaces and ran their own programs. Most of these had
some kind of theoretical connection with the communities here. Like
the project in santralistanbul by Apartment Project, OUT from Milan.
We also worked with the collective Hafriyat in their own space in
Tophane. I thought it would be interesting to extend the biennial
to different corners of the city. A biennial should not simply try to
replicate a museum situation. Instead, I think it is important that
it should be a continuous, engaging, shared event. It should be a part
of the real life of the city, and contribute to urban culture and the
identity of local society.

Another project that tried to engage the city’s reality was Night-
comers. We invited five young curators from Turkey to curate this
project. They selected works from public contributions through open
calls. Then we worked with Bik Van der Pol (the artists Liesbeth Bik
and Jos Van der Pol) to choose different venues across the city in which
to present the works. We ended up with 20 venues. Every two or three
nights we had a projection happening somewhere, especially in re-
moter areas, where residents find it difficult to access art and culture,
especially contemporary art. It was a continuation of my Image
Dazibao experiment for the 2004 Nuit Blanche in Paris. Dazibao is

195

Remembering Istanbul | ypuwpmpH n,[nquvisy



ni yapmak tzere davet ettik. A¢ik davet tizerine yapilan bagvurular-
dan katilacak yapitlan sectiler. Daha sonra gehrin cesitli yerlerinde bu
yapitlar i¢in farkli gosterim mekanlar: segmek tizere Bik Van der Pol
(Liesbeth Bik ve Jos Van der Pol’iin olusturdugu sanate¢1 kolektifi) ile
beraber calistik. Iki ti¢ gecede bir, farkl: bir mekanda, sanat ve kiiltiire,
ozellikle de giincel sanata erisimin zor oldugu daha uzak bolgelerde
gosterimler gerceklegtirdik. Bu proje benim Paris’te 2004 yilinda Nuit
Blanche i¢in gerceklestirdigim Image Dazibao deneyinin bir devamiy-
di. Dazibao, Cin Kultir Devrimi sirasinda tesvik edilen, Fransa’daki
Mayis 1968 hareketini de etkileyen bir demokratik kamusal tartisma
bicimi. Ben de halki 200 metre uzunlugundaki sokak ekranlarinda
gosterilecek videolarla katkida bulunmaya davet etmistim.

Bienali sehir halkiyla ve insanlarin giinlitk yagsamlariyla birbirine
derinden baglayan bir diger carpici kamusal miidahale ise Chen Chieh-
Jen’in projesiydi: Kendi video yapitlarinin “yasadisi” kopyalarini sokak
cocuklarinin egitimini desteklemek icin yapilacak bagiglar karsiligin-
da dagitti. Wong Hoy Cheong’un Sulukule’de evlerinden ve mahal-
lelerinden kovulma tehdidiyle kars: kargiya olan Roman ¢ocuklarla
yurittigi proje de bir bagka iyi 6rnek. Bienalle yerel topluluklar ara-
sinda gerceklesen catismalar bizim Utopyaci ideallerimizin sinirlarim
ve gergeklikle uzlasma gerekliligini gosterdi. Yapitindaki “uygunsuz
sozler”i kesfeden dilkkan sahipleri Ramazan Bayrakoglu'nu neredeyse
doveceklerdi. Ben de kisisel olarak, Atatirk’iin siyasetinin ve mo-
dernlesme projesinin mesruiyetini giincel baglamda sorgulamamdan
sikayetci olan kisiler tarafindan elestirildim. Sanatsal vizyonlarimizi
ve pratiklerimizi toplumsal gergekliklerle tekrar baglantilandirmay1
ogrendigimiz bu stirecte, dzellikle de kiiresel bir etkinlikle dontisiim
halindeki bir yerellik arasindaki uzlasma baglaminda tiim bunlar son
derece ilging ve temel 6nemde.

Benim icin Istanbul Bienali belirli bir tarihte gerceklesen bir etkin-
likten ibaret degildi. Bir bienal diinya ¢apinda bircok sanatsal, kiiltii-
rel ve entelektiiel cabanin siirekliliginin bir pargasi olarak var olan,
cesitli parcalardan olusan bir an olmalidir. Bu aslinda her tiir sergi icin
gecerlidir. Bir bienal zaman ve mekanin akiginin iginden dogar. Asil
islevi, degisen kiiresel diinyanin bir parcasi olarak yerelligin evriminin
dinamik siirecini uyararak harekete gecirmek i¢in bir ivme yaratmak
olmalidir. Dinyanin farkl yerlerindeki farkli yerellikler arasinda
diyalog olusturmak bir bienalin iceriginin anahtar bilesenlerinden biri
olmalidar.

Istanbul Bienali’nin kiiratérliigiinii yaparken bir yandan da San
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a form of democratic public debate encouraged during the Cultural
Revolution in China, which was also influential for the French in May
1968. T invited the public to contribute videos to be shown on 200-
meter-long street screens.

Another really remarkable public intervention that intimately
connected the biennial to the city’s population and people’s everyday
lives was Chen Chieh-jen’s project in which he gave out “illegal”
copies of his own video works in exchange of donations by the pub-
lic to support the schooling of street children. Wong Hoy Cheong’s
project with Roman children under threat of expulsion in the Sulukule
neighborhood is another great example. Some direct conflicts between
the biennial and local communities indicated the limit of our utopian
ideas and the necessity to negotiate with reality. Ramazan Bayrakoglu
was almost beaten up by shopkeepers when they discovered the hid-
den “dirty words” in his work. And I personally was criticized by some
people who complained about my questioning of the legitimacy of
Atattirk’s politics and modernization project in the contemporary con-
text. All of this is extremely interesting and crucial as we learn how
to reconnect our artistic visions and practices with social realities,
especially in the context of the negotiation between a global event and
a locality in transformation.

For me, the Istanbul Biennial was not simply an event happening
at a specific chronological moment. A biennial—or any exhibition—
should be an articulated moment that exists as part of a continuum
of a lot of artistic, cultural, and intellectual efforts across the world. It
emerges out of the flux of time and space. Its real function is to create
momentum to stimulate the dynamic process of the evolution of the
locality as a part of the changing global world. The dialogue between
different localities in different parts of the world should be a key ele-
ment of the content of a biennial.

I was running the small gallery at the San Francisco Art Institute
while curating the Istanbul Biennial. When I returned to San Fran-
cisco I was thinking how that little place could be a laboratory, an
experimental space for developing projects like the events we had in
Istanbul. So I started the World Factory project in my gallery, and later
it was extended to other places in different versions. Sarkis’s site-
specific piece with the neon sign, Sinan Louis Kahn, was installed in
both Istanbul and San Francisco as a bridge to connect the two cities.
Evelyne Jouanno’s Emergency Biennale in Chechnya is also a wonder-
ful example of such dynamism and global connection.
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Francisco Sanat Enstitiisii'ne bagh kiigiik bir galerinin yoneticiligi-

ni yaratiyordum. San Francisco’ya dondiigiimde bu kiictiik mekani

bir laboratuvara, Istanbul’da diizenledigimiz etkinlikler gibi projeler
gelistirmek i¢in deneysel bir mekana dontsttrebilecegimizi digint-
yordum. Boylece, Diinya Fabrikas1 projesini galerimde baslattim, daha
sonra farkli versiyonlariyla baska mekanlara tagindi. Sarkis’in mekéana
ozgii neon tabelas1 Sinan Louis Kahn, hem Istanbul’da hem de San
Francisco’da iki gsehri baglayan bir koprii olarak yerlestirildi. Evelyne
Jouanno’nun Cecenistan’da Acil Durum Bienali de bu tiir dinamizm
ve kiiresel baglantinin harikulade bir 6rnegi.

Istanbul’daki deneyleri benim calismalarimda son derece yiiksek
oneme sahip yeni bir adim olarak goriiyorum. Aralarinda 10. Lyon
Bienali'nin de bulundugu sonraki projelerim i¢in bir tiir prototip
olusturdular. Bu bienalde Robert Milin, Eko Nugroho ve Bik Van der
Pol’iin yapitlarini sehrin banliy6lerine yerlestirdigimiz Veduta prog-
rami araciligiyla kamusal miidahaleler fikrini vurguladik ve genis-
lettik. Sangay’da Rockbund Sanat Miizesi'ndeki son projem By Day,
By Night, or some (special) things a museum can do (Gindiiz, Gece
veya bir muizenin yapabilecegi bazi (6zel) seyler) ise buradaki bienalde
gerceklestirdigimiz Riiya Evi fikrini genisletmeye ¢aligarak miize-
yi, glindiizleri serginin devam ettigi, geceleri ise bir gece okulunun
acgildigi ve film festivali programinin gergeklestirildigi 24 saat boyunca
acgik bir mekéina dontstirdi; kamusal alanlara yapilan miidahaleler ise
serginin kentsel dokunun i¢inde yayilmasini sagladi.

Sozlerimi sona erdirirken, herkesi Atelier Bow-Wow’in
Cihangir’de, Bogaz’a bakan 1ssiz bir arsa i¢in tasarladiklar1 (¢oktan
kaldirilan) taburelere oturmaya davet ediyorum. Bu son derece basit
kentsel mobilyalari buraya yerlestirerek bu mekéni sehre ve diinyaya
bakan tamamen yeni ve taze bir pencereye donustiirdiiler. Bu tabureler
bizi gelip kalmaya cagiran ve bize Istanbul’u hatirlatan en iyi araclard.

HOU HANRU (1963) San Francisco Sanat Enstitiisii'nde sergiler ve kamusal programlar direktori
ve sergi ve miize arastirmalar: kiirstisii bagkani. San Francisco ve Paris’te yasiyor ve ¢alisiyor.
Diinyanin cesitli yerlerinde birgok serginin kiratorligiini yapti. Son donemde gerceklestirdigi
biiyiik 6lgekli kiiratoryel projeler arasinda 10. Lyon Bienali (2009) ve 10. istanbul Bienali (2007) yer
aliyor. Diinyanin gesitli yerlerinde bircok kurumda ders verdi. Bircok 6nde gelen sanat yayimina
katkida bulunuyor ve uluslararasi sanat 6diillerinin ve yarigmalarinin jiirilerinde yer aliyor.
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The experiments in Istanbul were a very important new step
in my work. They formed a kind of prototype for my later projects,
including the 10th Biennale de Lyon, in which we emphasized and
expanded public interventions through the program Veduta, which
included works by Robert Milin, Eko Nugroho, and Bik Van der Pol
in suburban areas of the city. My recent project By Day, By Night, or
some (special) things a museum can do at the Rockbund Art Museum
in Shanghai attempted to expand the idea of the Dream House, turn-
ing the museum into a 24-hour open space with a day exhibition and a
night school and film festival program; interventions in urban spaces
extended the exhibition into the urban fabric.

In closing, I would like to invite all to sit on the (already gone)
stools designed by Atelier Bow-Wow for a wasteland in Cihangir, fac-
ing the Bosphorus. By installing this kind of extremely simple urban
furniture, they transformed the site into a totally new and fresh win-
dow facing the city, and the world itself. These were the best devices
by which we might come and stay, and remember Istanbul.

HOU HANRU (1963) is the director of exhibitions and public programs and chair of exhibition and
museum studies at the San Francisco Art Institute, and is based in San Francisco and Paris. He has
curated numerous exhibitions around the world. His latest major curatorial projects include the
10th Biennale de Lyon (2009) and the 10th Istanbul Biennial (2007). He has taught and lectured in
many institutions globally. He contributes to several prominent art publications, and has served as
a jury member for international art awards and competitions.
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10. Uluslararas1 Istanbul Bienali
10th International Istanbul Biennial
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Ivan Grubanov
Ha Za Vu Zu
Erdem Helvacioglu
Huang Yong Ping
Emre Hiiner
Sanja Ivekovic
Fleni Kamma
Kan Xuan
Ali Kazma
Tan Kiaer
Sora Kim
Taiyo Kimura

Gunilla Klingberg

Aleksander Komarov

Rem Koolhaas, AMO

Markus Krottendorfer

Lee Bul

Minouk Lim

Lu Chunsheng

Cristina Lucas

Ken Lum

MAP Office

Ramoén Mateos

Julio César Morales

Multiplicity

Els Opsomer

Ou Ning

Ferhat Ozgiir

Peng Hung-Chih

Anu Pennanen

Alexandre Périgot

Tadej Pogacar

Julien Prévieux

Radek Community

Michael Rakowitz

Rags Media Collective

Jewyo Rhii

Porntaweesak
Rimsakul

Lordy Rodriguez

Sam Samore

Fernando Sanchez Katleen Vermeir &

Castillo Ronny Heiremans
Allan Sekula Wong Hoy Cheong
Taro Shinoda Xu Zhen
Sophia Tabatadze Yan Lei
David Ter-Oganyan Yan Pei Ming
Nasan Tur Yang Jiechang

OZEL PROJELER KAPSAMINDA SANATCILAR/
ARTISTS IN SPECIAL PROJECTS

Apartman Projesi / Apartment Project Hafriyat
Isola & out & Bert Theis

ArtExperience

Atelier Bow-Wow K2

Cecenistan’da Acil Durum Bienali /
Emergency Biennale in Chechnya

Tomoko Yoneda

Young-Hae Chang Heavy
Industries

Yushi Uehara, Berlage
Institute

Zhou Hao & Ji Jianghong

Zhu Jia

Mladen Bizumic, Fiji Bienali Pavyonlar /
Fiji Biennale Pavilions

Yiizen Araziler / Floating Territories Sarkis
Gunilla Klingberg studioKAHEM
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[ ] M a8 B November Faom 207
im
KANS1Z iy, KA 7 e,
USTELj : :
LIK GEREKLI USTELII( GEREKL
KURESE, SAVAS Gaiyny KIRSEL spyp CAGINDA

I¥iMseRy

YAYINLAR / PUBLICATIONS

10B Katalogu / 10B Catalogue

Sayfa sayis1 / Number of pages: 608
Basim tarihi / Date of publication: 2007
Editér / Editor: flkay Balic Ayvaz

I¥imsERyj

Metinler / Texts by Sakir Eczacibasi (sunus/introduction), Hou Hanru, Murat
Tabanlioglu (interview with Ceren Erdem ile soylesisi), Billent Tanju, Shumon Bashar
(interview with Pelin Tan ile soylesisi), Jesko Fezer (interview with Pelin Tan ile
sOylesisi), Dogan Tekeli (interview with Ceren Erdem ile soylesisi), Mine Eder,
Manray Hsu, Okwui Enwezor, Pelin Tan, Oviil Durmusoglu, Marcus Graf, Borga
Kantiirk, Pelin Uran, Adnan Yildiz, Serhan Ada, WHW

10B Rehber / 10B Guide

Sayfa sayis1 / Number of pages: 276
Basim tarihi / Date of publication: 2007
Editor / Editor: ilkay Balic Ayvaz
Metinler / Texts by Hou Hanru

201

Remembering Istanbul | ypuwpmpH n,[nquvisy



Yakmali m1 Yakmamal: mi¢, 2007
AKM (Atatiirk Kiiltiir Merkezi)
Fotograf: Serkan Taycan, IKSV Arsivi

Burn it or not¢, 2007
AKM (Atatiirk Cultural Center)
Photography: Serkan Taycan, IKSV Archives

Diinya Fabrikasi, 2007
IMC (istanbul Manifaturacilar Carsisi)
Fotograf: Serkan Taycan, IKSV Arsivi
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World Factory, 2007
IMC (Istanbul Textile Traders’ Market|
Photography: Serkan Taycan, IKSV Archives

Burak Delier

Tersyon: Karsi-Hizmetler, 2007
Diinya Fabrikasi, IMC (istanbul
Manifaturacilar Cargisi)

Fotograf: Serkan Taycan, IKSV Arsivi

Burak Delier

Reversedirection: Counter-Services,
2007

World Factory, IMC (Istanbul Textile
Traders’ Market)

Photography: Serkan Taycan, IKSV Archives

Sora Kim

CapitalPlus Kredi Birligi, 2007
Diinya Fabrikas1, IMC (istanbul
Manifaturacilar Carsisi)

Fotograf: Pelin Erdogan, IKSV Arsivi

Sora Kim

CapitalPlus Credit Union, 2007
World Factory, IMC (Istanbul Textile
Traders’ Market)

Photography: Pelin Erdogan, IKSV Archives
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Diinya Fabrikasi, 2007
iMC (istanbul Manifaturacilar Carsisi)

Fotograf: Muammer Yanmaz, iKSV Arsivi

World Factory, 2007

IMC (Istanbul Textile Traders’ Market)
Photography: Muammer Yanmaz, KRSV
Archives

Hafriyat

Diinyay: Yesen Doymazsin,
Temmuz 2007

Proje atdlyesi, Hafriyat Karakoy
Sanatgilarin izniyle

Fotograf: IKSV Arsivi

Hafriyat

Your Eyes Are Bigger Than Your
Stomach, July 2007

Project workshop, Hafriyat Karakoy
Courtesy the artists

Photography: IKSV Archives

Sam Samore

Sihirli Yatak, 2007

Riiya Evi, 3 numarali Antrepo
Fotograf: Pelin Erdogan, IKSV Arsivi
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Sam Samore

The Magic Bed, 2007

Dream House, Antrepo no. 3

Photography: Pelin Erdogan, IKSV Archives

Chen Chieh-jen

Devam Eden, 2006

DVD'ye aktanlmig 35-mm film
Diinya Fabrikasz, IMC (istanbul
Manifaturacilar Carsisi)
Sanat¢inin izniyle

Fotograf: IKSV Arsivi

Chen Chieh-jen

On Going, 2006

35-mm film transferred to DVD
World Factory, IMC (Istanbul Textile
Traders’ Market)

Courtesy the artist

Photography: IKSV Archives
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11. Uluslararasi istanbul Bienali, 2009
Insan Neyle Yasar?

— What, How & for Whom/WHW

Goriiniir Kilmak i¢cin Gormekten Fazlasi Gerekir!

Bienaller son derece kolay kii¢timseniyor, bunun da gayet iyi
sebepleri var. Merkez ile ¢eper adi verilen yerler arasindaki iliskiyi ye-
niden tanimlayabilme vaadiyle yola cikan ¢ok sayida yeni bienal sergi-
sinin cazibesinin ardinda, siirecin tamaminin yerel siyasi ve ekonomik
elitler tarafindan yonlendirildigi, uluslararasi alanda daha gticla bir
konum sahibi olmaya yonelik faydaci bir arzu gizlenmistir. Son derece
farkl olgeklerde defalarca kanitlandig tizere, belirli bir yerel cograf-
yanin hem jeopolitik konumunda hem de ekonomik rekabet giiciinde
hareketlenme yaratmanin en etkili yollarindan biri o bolgenin kilttrel
sermayesini desteklemek ve gelistirmek. Diger yandan, “uluslararasi
sanat ortami”nin ayricalikli cevresini kirmaya ve genisletmeye kalkas-
tiklar1 yolundaki iddialarinin aksine, ¢ogu bienal “diinyanin yetersiz
kaynaklara sahip bolgelerinden gelen sanatcgilarin kiiresel anaakim
sanat ortamina girisini denetleyen giiclii birer Batili filtre”ye? donts-
mis durumda.

Ancak, biiytik-sanat-etkinligi olgusunun dogasi ve etki alani tizeri-
ne yuriitiilen tiim hararetli tartigsmalar aslinda temelde yatan merke-
zi onemde bir soruya isaret ediyor: Sanat, dzellikle de kurumsal bir
cerceve icerisinde tiretilen sanat, elestirel ve dontistiirticti olabilir mi,
diger bir ifadeyle, toplumsal cevresiyle siyasi bir angajmana girebilir
mi? Yoksa, dontistiirmeye calistigi neoliberal diizenin ta kendisi tara-
findan ele gecirilmesi ve ehlilestirilmesi ka¢inilmaz midir? Yelpazenin
oteki ucundan bakildiginda ayni soru genellikle su sekilde dillendiri-
lir: Sanat belirgin bir siyasi boyut tasimali midir, ayrica, siyasi boyutu
sanatin i¢kin degerine katkida m1 bulunur, yoksa bu degerden bir sey
mi eksiltir?

Istanbul Bienali sergisi Insan Neyle Yasar! bashigimi Bertolt
Brecht’in Elisabeth Hauptmann ve Kurt Weill ile birlikte 1928’de
yazdig1 U¢ Kurusluk Opera’dan aldi. Bienal, heniiz acilmadan Tiirki-
ye baglaminda tartigmalara sebep oldu, sert ve olumsuz tepkiler aldi.
Ekim 2009’da istanbul’da diizenlenen IMF ve Diinya Bankas: zirvesine
kars1 yapilacak gosteriler icin orgiitlenen Resistanbul adli inisiyatifin
yazdig1 bir mektupla baslayan, serginin aciligi sirasinda diizenlenen
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11th International Istanbul Biennial, 2009
What Keeps Mankind Alive?

— What, How & for Whom/WHW

It Takes More Than Seeing to Make Things Visible!

Biennials are so easily dismissed, and with good reason. Behind
the allure of numerous newly created biennial exhibitions, promising
the possibility of redefining the relationship between the center and
the so-called margin, lurks more often than not a very pragmatic wish
for stronger international positioning, the whole process driven by
local political and economic elites. As has been proven so many times,
on so many different scales, one of the best ways to create a shift in
both the geopolitical positioning and the economic competitiveness of
a particular locality is through building up its cultural capital. On the
other hand, against their proclaimed attempts to open up and expand
the privileged circle of the “international art scene,” most biennials
have in fact become “another powerful Western filter, governing the
access of artists from under-resourced parts of the world to the global
mainstream.”?

But all the heated discussions about the nature and reach of the
big-art-event phenomenon in fact point to an underlying, core ques-
tion: Can art, especially art produced within an institutional frame-
work, be critical and subversive—that is to say, politically engaged
within its social environment? Or will it unavoidably get recuperated
and coopted by the same neoliberal system that it is trying to subvert?
From the opposite point of the spectrum, the pertinent question is
often posed as: Should art be explicitly political, and does politicality
add to, or take away from, its intrinsic value?

The Istanbul Biennial exhibition What Keeps Mankind Alive?
took its title from Bertolt Brecht’s play The Threepenny Opera, writ-
ten in collaboration with Elisabeth Hauptmann and Kurt Weill in
1928. The biennial triggered debate and provoked strong negative
reactions within the Turkish context even before it opened. Initiated
by a letter written by the initiative Resistanbul, organized in prepara-
tion for demonstrations against the International Monetary Fund
and World Bank summit that took place in Istanbul in October 2009,
and continued with protests at the exhibition’s opening, the debate
centered on the unavoidable question of the corporate system’s appro-
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protestolarla devam eden tartismanin merkezinde, kaginilmaz bir
sekilde, ticari sistemin ilerici sanat pratiklerini kendine mal etmesi
meselesi vardi. Tartisma, elestirel sanatin — bienal 6l¢eginde bir etkin-
lik dizenlemenin gerekli bir parcasi veya bazen ana 6n kosullarindan
biri olan - ticari sponsorlar ve yerel iktidar yapilar ile ittifak kurdugu
bu sergilerin genellikle diipediiz sagma konumuna igaret ediyordu.

Bir bienalin cergevesini olusturan ve sanat ile sermayenin elden
geldigince kesintisiz bir entegrasyonunu saglamak tizere tasarlanmis
kurumsal gticler birligi zaten hakli bir zemine sahip bir elestiriyle
kars1 karsiya kaliyor, ancak sol bir retorikle bir araya geldiginde bu
birlige yonelik elestirinin dozu anlagilan o ki artiyor. Brecht'i, yeniden
kesfedilecek bir klasik olarak degil de, giincel kapitalizmin kosullari
dahilinde sanatin konumunu yeniden dtstinen bir dizi 6nermenin
kaynagi olarak bienalin baslangic konumuna yerlestirmek, bir acidan
bakildiginda, yazar ve elestirmen Siireyyya Evren’in sozleriyle, “orto-
doks sol konum ile ¢cagdas sanat arasindaki ¢atismanin giincel sanatin
anlagilmasinda belirleyici bir rol oynadigi”® bu sehrin entelektiiel ve
sanatsal gérintimiine dogrudan bir miidahalede bulunmak anlami-
na geliyordu. “Ortodoks” bir siyasi figlir olarak Brecht’i alip “liberal
kamplar”la iligkilendirilen giincel sanat alanina tagiyan manevra, sol
siyasetle giincel sanat arasindaki zitlig1 gecersiz kilmaya; karmasiklig:
reddeden ve hem giincel sanati hem de sol siyaseti yekpare ve duragan
bir konuma mahktm eden cifte genellemeye karsi ¢ikmaya kalkisiyor-
du. Ancak yine de Turkiye baglaminda genis kapsamli bir elestiriyle
kargilasti. Agiligtan hemen 6nce dolagima sokulan ag¢ik mektupta pro-
testocular, sanatgilara bienali terk etme ve “gercek” siyasetin tretildi-
gi tek yer olan sokaklarda sanat yapma ¢agrisinda bulunuyorlardi.*

Bu elestiri, bienal 6rneginde gordiigiimiiz, neoliberal bir ¢erge-
vede hareket etmenin i¢kin tavizkar konumuna isaret etse de biz,
gecerli tek bir siyasi miicadele yontemi veya siyasi fikir olusturma
yontemi bulundugu 6nermesine veya sadece 6nceden belirlenmis bir
tek sanatsal pratik tiirintn ilerici kabul edilmesi gerektigine katilmi-
yoruz. Sergi bigimini “gercek hayat”in diginda steril beyaz bir saray
olarak niteleyerek 1skartaya ¢cikarmak kolaya kagmaktir ve oldukca
mubhafazakar ve gerici bir anlayisla genis bir elegtirel pratikler dizisini
g0z ard1 etmek anlamina gelir. Sergi ayn1 zamanda kamusal bir alandir
ve siyasi tartisma ve toplumsal zitliklarin ifadesi i¢in elimizde kalan
az sayida alandan biri olarak deger tasir (bilgiyle eglencenin birbirine
karistig1 ve neredeyse herseyin bir gosteriye dontistiigii bir toplumda
bu durum son derece biiyiik bir agiga isaret eder). Son olarak, ama son
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priation of progressive art practices. It pointed out the often outrightly
absurd position of exhibitions in which critical art enters into an al-
liance with corporate sponsorship and local power structures that are
necessarily part of, or even one of the main preconditions of, organiz-
ing an event on the scale of a biennial.

The institutional conflation of powers that constitutes a biennial’s
framework, designed to ensure more or less seamless integration of art
and capital, already provokes justifiable criticism, but combined with
leftist rhetoric, apparently even more so. Taking Brecht as a starting
position for the biennial, not as a classic to be rediscovered but as a
source for a variety of proposals rethinking the position of art within
the conditions of contemporary capitalism, was in a sense a direct
intervention into the intellectual and artistic landscape of the city,
where, in the words of the writer and critic Stireyyya Evren, “The
conflict between an orthodox left position and contemporary art plays
a critical role today in the understanding of contemporary art.”® The
maneuver that took Brecht, an “orthodox” political figure, and moved
him into a field of contemporary art associated with “liberal camps”
attempted to invalidate the opposition between leftist politics and
contemporary art and to oppose the double-generalization that refuses
complexity and fixes both contemporary art and left politics as mono-
lithic, static. And yet it generated extensive criticism in the Turkish
context. In the open letter circulated in the days just before the open-
ing, protesters called for artists to abandon the biennial and make art
on the streets, the only place where “real” politics takes place.*

As much as this criticism points to the inherently compromised
position of operating in a neoliberal framework such as a biennial, we
do not agree with the assertion that there is only one valid method of
political struggle, or of articulating political ideas, and that only one
prescribed type of art practice should be considered progressive. Dis-
carding the format of the exhibition as a sterile white palace outside
of “real life” is an easy way out, which in a rather conservative and
retrograde manner dismisses a whole array of critical practices. The
exhibition is also a public space, valuable as one of the few remaining
spheres for political debate and the expression of social antagonisms
(gravely lacking in a society of infotainment and the spectacularization
of, well, everything). It is also, last but not least, valuable as a keeper
of memory. Especially memories of possibilities that once existed and
are still worth fighting for.

As T.J. Clark points out in the preface to his seminal book The
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derece 6nemli bir diger rolii de, bir bellek koruyucu olarak tagidig:
degerdir. Ozellikle de bir zamanlar var olan ve hala ugrunda miicadele
etmeye deger imkanlarin belleginin koruyucusu olarak.

T.J. Clark’in ufuk agic1 kitab1 The Absolute Bourgeois: Artists
and Politics in France 1848-1851'da (Mutlak Burjuva: Fransa’da Sanat-
cilar ve Siyaset 1848-1851) belirttigi gibi, sanat ne siyasi olaylara tepki
gosterme becerisiyle ne de kamusal alandaki yakin ve belirli etkilerle
olan baglariyla sinanir. Ama yine de, diye devam eder Clark, “simgeler
ve yapitlar bir toplumsal grubun tiim ‘diinya’sini gercevelendirisinde
gerceklesen degisimlere katkida bulunurlar.”® Sanat higbir zaman
cevresinin notr, kopuk bir betimlemesi degildir. Aksine, belirli bir
durumun yaratilmasinda etkin bir rol oynar ve “6zerkligi” her zaman
belirli bir tarihsel anin ideolojisinin bir pargasidir. Sanatcilar ve kiira-
torler sanatin, ideolojik iktidarin odak noktalar: ve kilit konumdaki
kesisme noktalarini sekteye ugratmak, yerinden oynatmak i¢in, onlar
basit birer ara¢ olarak kullanarak da olsa, etkili olabilecegi yollar
aramakla yiikiimliidiir. Istanbul Bienali iizerinde ¢alisirken, bienalin
bize dinyanin bugiinkii durumunu ve ayn1 zamanda giincel estetik
pratiklerin kiresel kapitalizm dahilinde oynadiklar roli elegtirel bir
dille degerlendirebilecegimiz alanmi saglayabilecegi ve vermesi gerekti-
8i; Istanbul Bienali gibi kiiresel kapsam ve erisime sahip bir sergide ay-
rintili bir elestirel, kuramsal ve ideolojik konuma gereksinim oldugu
varsayimlarindan hareket ettik.

Siyaset ile ekonomi alanlar arasindaki iliskiler Insan Neyle Yagar?
icin temel 6nemdeydi, cografi acidan ise sergi Avrupa kokenli moder-
nist projenin merkezi diginda kalan bolgelerine yoneliyordu: Ortadogu,
Orta Asya, Kafkaslar ve Dogu Avrupa. Sanat diinyasinin tizerinde ¢ok
konusulan uluslararasilagmasi, aslinda bir dizi yeni esitsizlik iligkisi
uretti. Sanatcilarin buytk etkinliklere katilimi artik giderek artan
oranda geldikleri tilkelerde (veya bazi durumlarda ikamet ettikleri
tilkelerde) kamusal sanata ayrilan fonlara bagli. Biz ise bienali bu
kosullara meydan okumak ve karsi ¢ikmak, kiiresellesen bir diinyada
sanat yapitlarinin ve sanatgilarin kimliklerinin tiretilmesi, tanimlan-
masi1 ve sunulmasiyla ilgili sorulan yeniden diisiinmek i¢in kullanma-
ya calistik. Biz bienali, biitiin bu cagdas “yaratici sinif”1in mobilitesi
ve ayricaligi sozlerine ragmen, sinirlarinin her zamanki kadar kati1 ve
gecirgenliginin tek yonla oldugu, s6zde ortadan kalkmais ceperlerin
sanatcilarina ve kultarel is¢ilerine bir platform olusturmak igin bir
imkan —gegici, stireksiz elbette ama yine de bir imkan- olarak gordik.

Insan Neyle Yasar? iktidarin dilleri ve ahlaki ikiytizliiliik, gorii-
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Absolute Bourgeois: Artists and Politics in France 1848-1851, the test
of art is neither its ability to respond to political events nor its ties to
immediate, specific effects in the public sphere. And yet, he continues,
“symbols and artefacts participate in shifts that take place in a social
group’s whole framing of its ‘world.”””> Art is never just a neutral, de-
tached portrayal of its environment. It is actively involved in creating
a particular state of things, and its “autonomy” is always part of the
ideology of a certain historical moment. It is necessary for artists and
curators to look for ways in which art can be instrumental in disrupt-
ing and dislocating the focal, key points of convergence of ideological
power, even if it does this simply by using them as vehicles. In work-
ing on the Istanbul Biennial, we started from the assumption that the
biennial can and should offer us space to critically examine the state of
the world today as well as the role of contemporary aesthetic practices
within global capitalism, and that there is a need for an articulated
critical, theoretical, and ideological position within an exhibition of
global scope and reach such as the Istanbul Biennial.

The relationships between the subjects of politics and economics
were central to What Keeps Mankind Alive?, and its geographical ori-
entation targeted the noncentral zones of the European modernist proj-
ect: the Middle East, Central Asia, the Caucasus, and Eastern Europe.
The much-discussed internationalization of the art world has in fact
produced a new set of unequal relationships, where the scale of partici-
pation of artists in major events is increasingly contingent on public
art funding in their countries of origin (or, in some cases, countries of
residence). We tried to use the biennial to challenge and contest this
state of affairs, and to rethink questions of production, definition, and
presentation of artworks and artists’ identities in a globalized world.
We saw it as a possibility—transient and temporary, of course, but
still a possibility—for establishing a platform for artists and cultural
workers from purportedly disappearing margins whose boundaries are,
despite all the talk of mobility and privilege of the contemporary “cre-
ative class,” as strong as ever, and continue to be permeable in only
one direction.

What Keeps Mankind Alive? attempted to create fragmented nar-
ratives that dealt with political contexts and ideological conditions
through loose thematic nods addressing issues of languages of power
and moral hypocrisy, visibility and distance, the ideology of normal-
ity and everyday organization, crises of public space and exclusion,
feminist issues and normative gender roles, relations of guilt and
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niirliik ve mesafe, normallik ve giinliik orgiitlenme ideolojisi, kamu-
sal alan ve dislanma krizleri, feminist meseleler ve normatif cinsiyet
rolleri, sucluluk ve af iligkileri, tarihsel travmalar, beslenme ve ¢agdas
toplumlarda savas hali gibi konulara egilen gevsek tematik isaretler
araciligiyla, siyasi baglamlar ve ideolojik kosullarla basa ¢ikmaya kal-
kigsan parcali hikayeler yaratmaya calisti. Sergiye eslik eden kitapta yer
alan kiratoryel metinde belirttigimiz gibi, serginin kavrami kendini
propagandanin bir Gretim artig1 —yapitlar fazlasiyla bir siyasi havada
sunan, dogrudan yorumcu bir manipiilasyon -olarak belli etti. Bircok
birbirinden farkli gey gostermesine ragmen, sergi ne ‘gostermek’ istedi-
gini acikea belirtiyordu: Adil bir diinya diizeninin ve tirtin ve hizmet-
lerin adil dagiliminin hem uygulanabilir hem de son derecede hayati
oldugunu ve komiinizmin bugiin de bu arzulanan projeye verilebilecek
tek isim oldugunu.

Sergi, bienalin Gretim kosullarini sorunsallagtirmay: hedefliyordu
ve kendi aleni siyasi tepkisi ile, “gosteri”nin ickin mantik ve sonug-
larinin yonlendirdigi, bir uzlasma icerisinde bulundugu gelenekler
arasindaki diyalektik gerginligi yogunlagtirmaya ve kigkirtmaya
calist1. Bienalin alisildik cilali ylizeyini soyup atmak ve bu dis yiizeyin
altinda yatan ve etkinligin iglemesini saglayan teknik, ekonomik ve
toplumsal veriyi ortaya ¢cikarmak igin, bir dizi grafik ve istatistik sergi
dahilinde ayr1 bir alanda sergilendi ve bienalin iki yayininin da igeri-
sinde yer aldi. Bu grafik ve istatistikler, normalde gérinmez kalan ama
ginumuzde kiiltiirel igcilerin ¢alistig1 kogullar, yani bienalin nasil
finanse edildigi, katilimei sanatcilarin cografi dagiliminin kiratoryel
arastirma seyahatleriyle iliskisi ve ulusal GSMH'lerdeki farkliliklarin
Kuzey ve Guney, Dogu ve Bat1 arasindaki kiiltiir politikalarini nasil
etkiledigi hakkinda ¢arpici bilgiler iceriyordu.

11. Istanbul Bienali’nin bu kadar cok protestoyla karsilasmis
olmasi, elestiri ve algilanigina biiytik oranda Kog¢’un sponsorlugu
ile ilgili kizginlik ve hayalkirikliginin ve Brecht’in samimiyetsizce
kullanildig diistincesinin hakim olmasi; polemigin yogunlugunu ve
kiiltiirel Giretimin giiniimtizde kapitalist maniptilasyon ve kontrol
yapilariyla ne olgiide ic ice gectigini gostermektedir. Yakin zamanda
yazdig1 bir makalede Martha Rosler, “yapitin hakiki okunusuna ve
ginimiz kogullar1 hakkinda bir s6z sdylemesine olanak saglayan, tire-
timiyle sindirilmesi ve etkisizlestirilmesi arasindaki bu bosluktur”®
diyor. Istanbul Bienali gibi bir ortamda, bir serginin iiretimiyle etki-
sizlestirilmesi arasinda boyle bir boslugun olusmasi imkan dahilinde
midir? Yoksa bu yolda gosterilecek ¢abalarin tamami, tiretimi miim-
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forgiveness, historical traumas, food, and the state of war in contempo-
rary societies. As we stated in the curatorial text in the book accom-
panying the exhibition, the concept of the exhibition manifested itself
as a surplus of propaganda—direct interpretative manipulation that
presented the works in a resoundingly political key. Though it showed
many different things, the exhibition explicitly stated what it desired
to “show”: that a just world order and distribution of economic goods
and services is viable and absolutely vital, and that communism is still
the only name for that desirable project.

The exhibition aimed to problematize the conditions of the bien-
nial’s production, and it tried to intensify and provoke the dialectical
tension between its overt political thrust and the conventions with
which it negotiated, driven by the immanent logic and consequences
of “spectacle.” In an effort to peel away the biennial’s usual glossy
surface and expose the underlying technical, economic, and social data
that make the event function, series of graphs and statistics were ex-
hibited in a separate space within the exhibition and published in both
of the biennial’s publications. They showed the information that usu-
ally stays invisible but is telling about the situation in which cultural
workers are operating nowadays, such as how the biennial is financed,
how the geographical range of participating artists is related to curato-
rial research travels, and how disparities in national GDPs influence
the cultural politics between the global North and South, East and
West.

The fact that the 11th International Istanbul Biennial induced so
much protest, and that its criticism and reception at the local level
were dominated by rage and frustration over the Kog¢ sponsorship and
the perceived insincerity of the appropriation of Brecht, indicates the
intensity of polemics and the degree to which cultural production
today is implicated within capitalist structures of manipulation and
control. In a recent article, Martha Rosler states that, “It is this gap
between the work’s production and its absorption and neutralization
that allows for its proper reading and ability to speak to present condi-
tions.”¢ Is such a gap, between an exhibition’s production and neutral-
ization in a setting like the Istanbul Biennial, even possible? Or are
any efforts doomed in advance by the very framework that enables the
production?

Our proposal for a way out of this impasse was to stress one’s own
position of involvement, to cancel the ambivalence of one’s position.
The exhibition setup proposed an exacerbation of tensions between
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kiin kilan ¢ercevenin kendisi tarafindan sonugsuz kalmaya ta bastan
mi1 mahkam edilmistir?

Bizim bu agmazdan ¢ikis yolu olarak 6nerimiz, kendi dahil olusu-
muzun konumunu vurgulamak, konumumuzun belirsizligini ortadan
kaldirmakti. Serginin kurulum bi¢imi, serginin siyasi, propagandaci
arzulariyla bu arzular hemen iptal etmesi beklenen bienalin baskin
cercevesi arasindaki veya beyaz-kiip anlayigina uygun, neredeyse
miizebilimsel sergi kurulumuyla, ¢cogu, 6zerk tiretim aligkanlikla-
rindan, bicimsel estetik kaygilardan ve bireysel yaraticiliktan yola
cikmayan yapitlarin aragsal siyasi okumalar1 arasindaki gerilimlerin
tirmandirilmasini éneriyordu. Insan Neyle Yasar! “herkesin bildigi”ni
dile getirmek yolunda bilingli bir ¢abaydi. Sergi daha 6nce de defalarca
giindeme getirilen o eski sorulan tekrar soruyordu: Sanat ve kilttirel
uretim alaninda 6zgiirlestirici taktikler gelistirmek mimkiin mudiir?
Bu uzun vadeli bir ¢aba olabilir mi, yoksa bu sadece diizende gegici bir
yarilma olusturabilmek midir? Bu sorularin kiiltiirel Giretimin yakasini
gelecekte de birakmayacagina siiphe yok, ne hazir ne de kolay yanitlar
var ¢iinkii. Bu sorular ne kadar yanitlanamaz veya karara baglanamaz
olurlarsa olsunlar, bize diisen sadece bu sorulari sormak degil, onla-

11 siyasi bir ifadeye dayali kiiltiirel Giretim araciligiyla tekrar tekrar
yanitlamaya ¢alismak ve boylece goriinmez olam gergeklik icerisinde
mevcut kilmaktir.

1. Insan Neyle Yasar? — 11. Uluslararas: Istanbul Bienali'ne hamis. T. J. Clark, The Absolute Bourgeois:
Artists and Politics in France 1848-1851 (Londra: Thames and Hudson Ltd., 1999): 30. Bu ufuk acic1
kitap ilk kez 1973'te yayimlandi, ortaya koydugu meseleler bugiin de énemini koruyor.

2. Chin-Tao Wu, “Biennials Without Borders?”, New Left Review 57 (Mayis-Haziran 2009): 108.

3. Stireyyya Evren, “An Ongoing Tension—Orthodox Left versus Turkish Contemporary Art”, Art +
Politics: From the Collection of the City of Vienna, ed. Hedwig Saxenhuber iginde (Viyena ve New York:
Springer, 2008): 170-83.

4. Bahsi gecen mektuba bu adresten ulasabilirsiniz: http://resistanbul.wordpress.com/2009/09/04/
conceptual-framework-of-direnal-istanbul-resistance-days-what-keeps-us-not-alive/.

5. Clark, The Absolute Bourgeois, 7-8.

6. Martha Rosler, “Take the Money and Run? Can Political and Socio-Critical Art ‘Survive’?” e-flux
journal, Ocak 2010, http://www.e-flux.com/journal /view/107.

WHAT, HOW & FOR WHOM/WHW 1999’da kurulan ve ¢aligmalarini Hirvatistan’in Zagreb
sehrinden yiiriiten bir kiiratoryel kolektif. Uyeleri Ivet Curlin (1969), Ana Devi¢ (1969), Natasa
1li¢ (1970), Sabina Sabolovi¢ (1975) ve tasarimei ve yayinct Dejan Kr$i¢'tir (1961). WHW bir dizi
etkinlik, sergi, yayin projesini ve Zagreb’deki Gallery Nova’y1 yonetiyor. Kolektifin ismi (Ne,
Nasil ve Kimin i¢in) her ekonomik érgiitlenme bigiminin ti¢ temel sorusunu yansitmaktadir; grup
bu sorular sergi planlama, kavramsallastirma ve gergeklestirme siireclerine, ayni zamanda sanat
yapitlarinin iiretim ve dagitimina ve sanatginin emek piyasasindaki roliine gonderme yapmak
amacryla tistlenmistir. WHW 11. Istanbul Bienali’'nin de kiiratérliigtint gergeklestirdi (2009).
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the political, propagandist yearnings of the exhibition and the over-
powering framework of the biennial, which is bound to immediately
cancel it out. Or between the white-cube, almost museological exhibi-
tion setup and instrumental political readings of works that mostly do
not depart from the conventions of autonomous production, formal
aesthetic considerations, and individual authorship. What Keeps Man-
kind Alive? was a conscious effort to say what “everybody knows.”
The exhibition posed the same old questions that have been raised so
many times before: Is it possible to develop emancipatory strategies
in the field of art and cultural production? Can this be a long-term
effort, or it is always just a temporary rupture of the system? These
questions will no doubt continue to haunt cultural production in the
years to come, as there are no ready or easy answers. As unanswerable
and undecidable as the questions may be, it is our role not only to pose
them, but to repeatedly try to answer them through cultural produc-
tion based on political articulation, thus making the invisible become
present in reality.

1. Post-scriptum to the 11th International Istanbul Biennial What Keeps Mankind Alive? T. J. Clark,
The Absolute Bourgeois: Artists and Politics in France 1848-1851 (London: Thames and Hudson Ltd.,
1999): 30. This seminal book was first published in 1973, and the issues it raises remain relevant to
this day.

2. Chin-Tao Wu, “Biennials Without Borders?,” New Left Review 57 (May-June 2009): 108.

3. Siireyyya Evren, “An Ongoing Tension—Orthodox Left versus Turkish Contemporary Art” in Art
+ Politics: From the Collection of the City of Vienna, ed. Hedwig Saxenhuber (Vienna and New York:
Springer, 2008): 170-83.

4. The letter is republished at http://resistanbul.wordpress.com/2009/09/04/conceptual-framework-
of-direnal-istanbul-resistance-days-what-keeps-us-not-alive/.

5. Clark, The Absolute Bourgeois, 7-8.

6. Martha Rosler, “Take the Money and Run? Can Political and Socio-Critical Art ‘Survive’?” e-flux
journal, January 2010, http://www.e-flux.com/journal/view/107.

WHAT, HOW & FOR WHOM/WHW is a curatorial collective formed in 1999 and based in Zagreb,
Croatia. Its members are Ivet Curlin (1969), Ana Devi¢ (1969), Natasa Ili¢ (1970), and Sabina
Sabolovi¢ (1975), together with the designer and publicist Dejan Kr$i¢ (1961). WHW organizes a
range of production, exhibition, and publishing projects and directs Gallery Nova in Zagreb. Its
name reflects the three basic questions of every economic organization; the group adopted them
to refer to the planning, conceptualization, and realization of exhibitions as well as the production
and distribution of artworks and the artist’s position in the labor market. WHW curated the 11th
Istanbul Biennial (2009).
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11. Uluslararas1 Istanbul Bienali
11th International Istanbul Biennial

BIENAL BASLIGI / TITLE
Insan Neyle Yasar? / What Keeps Mankind Alive?

SEPTEMBER 12 EYLUL-NOVEMBER 8 KASIM 2009

KURATOR / CURATOR

What, How & for Whom/WHW kiirator kolektifi / curatorial collective
(Ivet Curlin, Ana Devi¢, Nataga Ili¢, Sabina Sabolovi¢)

MEKANLAR / VENUES
Antrepo no. 3

Ferikoy Rum Okulu / Ferikoy Greek School
Tiitiin Deposu / Tobacco Warehouse

SANATCILAR / ARTISTS
Jumana Emil Abboud
Vyacheslav Akhunov
Mounira Al Solh
Nevin Aladag
Hiiseyin Bahri Alptekin
Doa Aly

Karen Andreassian
Yiiksel Arslan

Zanny Begg

Lidia Blinova

Anna Boghiguian

KP Brehmer

Bureau d’études
CANAN

Cengiz Cekil

Danica Daki¢

Lado Darakhvelidze
decolonizing.ps
Natalya Dyu

Rena Effendi

Isil Egrikavuk
Etcétera...
Hans-Peter Feldmann
Shahab Fotouhi

Inci Furni

Igor Grubié

Nilbar Giires
Margaret Harrison
Sharon Hayes

Vlatka Horvat
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Wafa Hourani

Hamlet Hovsepian

Sanja Ivekovi¢

Haejun Jo & Dongwan Jo

Jesse Jones

Alimjan Jorobaev

Michel Journiac

KwieKulik

Sini$a Labrovié

Zeina Maasri

David Maljkovié¢

Marwan

Avi Mograbi

Rabih Mroué

Aydan Murtezaoglu &
Biilent Sangar

Museum of American Art

Marina Naprushkina
Deimantas Narkevic¢ius
Ioana Nemes
Wendelien

van Oldenborgh
Mohammed Ossama
Erkan Ozgen
Trevor Paglen
Nam June Paik
Marko Peljhan
Darinka Pop-Mitié
Lisi Raskin
Société Réaliste

Maria Ruido
Larissa Sansour
Hrair Sarkissian
Ruti Sela & Maayan Amir
Société Réaliste
Mladen Stilinovié
Tamis St.Auby
Jinoos Taghizadeh
Oraib Toukan
Vangelis Vlahos
Simon Wachsmuth
Artur Zmijewski
Chto delat? / What is
to be done /
Ne Yapmali?

M TE AM LB

INSAN NEYLE YASAR? * IWHAT KEEPS MANKIND ALIVE?

METINLER
THE TEKTS

INSAN NEYLE YRSAR? * WHAT KEEPS MANKIND ALIVE?

THE GUIDE

YAYINLAR / PUBLICATIONS

11B Metinler kitab1 / 11B Reader: insan Neyle Yasar? — Metinler |

What Keeps Mankind Alive? — The Texts

Sayfa sayis1 / Number of pages: 496

Basim tarihi / Date of publication: 2009

Editorler / Editors: What, How & for Whom/WHW, ilkay Bali¢

Metinler / Texts by Bertolt Brecht, WHW, Gokee Dervigoglu, Meltem Ahiska,
Morad Farhadpour, Boris Buden, Mladen Dolar, Luis Ignacio Garcia, Darko Suvin,
Ayse Bugra, Mingi Li, Brian Holmes & Claire Pentecost, Stireyyya Evren,

Omnia El Shakry, Eda Cufer, Keti Chukhrov, Stephen Wright

11B Rehber / 11B Guide

Sayfa sayis1 / Number of pages: 384

Basim tarihi / Date of publication: 2009

Editérler / Editors: What, How & for Whom/WHW, ilkay Bali¢
Metinler / Texts by WHW, Ulrike Gerhardt
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Vyacheslav Akhunov
Leniniana, 1977-82

3 numarali Antrepo

Fotograf: Nathalie Barki, IKSV Arsivi

Vyacheslav Akhunov

Leniniana, 1977-82

Antrepo no. 3

Photography: Nathalie Barki, IKSV Archives

decolonizing.ps (Sandi Hilal,
Alessandro Petti, Eyal Weizman)
Ferikoy Rum Okulu, 2009
Fotograf: Nathalie Barki, IKSV Arsivi
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decolonizing.ps (Sandi Hilal,
Alessandro Petti, Eyal Weizman)
Ferikoy Greek School, 2009
Photography: Nathalie Barki, IKSV Archives

Museum of American Art
ABD’den Modern Sanat, 2006
3 numarali Antrepo

Fotograf: Nathalie Barki, IKSV Arsivi

Museum of American Art

Modern Art from the USA, 2006
Antrepo no. 3

Photography: Nathalie Barki, IKSV Archives

Marina Naprushkina

Bagkanlik Platformu, 2007

3 numarali Antrepo

Fotograf: Muammer Yanmaz, IKSV Arsivi

Marina Naprushkina

The President’s Platform, 2007
Antrepo no. 3

Photography: Muammer Yanmaz,
IKSV Archives
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CANAN

Ibretniima, 2009

3 numarali Antrepo

Fotograf: Sanat¢inin izniyle, IKSV Arsivi

POOR MAN

CANAN

Exemplary, 2009

Antrepo no. 3

Photography: courtesy the artist, IKSV
Archives

HAS NO

FRIENDS

W 2

Mladen Stilinovié¢

Yemekli Calismalar, 1978-2009
3 numarali Antrepo

Fotograf: Sanatginin izniyle, IKSV Arsivi
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Mladen Stilinovié¢

Works with Food, 1978-2009
Antrepo no. 3

Photography: courtesy the artist, IKSV
Archives

Ferikdy Rum Okulu’nda bir
sinif, 2009
Fotograf: Nathalie Barki, IKSV Arsivi

loR o gehv" i

nijivee i
Delong o thesev'¢

A classroom at Ferikoy Greek
School, 2009

Photography: Nathalie Barki, IKSV Archives

Sinif, 2009
Titin Deposu
Fotograf: Nathalie Barki, IKSV Arsivi

Classroom, 2009

Tobacco Warehouse

Photography: Nathalie Barki, IKSV Archives
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1. Uluslararas: istanbul Cagdas Sanat Sergileri,
2., 4. ve 10. Uluslararas1 istanbul Bienalleri,
1987, 1989, 1995, 2007

— Sarkis

Bir sanatg1 ni¢in bir sergiye ¢agrilir, nasil ¢agrilir ve sanat¢1 bu cagriya
nasil cevap verir? Sanirim mesele burada.

1969 yilinda Harald Szeemann Bern’de When Attitudes Become
Form: Live in Your Head (Davraniglarin Sekle Dontismesi) isimli
bir sergi hazirlamigti. Bu sergi 6ncesinde Szeemann Paris’e gelmis
ve calismalarimi gormuistii. “Bir sene sonra bir sergi yapacagim”
demisti. Serginin ismini bilmiyordu, hentiz ortada kavramsal bir
cerceve de yoktu. Cok ucuz bir tren biletiyle Bern’e cagrildim.
Kapida yerlestirmemi nereye kuracagimi sordugumda Szeemann
“nereye istersen,” dedi. O donemde elektrik, su, katran kullanarak
enerjiyle ilgili tehlikeli isler yaptigimi saniyordum. Yerlestirmemi
merdivenin inigine kurdum. Herhangi bir yerlestirme plani yoktu.
Solumda Panamerenko vardi. Sagimda birisi duvar kaziyordu,
tanimiyordum, sonradan Lawrence Weiner oldugunu 6grendim. Biraz
oteden Mario Merz, Gilberto Zorio gibi isimler ¢ikti. Szeemann’i
orkestra gefi gibi algilamak lazim. Orada bir agik kap1 birakmig, ne
gibi formlar doguracagi belli olmayan sanatgilar ¢cagirmisti. Mekan
bir meydana doniismeye basladi. Bu ornek, iligkilerin ve ¢agrilma
sekline sanatcilarin nasil cevap verdiginin ayni zamanda rastlantilarla
olustugunu gosteriyor. Sergi tiim sanatgilarin o yerde yaptiklar
calismalarla dogdu. Inanilmaz bir dostluk havasi icinde dogdugunu
vurgulamak istiyorum. Hatta sanirim hastalandig: icin gelemeyen
Robert Morris’in yapitini ben kurmustum (arkadastik o zamanlar),
Joseph Beuys’a da yardim etmistim. Sanatgilar stirekli bir dayanigsma
ve yardimlasma i¢indeydi.

Bir ara Vasif Kortun Magiciens de la terre (Yerytizt Biytuctleri,
1989) sergisinden kisa bir sekilde bahsetti. Bu sergide vardim ve
serginin dogus sebepleri tizerine de bir seyler soylemek istiyorum.
1982 Sidney Bienali'ne ilk kez Aborjin sanatgilar da davet edilmisti.
Oranin hakiki yerlileri olan Aborjinlerin yapitlar1 miizelerde
hep, benim tabirimle, harp ganimeti gibi gosterilmekteydi. Yani
onlara danisilmadan, sanattan ¢ok birer etnografik nesne olarak
gosterilmekteydiler. Aborjin sanatgilar, yasayan cagdas sanatcilar
olarak ilk kez 1982 Sidney Bienali'ne davet edildi.
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1st International Istanbul Contemporary Art Exhibitions,
2nd, 4th, and 10th International Istanbul Biennials,
1987, 1989, 1995, 2007

— Sarkis

Why is an artist invited to an exhibition? How is the invitation
issued? How does an artist respond to this invitation? These, I feel,
are important matters.

In 1969, Harald Szeemann curated an exhibition titled When
Attitudes Become Form: Live in Your Head in Bern, Germany. Before
this exhibition, Szeemann came to Paris and saw my work. “I am do-
ing an exhibition next year,” he said. He did not know the title yet,
or the conceptual framework. I was given a very cheap train ticket to
travel to Bern. When I asked at the entrance where I should install
my work, Szeemann replied, “Wherever you like.” Back then, I used
electricity, water, and tar, and thought I was making dangerous works
about energy. I installed at the bottom of a flight of stairs. Szeemann
had nothing resembling an installation plan. Panamerenko was on my
left. To my right, someone I did not know was scraping out the wall;
later on I would find out that it was Lawrence Weiner. A bit further
on, Mario Merz and Gilberto Zorio. The exhibition took form with
works exclusively created in that space by all the artists involved. The
space began to turn into a kind of town square. Szeemann’s role was
like that of a conductor. He had left a door open, inviting artists to
come through that door, not knowing what kind of forms they would
create. It is an example of how relationships, and artistic responses,
are shaped by coincidence. I want to emphasize that the exhibition
was created in an incredible atmosphere of friendship. In fact, if
my memory serves me well, T installed the work of Robert Morris
(we were friends back then), who could not come due to illness, and
I helped Joseph Beuys. There was a constant state of solidarity and
mutual support.

Vasif Kortun briefly mentioned the Magiciens de la terre exhibi-
tion of 1989 in Paris. I participated in this exhibition as well, and I
would like to say a few things about the reasons it came about. Some
backstory: The 1982 Biennale of Sydney was the first time aboriginal
artists were invited to participate in that city’s biennial. For the most
part, the works of aborigines, the true natives of Australia, had until
then been displayed in museums like (to use a phrase I employ in such
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Konustugumuz tarih 1982, ama c¢ok daha 6ncesi gibi. Kolonyalist
devirlerdeki gibi, “nasil olur?” diyoruz, degil mi? Sidney’de bu katilim
tizerine cok sert tartigmalar yagsandi. Bazi1 beyaz sanatgilar Aborjinlerin
katilmasini dogru bulmuyordu. Yillardir beyaz Avustralyalilarin
dizenledigi bienallerden uzak tutulduklarini animsatip Aborjinlerin
gordiigi somira tizerine tartisma yaratilmadan onlar1 bu bienale
cagirmanin da gizli bir sémuri oldugunu distniyorlardi. O itilmig
Aborjinler, beyazlarin katilimiyla diizenlenen bir bienalde tekrar
bastan cikartilmaktaydi. Tartisma da bu nedenle yagsandi: Aborjinler
cagrilmamaliydi! Beyazlar yine Aborjinlerin yerine karar veriyordu!
“Hayir”1 Aborjinlerin yerine kendileri soyliiyorlardi! Ben buna siddetle
karg1 ciktim: “Aborjinlerin yerine karar veremezsiniz,” diye. Onlarsa
daveti kabul etmis ve miizenin icinde kendilerine verilen mekéanlarda,
gelencksel giysilerini giymis geleneklerine bagli bir grup olarak taptaze
bir Girtin yaratiyorlardi. Buna sahit oldum. Bu tartismada Yerytizi
Biiyticiileri sergisini kuran Jean-Hubert Martin de vardi. Yerytzi
Bityiiciileri’'nin kavramsal cergevesi Martin’in de sahit oldugu bu
tartigmadan dogdu.

Yerytizii Buytictileri sergisi, devlet parasiyla ve 6zel sponsorlar
esliginde, Kultir Bakanligi'na bagli Georges Pompidou Miizesi'nde
yapilmistir. George Pompidou’ya biraz yakindan bakalim. Mimarinin
konsepti tizerinde mimarlar Renzo Piano ve Richard Rogers ile 1973
yilindan itibaren muzenin yoneticiligini Gstlenen Pontus Hultén
beraber calismisti. Oyle bir bina olsun ki, sinir mefhumunu ortadan
kaldirsin, disaridan icerisi goziikstn, iceriden disarisi goziiksin,
istenen buydu. Yoneticinin duydugu sikintilardan biri de Yalta
Konferansi sonrasi Avrupa’nmin boliinmesiydi. Yaptig1 Paris-Moskova,
Paris-Berlin, Paris-New York gibi biiyiik sergiler de bu sinir sorununu
yok etme tlizerine kurulmustu. Yerytiza Biytctleri’ni bu sergilerin
devami olarak gorayorum.

Burada bir parantez acarak kendi tarihim tizerine konusmak ve
ilk bienale dénmek istiyorum. Istanbul’dan 1964 yilinda ayrilmistim.
1970’lerin basinda Istanbul’dan baz sergi davetleri aldim. Resim
Heykel Mtizesi'nden de bir sergi teklifi gelmisti. Diigiinebileceginiz
sebeplerden dolay: (6rnegin o giinlerde hapishaneler tika basa doluydu)
bir muzede 6zgiir sanatc1 kisvesi(!] altinda sergi agmak istemedim.
Ondan sonra 1986’ya kadar bana Turkiye’den sergi teklifi yapilmadi.
Istanbul’daki ilk sergimi 1986’da Caylak Sokak adli bir yerlestirme ile
Macka Sanat Galerisi'nde actim.

Bienale ¢agrildigim 1987 yilinda ¢agdas sanat merkezlerinin,
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instances) spoils of war. In other words, they were shown as ethno-
graphic objects rather than as art, and without bothering to consult
the aborigines themselves. At the 1982 Biennale of Sydney, for the first
time ever, aboriginal artists were invited as contemporary artists.

Some white artists did not agree with this. The date was 1982,
but it seems so much longer ago. “How could that possibly happen?”
we exclaim, as if we were talking about colonial times. There were
some very heated debates in Sydney. Knowing that aborigines had for
years been kept away from biennials organized by Australians, some
believed that to invite aborigines to this biennial without having an
explicit debate on the exploitation of aborigines was itself a form of
exploitation, another betrayal. I vehemently felt that the white orga-
nizers should not make decisions on behalf of the aborigines, including
dictates about the circumstances of their participation. The aborigi-
nes, for their part, accepted the invitation, and as a group dressed in
traditional attire, displaying adherence to their traditions, and created
completely fresh works of art in the spaces allocated to them. I person-
ally witnessed this. Jean-Hubert Martin, the organizer of the Magiciens
de la terre exhibition, was there as well. The conceptual framework of
Magiciens de la terre was born out of this debate.

Magiciens de la terre was held at the Georges Pompidou Museum,
an institution affiliated with the French Ministry of Culture, and it
was funded by both state money and private sponsorship. Let us take
a closer look at the museum building itself. The architectural con-
cept was created collaboratively by Renzo Piano and Richard Rogers
(architects) and Pontus Hultén (director of the institution from 1973
onward). To create a building that abolished the concept of borders, a
building where the inside could be seen from the outside, and the out-
side from the inside: This was the brief. One further issue for Hultén
was the division of Europe following the Yalta Conference in 1945.
The large-scale exhibitions he organized, such as Paris-Moscow, Paris-
Berlin, and Paris-New York, were based on the idea of overcoming this
problem of borders. I see Magiciens de la terre as a continuation of
these exhibitions.

I would like to make a slight diversion here and talk about my
own history, returning to the first Istanbul Biennial. I had left Istanbul
in 1964. In the early 1970s I received some invitations to hold exhibi-
tions in Istanbul, including one from the Painting and Sculpture Mu-
seum. For reasons you can probably guess (for instance, prisons were
full to the brim during that time) I did not want to hold an exhibition
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miizelerin hentiz var olmadig: bir dénemi yasiyorduk. Bienal yapilmasi
diagtnulityordu ama buna uygun bir yer yoktu. Spor Sergi Saray1 veya
Atatiirk Kaltir Merkezi soz konusu olabilirdi belki, fakat onlar yerine
kullanim icin Mimar Sinan Hamami (Ayasofya Hamami), Aya Irini
gibi tarihi mekanlar secildi. Mimar Sinan Hamami’na beni davet
ettiler. Yirmi yildir bir “yer”e dogan, yani mimariye ve mimarinin
bellegine baglh olan yapitlar tiretmekteyim. Simdi de yerlestirmemi
artik hamam vasfini yitirmis bir yerde kuracaktim.

Once yapit1 anlatayim. Ortada beyaz bir mermer var. Belinden
asagiya ses kayitlar akiyor. Kayitlarda Udi Hrant’in udla ¢aldig bir
raks var ama ses sadece gortiintiisiinde hissediliyor. Tam merkezde
duran heykelin yaninda deve derisi ile yapilmais, tstii altin varakli bir
davul var. Davul sese ve sessizlige oldugu kadar hem kendi mimarisine
hem de Ayasofya mekaninin icindeki “tondo”lara gonderme yapiyor.
Teknik olarak Ayasofya’da bulunan “tondo”lardaki peygamber
isimleri deve derisine altin varakla yazilmistir. Bu gorsel bir timi
yaratir. O sessizligin yahut Ayasofya’nin kendine has sesinin i¢indeki
yazilar bir tiniyla mekana yansimaktadir. Yani oradaki yapitim pek
cok parametreyi goz dniinde bulunduran, malzemesiyle, sesi ve
sessizligiyle gondermeler yapan bir yerlestirmeydi. Bir baska kosede
bir gobek tag1 maketi yer aliyordu. Gobek tas1 1/20 dlgeginde kirmizi
bir mermerle yapildi, damarlarina mum dékmiistiim. Dokilen sicak
mum soguyor ve o susuz yerde yasamaya calisiyordu. Bunun tarihi
1987. Bu mermerlerin yapimina birisi sponsor olmustu. Tarkiye’de
yapildi ve Tiirkiye’de kaldi o mermer, davulu ile Rabia Capa’nin
evindeki depoda duruyor, yasiyor diyemeyecegim.

Genellikle yapitlarimin fotograflarini kendim ¢ekerim. Bu
yerlestirmenin goriintisiinde bir otosansiir uyguladim: Fotografta
diger iki sanat¢inin yaptiklarini gostermiyorum. Bu otosanstiriin
nedeni bitytk bir hayal kirikligina ugramis olmam: Cagrilan sanatgilar
Mimar Sinan Hamami’nin mimarisine sirt ¢evirip orast “herhangi bir
yer”mis tavrim takindilar. Bu ytizden fotografta onlarin yapitlarim
Mimar Sinan’a saygimdan gostermedim. Turkiye’de tarihi yerlerde
caligma disiplininin o tarihlerde olmadigini vurgulamak istiyorum.

2007 yilinda Hou Hanru’'nun kiratorliginde gerceklesen bienal
kapsaminda, Istanbul Modern’de gegmis bienaller {izerine bir sergi
yapilmisti. Her bienal kiiratéri bu sergide yer alacak bir yapit
belirleyecekti. Beral Madra Mimar Sinan Hamami'nda olusturdugum
yapiti, René Block bagka bir yapitimi énermisti. Boyle bir durumda,
Mimar Sinan’a ait bu kadar giiclii bir mimari i¢inde yapilmisg bir

226

at a museum, assuming the pretense that I was a free and independent
artist (!). After I declined to participate in that show, I did not receive
another exhibition invitation from Turkey until 1986. I presented my
first exhibition in Istanbul in 1986 at the Macka Art Gallery with an
installation titled Caylak Street.

In 1987, when I was invited to the Istanbul Biennial, there were
not yet any art centers or museums in Turkey devoted to contempo-
rary art. Thus, there was a dearth of suitable venues. The Sports and
Exhibition Hall or the Atatiirk Cultural Center were possible options,
but instead of these, the organizers decided to use historical sites such
as the Mimar Sinan Hamam (Hagia Sophia Bath) and Hagia Eirene
Museum. I was invited to work at the Mimar Sinan Hamam, a former
bath house. By that time, I had spent 20 years producing works that
were born into a “site,” works tied to the memory of the architecture
they were placed within. Now I was to install my work in a site that
had lost its function as a bath house.

Let me first describe my work. I installed a white slab of marble
in the center of the bath house. Strips of audio tape flowed from its
“belly” to the ground. The tape featured a recording of a raks played
on the oud by Udi Hrant, but the sound could only be perceived with
reference to its image. Next to the sculpture was a gilded drum made
of camel skin. In addition to the references a drum makes to sound
and silence, the structure and material of this particular drum also
evoked the tondos in the interior of the Hagia Sophia, which were
made by inscribing the names of the prophets onto camel skin, which
was then gilded. The tondos embody both the silence and the unique
sound of the Hagia Sophia; they take on a very particular resonance in
the space. So, in other words, my work was an installation that took
many parameters into account, and had various material and formal
associations. In another corner there was the model of the bath house’s
central platform produced at a scale of 1:20 using red marble. I poured
candle wax into its veins. The hot wax cooled and hardened, struggling
to survive in that arid place. There was a sponsor for these marbles.
They were produced in Turkey and remained there, and now they and
the drum are in a warehouse at Rabia Capa’s house (founder of Macka
Art Gallery). I cannot bring myself to say the work “lives on” there.

I usually photograph my works myself, and I applied a form of
censorship to my depiction of my installation in that I did not show
the works of the other two artists. The reason for this is because they
turned their backs on the architecture and acted as if it was “any old
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yapitin bagka bir yerde nasil yagsayacag meselesi doguyor. Gobek tagi
Istanbul Modern’in icinde taklit mermer teknigiyle bir dekor olarak
yeniden yapildi ve hamamdaki unsurlar orada yeni bir icra i¢inde
yasamaya basladi.

Ikinci bienalde durum daha berraklasti. Yine tarihi yerler
kullanima acilmais, Jannis Kounellis, Richard Long, Sol LeWitt, Daniel
Buren gibi mekanla iletisim kurabilecek sanatcilar davet edilmisti.
Beni Ayasofya’dan ayirmak istemeyen Beral Madra bu kez Hazine
Dairesi'ni 6nerdi, tek basima bir calismam s6z konusuydu ve Ayasofya
Hazine Dairesindeki “avize” boyle dogdu.

Onu, bienalden sonra da “kalabilecek” bir yapit olarak orada
birakmaya raziydim. Kaldi da. Ancak mekan kapatildi, yapitin nasil
yasadigini da bilmiyorum. Kapisinin 6niine tuvaletler yapild, terk
edildi, kirild1 ve yillarca bu sekilde kaldi. Yakin zamanda IKSV benden
buna benzer bir yapit1 yeni binalarina yerlestirmemi istedigi zaman
“onun kii¢iik boyda bir maketini yaparim ama bir sartla, hakikisini
onarip yasatacaksaniz,” dedim. Ismini Gobek Bag1 koydum, simdi
IKSV’nin yeni binasinin giris holiinde yasiyor. Bundan bir ay énce bir
fotografi gonderildi bana, mekanin ne zaman acilacagini bilmiyorum
ama ilk yapitimi tamir etmisler. Onlardan ziyarete acik olmayan bu
mekandaki yapitin bir filminin ¢ekilmesini ve IKSV'nin girisindeki bu
yeni avizenin yaninda gosterilmesini rica ettim.

Kisaca, bellek konusunu da vurgulamak istiyorum. Burada,
bienal siirecinde yapilan, siki sikiya buraya bagli olan yapitlarin yok
edilmesinin ya da yok olmasinin sebeplerini aragtirmak lazim. Hangi
yapit yok olmak ister, mesela belki Richard Long'un 1992 bienalindeki
yapit1 bilhassa yok olmaya birakilmistir. Ustiinde yiiriine yiiriine
yok olsun diye diistintilmiis olabilir. Ote yandan baz1 yapitlar yok
olmak istemeyebilir. Zaman kavramini da goz dntine almak lazim.
Bienaller birkag ay siirityor ve ondan sonra yok oluyor, diisiincesi
ve katalogu kaliyor. Istanbullularin bienalleri bu kadar kisa bir siire
i¢inde hazmedemeyecegini digiintiyorum. Bienallerin acik ve degisken
bir muze kavrami i¢inde, belki de iki sene stirmesi gerektigini
savunuyorum.

Ucilincii kez bir bienale cagrilisim 1995’te René Block'un
kiiratorlagiindeki bienal dolayisiyla oldu. Bu kez mekin Antrepo
idi. 20. ytzyilda islevini yitirmis mekanlarin sanatsal kullanimlara
agilmasi sik rastlanan bir durumdu, bunu ¢ok enteresan buluyorum.
Antrepo’nun kullanilacak olmasi bende bazi sorular uyandirmisti.
Bienallere Tiirkiye’den oldugu kadar yurtdisindan da ¢ok sayida
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place.” Therefore, out of respect to Mimar Sinan Hamam, I excluded
their works in my photographs. I would like to emphasize that instal-
lation art was not an established practice in Turkey at that time.

An exhibition was held at the Istanbul Modern in 2007 as an
event associated with the biennial curated by Hou Hanru. It was
an exhibition about the previous biennials; each earlier curator was to
select a work for this exhibition. Beral Madra proposed the work I
created for the hamam. In such a situation, the problem emerges of
how a work that was created for an architectural masterpiece as strong
as Mimar Sinan can find a new life in a different space. The red-veined
platform was reproduced using simulated marble, and the elements
in the hamam began their lives in the museum in the form of a new
rendering.

In the second Istanbul Biennial, historical locations were again
allocated, but this time artists were invited who had the ability to in-
teract with a given space, for example Jannis Kounellis, Richard Long,
Sol LeWitt, and Daniel Buren. Not wanting to separate me from the
Hagia Sophia Museum, Beral Madra proposed I use the treasury. I was
to work alone there. That is where my chandelier in the treasury of
the Hagia Sophia was born.

I was happy to leave it behind as a permanently installed work
after the biennial. And so I did. However, the space was closed down,
toilets were installed in front of the door, and I did not know in what
manner the work may have survived or been broken. It remained in
this state for years. Recently, when the IKSV asked me to install a
similar work in their new building, I responded by saying, “I will agree
to produce a smaller model, but on one condition: that you repair the
original and make sure it has a life.” I named the new piece Umbilical
Cord, and it now lives in the IKSV entry hall. A month ago they sent
me a photograph of it. I do not know when the space is opening to the
public, but they did have my first work repaired. I appealed to them
to make a film of the original chandelier and show it next to the new
chandelier.

I would briefly like to highlight the issue of memory. We have to
investigate the reasons why works that were made within the biennial
process and are firmly attached to this place have been destroyed, or
have perished. Is it possible in some cases that a work should perish,
we might ask? Well, for instance, perhaps Richard Long’s work at the
1992 biennial was deliberately left to be destroyed, trodden underfoot.
That might have been the underlying thought of the artist in that
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sanate1 geliyor. Bir anlamda Antrepo, i¢ goc ile dig go¢tiin bulustugu bir
tiir “no man’s land” idi. Mekan bir sanatsal etkinligi barindiracak bir
yere doniistiirmek, bunun icin duvarlar1 boyamak, elektrik getirmek,
biitin altyapiy1 dizenlemek gerekiyordu. Bu yer hazirlanirken boyaci,
elektrikei, yerleri stiptirenler gibi orada ¢alisanlar ile yerli ve yabanci
sanatcilar bu stireci hep beraber yasiyordu. Bu kisilerin arasindaki
cekingenligi yok etmek i¢in bir bulusma yeri diistindiim. Bir avize,
onun Ustlinde “Pilav ve Tartisma Yeri” yaziyor. Ahsap siralar ve
plastik tabaklari, masrapay1 falan koyacak dolaplar var. Her giin asag1
yukari ayni1 saatte, sicak nohutlu pilav geliyor. Caliganlar, sanatgilar ve
sergiye katilanlar burada bulusup pilav yiyor, ayni zamanda tanisiyor,
konusup tartigiyordu.

2007’deki bienaller sergisinde René Block’un sergiye koymak i¢in
sectigi yapit buydu. Yeniden yapilarak Istanbul Modern’e kondu ve bu
gelenek orada da devam etti. Kog Vakfi yapit1 miizelerinde yasatmak
i¢in satin aldi. Baska bir yer bunu kullanmak isterse artik Ko¢ Vakfi'na
bagvurabilir zannediyorum.

2007’de dordiinct kez bienale katildim. Cok az kiginin gordagi
o yapitimdan da séz etmek istiyorum. Ilk versiyonunu San Francisco
Art Institute’ta gerceklegtirmistim. Burada insanlik tarihinin en biiytik
mimarlarindan saydigim Sinan ile Louis Kahn’1 birlestirdim ve ikisinin
de adin1 tasiyan ve neonla yapilmis bir imza tasarladim. ki mimar
birbirine baglayan unsur, mimarilerinde 1s181 yasatmalaridir. Bu iki
mimar1 birlestirmek i¢in sectigimiz yer de, mimarlik egitimi veren
Istanbul Teknik Universitesi'nin karsisindaki , mimarisi Sedad Hakk:
Eldem’e ait olan Atatirk Kiitiiphanesi idi. O tarihte tamiratta olan
kiitiphaneye, reklam fikrini tersine ¢eviren 8-10 metre uzunlugundaki
bu neon imzayi yerlestirdim. Bienalden sonra, yapitimi buyiik umutlar
besledigim santralistanbul miizesine hibe ettim. Ancak bu yapit1
yasatamadilar ve bu ytizden onun yeni bir versiyonunu yaptirip bagka
mekanlarda tekrar yagsatmaya karar verdim.

SARKIS (1938) istanbul’da dogdu, 1964’ten bu yana Paris'te yasiyor. Yapitlari 1., 2., 4. ve 10.
Istanbul Bienallerinde yer aldi. 3. Sangay Bienali'ne (2000), 8. Sidney Bienali'ne (1990) ve 18. Sio
Paulo Bienali’'ne (1985) katildi. Son dénem kisisel sergileri arasinda Hotel Sarkis, Musée d’Art
Moderne et Contemporain, Cenevre (2011); Passages (Pasajlar), Centre Georges Pompidou, Paris
(2010); Site, istanbul Modern (2009) ve Landscape Forever (Manzara Sonsuza Dek), Museum
Boijmans van Beuningen, Rotterdam (2008) yer almaktadir.
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example. But most works should not perish. We also have to take the
concept of time into consideration. Biennials last for a few months and
then disappear; the idea and the catalogue alone remain. I do not think
that the people of Istanbul can digest biennials in such a short period
of time. I am of the opinion that biennials should last perhaps two
years, within the concept of an open and versatile museum.

The third Istanbul Biennial I was invited to was the one René
Block curated in 1995. This time the venue was Antrepo. It was a
common occurrence in the 20th century to allocate decommissioned
spaces for artistic use, which I find very interesting. Many artists
from abroad as well as from Turkey come to biennials, and Antrepo
was, in a sense, a “no man’s land” where internal migration and
international migration intersected. The space had to be transformed
into a place that could accommodate an artistic event. Walls had to
be painted, electricity installed, the whole infrastructure organized.
These preparations were experienced jointly by the painters, electri-
cians, and cleaners who were working there together with all the local
and international artists. In order to dispel the general shyness caused
by the meeting of all these people, I imagined a sort of meeting place,
a rendezvous point. I made a chandelier, on which was written “Rice
(Pilav) and Discussion Place.” I made wooden banks to sit on, and
cupboards that held plastic plates and water barrels. At around the
same time every day, hot rice with chickpeas would be delivered. Staff,
artists, and viewers would assemble here to eat and at the same time
get to know each other, to chat and engage in debate.

René Block proposed this work of mine for the biennial “memory
exhibition in 2007. It was reproduced and installed in the Istanbul
Modern, and the same tradition continued there. The Ko¢ Foundation
purchased the work in order to exhibit it in the museum they intend
to establish. If any other institution wants to use it, I think they can
apply to the Kog¢ Foundation.

In 2007 I took part in the biennial for the fourth time. Very few
people actually saw the work I made. Its first version was realized at
the San Francisco Art Institute. In this work, I combined the names
of the two people I consider to be among the greatest architects in the
history of humanity, namely Sinan (architect of the Hagia Sophia) and
Louis Kahn, into a signature made of neon bearing their names. These
two architects are connected by their incredible use of light in their
designs. The location we selected to combine these two architects was
the Atatiirk Library, designed by the architect Sedad Hakki Eldem,

1

231

Remembering Istanbul | ypuwpmpH n,[nquvisy



232

which is located opposite the Faculty of Architecture at Istanbul
Technical University. In an inversion of the idea of an advertisement,
I placed this neon signature, which was eight or ten meters long, on
top of the library building, which happened to be under renovation at
the time. After the biennial I made a gift of this work to santralistan-
bul, an institution for which I nurtured great hopes, but they failed to
maintain it. [ have decided to have a new version made and try to give
it a new lease on life in other locations.

SARKIS (1938) was born in Istanbul and has lived in Paris since 1964. His works appeared in the
1st, 2nd, 4th, and 10th Istanbul Biennials. He was featured in the 3rd Shanghai Biennale (2000), the
8th Biennale of Sydney (1990), and the 18th Sdo Paulo Biennial (1985). His recent solo exhibitions
include Hotel Sarkis, Musée d’Art Moderne et Contemporain, Geneva (2011); Passages, Centre
Georges Pompidou, Paris (2010); Site, Istanbul Modern (2009); and Landscape Forever, Museum
Boijmans van Beuningen, Rotterdam (2008).
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Sarkis
Ayasofya Hamaminda Raks, 1987

1. Uluslararas: Istanbul Cagdas Sanat Sergileri

Ayasofya Hamam1
Fotograf: Sarkis, sanatginin izniyle

Sarkis

Dance in the Haghia Sofia Hamam,
1987

1st International Istanbul Contemporary
Art Exhibitions

Haghia Sofia Bath

Photography: Sarkis, courtesy the artist

Sarkis

Ayasofya Miizesi, Hazine Binas1
(Skevophilakion) i¢in avize projesi,
1989

2. Uluslararas: Istanbul Bienali

Fotograf: Sarkis, sanat¢inin izniyle
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Sarkis

Project for the Treasury Building
(Skevophilakion) of Hagia Sophia
Museum, 1989

2nd International Istanbul Biennial
Photography: Sarkis, courtesy the artist
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Sarkis

Pilav ve Tartisma Yeri, 1995
Sanatginin 1 numarali Antrepo yerlestirmesi
icin ¢izimi

4. Uluslararas: {stanbul Bienali

Fotograf: Sanat¢iin izniyle, IKSV Arsivi

Sarkis

Rice and Discussion Place, 1995
Drawing by the artist for his installation at
Antrepo no. 1

4th International Istanbul Biennial
Photography: Courtesy the artist, IKSV
Archives

Sarkis

Sinan Louis Kahn, 2007

Atatiirk Kitapligi (mimar: Sedad Hakk:
Eldem, Taksim, 1973) i¢in uygulama taslag
10. Uluslararas: fstanbul Bienali

Fotograf: Aykut Koksal, IKSV Arsivi

Sarkis

Sinan Louis Kahn, 2007

Application sketch for Atatiirk Library
(architect: Sedad Hakki Eldem, Taksim, 1973)
10th International Istanbul Biennial
Photography: Aykut Koksal, IKSV Archives
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2. ve 4. Uluslararas1 istanbul Bienalleri, 1989, 1995

— Ayse Erkmen

ilk olarak Beral Madra’'nin diizenledigi 2. Uluslararasi Istanbul
Bienali‘ne katildim. Bana Aya Irini'nin arkasindaki eski kiliseye ait
baz1 taglarin ve temellerin bulundugu bir alan verildi. Ben de o taglarin
etrafini sanki bir bilezik giydirir gibi sar1 altin renginde bir metalle
cevirdim. Diisiincem suydu: Bu buytik bir sergi, adeta bir toren ve
benim katildigim ilk bienal. O nedenle bu taglarin bu 6nemli torene
hazirlanmas: gerekiyordu. Daha sonra, 2007 yilinda David Elliott
Istanbul Modern’de bir sergi yapmaya karar vermis, daha 6nceki bienal
kiiratorlerinden kendi yaptiklari bienallerde en begendikleri yapiti
onermelerini istemisti. Beral Madra da benim bu yapitimi 6nerdi.

Bu yapit dogrudan o yerle iliskili oldugu icin Istanbul Modern’e ayn1
sekilde gotiiremezdim, dolayisiyla yeni bir yapit yaptim. Aya Irini’de
oldugu gibi yine dis mekanda calistim. Istanbul Modern’in cephesinde
yazili olan Istanbul Modern isminin harflerinin her birine birer dus
bonesi gecirdim, bu kez altin rengi kumas ile yine yaldiz kullandim.
Boylece ayn1 diisiince, baska bir mekéinda baska bir sekle dontigtt.

Bu benim icin ¢ok 6nemli. Yani bir yapit1 bir yerden baska bir yere
gotiriirken o yeni mekani diistinmek ve yeni bir yapit yapmak.
Boylece sanki ikinci bienalde yaptigim yapiti1 iki kere yapmuas gibi
oldum ama aslinda iki farkli yapit yaptim.

Daha sonra katildigim 4. Uluslararas: Istanbul Bienali belki de
Istanbul’da yapilan gercek anlamdaki ilk bienaldi. René Block mekéani
cok iyi bilen bir kiirator. Antrepo’yu kesfetti. Bu sayede Antrepo
bir anlamda merkez haline geldi. O tarihten beri yapilan butiin
bienallerde kiiratorler dontip dolasip Antrepo’ya geliyor, bazen ondan
uzaklasmak isteseler de, sonra yeniden oraya doniiyorlar. Antrepo,
Istanbul Modern’i dogurdu, yer degistirdi, etrafinda bir sanat hareketi
olustu. Isminden de anlasilacag tizere Antrepo, gemilerin yanastig1
ve mallarin biiytik yiik asansorleri ile tist kattan asagiya indirildigi,
oradan da sehre gonderildigi bir yerdi.

Antrepo’ya girdigim zaman ne yapacagimi diisintirken yuk
asansorlerini gordiim. Bunlari ne yapacaklarini sordugumda birinin
kullanilacagini digerinin ise ¢ok berbat bir durumda oldugu igin
kapatilacagini soylediler. Berbat durumdaki asansoriin tamir
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2nd and 4th International Istanbul Biennials, 1989, 1995

— Ayse Erkmen

I took part in the 2nd Istanbul Biennial, organized by Beral Madra. I
was given a space at the back of Hagia Eirene where there were some
stones and other remains of the structure of the old church. I sur-
rounded those stones with a gold-colored metal ring, as if to dress
them with a bracelet. My idea was this: This is a big exhibition, al-
most like a ceremony, and it is the first biennial I am participating in.
Therefore these stones must be prepared for this important ceremony.
In 2007, David Elliott held an exhibition at the Istanbul Modern and
asked curators of the previous biennials to propose their favorite works
from the installments they had curated. Beral Madra proposed this
work of mine. Since the piece was directly related to its original site, I
could not take it to the museum in the same form, so I created a new
work. I covered each letter of the Istanbul Modern logo on the mu-
seum’s exterior facade with a bathing cap, using gold-colored cloth and
gilt. Thus, the same idea took on a different form in a different place.
This is very important for me, when taking a work from one place

to another, to take the new site into consideration and create a new
work. Although it might have seemed like I created the same work
twice, it was two different works.

The 4th Istanbul Biennial, in which I also participated, was
perhaps the first biennial in Istanbul in the real sense. The curator,
René Block, has a very good understanding of space. He is the one
who discovered Antrepo, which has become a center of sorts. At all
the biennials organized since then, the curators have used Antrepo,
and although they sometimes wanted to distance themselves from it,
they always ended up back there. Antrepo gave birth to the Istanbul
Modern; it changed location, and an art movement formed around it.
As its name reveals, Antrepo was a place where ships docked. Goods
would be taken from floor to floor using huge freight elevators, and
then distributed from that site to locations throughout the city.

Entering Antrepo, thinking about what to do there for the new
biennial, I observed the freight elevators. I was told that one was in
functional condition, but the other was closed down because it was in
a terribly dilapidated state. I asked for the elevator in a terrible state
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edilmesini istedim. Diger asansOr zaten tamir edilmek tizere
ayrilmigti. Tamirciler de oradaydi. O dénem bienal ofisinde her

seye acgik ve ¢alismaya ¢ok hevesli bir ekip vardi, ne deseniz “peki”
diyorlardi. Bunu da kabul ettiler. Bu asansorin i¢ini daha 6nce ikinei
bienalde yaptigima yakin bir estetikle “stisledim”. Asansoriin icini o
mekéinin dogal malzemesi olan trapez sac levha ile kapladim, boylece
asansor sergiye hazirlanmis oldu. Boylesine buyiik sergilerde sanatcilar
en iyi yeri kapmaya calisir. Ben tist kata gideyim ya da su kosede
olayim, etrafimda biiytik bir alan olsun, yanimda bunu istemem, sunu
istemem kavgalar1 olur. Bu asansor ¢cok harsli ve biraz da hevesli bir
sanate1 tipini temsil ediyor. Stislenmis, yukar ¢ikiyor asag: iniyor,
kapilarini agmig, devamli hareket halinde, “ben her yerdeyim” diyen
bir asansoér. Hareket ederken bir taraftan da giiriiltii yapiyor. Ornegin
giris katindan yukar ¢ikiyor ve durdugu zaman “giim” diye bir ses
cikartiyor, sonra tekrar agsagiya iniyor, tekrar cikiyor, tekrar iniyor.

4. Uluslararasi Istanbul Bienali, Istanbul icin gercekten ¢ok
onemli bir olay oldu. Bu bienalde ilk defa tilkelerin degil, bir kiiratoriin
sectigi sanatcilar yer almaktaydi. Ilk defa bu kadar biiyiik bir sergi
yapiliyordu. Sanatgilarin yapitlar: biuytiktii. Hava cok soguktu,
Antrepo motorlarla 1sitilmaya calisiliyordu. Her sey ¢ok sertti. Bir
yandan sicak pilav yenirken diger yandan 1siticinin yiiksek sesi
duyuluyordu. Miithis bir enerji vardi. Fulya Erdemci ve Emre Baykal
prodiksiyonla ugrasiyordu. Emre Baykal’in asansoriin bir an bile
caligmamasina tahammila yoktu. Mesela asansor hafif yukarida dursa
Emre uykusuz kaliyor, ertesi giin gelip asansoriin zeminle ayn1 hizaya
gelmesini sagliyordu. Benim i¢in hakikaten ¢ok miithis bir deneyimdi.

Sanatc1 olarak bir bienale katilmak cok ilging bir deneyim
cunki bilmediginiz bir yere gidiyorsunuz ve ummadiginiz bir isi
yapiyorsunuz. O yer size daha 6nce hi¢ diisiinmediginiz bir yapit
yaptiriyor. Degisik kiiratorlerle karsilasiyorsunuz, bazen isler yolunda
gitmiyor. Mesela Sdao Paulo Bienali benim i¢in iglerin yolunda
gitmedigi bir 6rnektir. Kacinei1 bienal oldugunu hatirlamiyorum
ama kiratori Alfons Hug idi. Sao Paulo’ya iliskin kendime gore bazi
kliselerim vardi. Sao Paulo’nun gecekondulari. Sao Paulo’daki Santana
bolgesinde, adi da Santana olan bir gecekondu bolgesi (favela) var. Bu
klisemin astiine gitmek istedim. Bir favelaya gitmek ve oradakilerle
calismak istedim. Once “olmaz, seni éldiiriirler” dediler, sonra
da yanima Sao Paulolu bir asistan kiz verdiler. Asistan kiz “niye
oldurstunler, benim teyzem bir favelada yasiyor, beraber gideriz” dedi.

Teyzesini bulamadik ama bu arada Santana’nin girisinde Graca ile
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to be repaired. At that time, the team at the biennial office was open to
everything and very enthusiastic about putting in the necessary effort.
They accepted my proposal. I “decorated” the interior of the elevator
with an aesthetic sense that was similar to my approach in the second
biennial. I covered the interior of the elevator with ribbed sheets of the
container material that was the natural material of that space, and in
this way the elevator was prepared for the exhibition.

In this kind of large-scale exhibition, artists try to grab the best lo-
cation. There are fights about wanting a place upstairs, or some specific
corner, or having a big open space around their work, or not wanting
some particular artist’s work exhibited next to theirs. The elevator
represented, to me, the overambitious artist type, who is a bit on the
eager side as well. All dressed up, it travels up and down; with its open
doors and incessant movement, it is an elevator that proclaims, “I am
everywhere.” As it moves, it also makes a lot of noise. It goes up from
the ground floor, and when it comes to a halt, there is a banging sound,
and then it goes back down, back up, and back down again.

The 4th Istanbul Biennial was a truly important event for Istan-
bul because for the first time, it included artists selected not by their
respective nations, but by a curator. It was the first time that an exhibi-
tion on such a large scale was held in the city. Even the artworks were
on a large scale. It was very cold; a motorized heating system was used
to heat Antrepo. Everything was intense. People were eating hot rice
in one corner, while the loud noise of the heater reverberated in the
exhibition space. There was a tremendous energy. Fulya Erdemci and
Emre Baykal were working on the production. Emre Baykal could not
bear it even for a single moment if the elevator wasn’t working. If the
elevator stopped a little higher than normal, Emre would not be able
to sleep, and the next day would make sure it was brought back to the
same level as the floor. It was a truly incredible experience for me.

As an artist, participating in a biennial is very interesting because
you go somewhere you may not have been before and do something
you did not expect. The place makes you come up with a work you
could never have conceived previously. Sometimes things do not go as
expected. For instance, the Bienal de Sao Paulo is for me an example
of things not working out as they should have. The curator was Alfons
Hug. I had certain preconceptions regarding Sao Paulo, specifically with
respect to the favelas. I wanted to confront this preconception. I wanted
to go to a favela and work with people there. At first they said, “You
can'’t, you'll be murdered!” Then they gave me an assistant from Sao
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tanmistim. Graga favelaya yeni tasinmisti. Evine gittik, kahve ictik, bize
hayatimi anlatti. Tek istegi, daha evvel de yaptig1 isi siirdiirmekti. Bez
pankartlar yaparak hayatini kazanmak istiyordu. Ben de yapitimi bu
dogrultuda planladim. Birlikte bez pankart yapmayi, boylece ona bir

is agmay1 6nerdim. Cok memnun oldu tabii. Ardindan bienaldekilerle
konustum. Graga’nin Santana’daki insanlarla birlikte ¢alisarak istedigi
gibi pankartlar yapmasini ve bunlarin Oscar Niemeyer’in binasindaki
rotundaya yerlestirilmesini énerdim. Bu fikri cok begendiler. Is hemen
Graca'ya siparis edildi. Gercekten cok giizel ciimleler ¢ikt1. Isi acikls
bir hale getirmeyen, fakirlik tizerine olmayan ctimleler. Cogu ya
sarkici olmak istiyor ya da motosiklet gibi liiks bir seye sahip olmak
istiyor ya da sevgilisine sesleniyordu.

Boylece sergi mekanindaki rotunday:1 dolduracak miktarda bez
pankart yapildi. Yine gecekondu gibi de olsa tizerinde logosu olan bir
ditkkanlar1 oldu. Ardindan rotundaya nasil yerlesecegimizi test ettik,
butin rotunda dolacakti. Tam anlamiyla yerlestirmek i¢in ikinei
kez gittigimde o yeri kullanamayacagim soylendi. “Oraya baska bir
sanatci gelecek ve fotograf ¢cekimi yapacagiz,” dediler. “Peki, yapilsin,
fark etmez, 6niine istediginizi koyun,” dedim. “Olmaz” dediler,
sanatc1 istemiyormus. Megerse Vanessa Beecroft sponsorlariyla gelmis
ve o yeri istiyormus. “Peki, performans yapilsin sonra koyalim,”
dedim. O da olmagz, ti¢ giin performans yapilacakmis, sen gsuraya git,
buraya git diyerek beni baska yerlere atmaya calistilar. O halde bu
bienalden ¢ikacagim, dedim. Boylece bana yeni bir ucak bileti aldilar
ve Istanbul’a déndiim. Ama dénmeden 6nce olanlar1 anlatmak ve ziir
dilemek igin Graga’y1 ziyaret ettim. Artik orada oturmadigini, bagka
bir yere tasindigini 6grendim. Aslinda is boylece amacina ulagmasti.
Cunki Graga buradan kazandig: parayla daha iyi bir gecekonduya
tasinmuis, bir ig kurabilmis oldu. Onu yeni yerinde ziyaret ettim.

Simdi yine uzak bir tilkeden ve bagka bir bienalden bahsedecegim:
Yeni Zelanda’daki SCAPE Christchurch Bienali. 2008 yilinda SCAPE
Bienali Fulya Erdemci ve Danae Mossman tarafindan yapildi. Bu
kez bildigim bir yere gidiyordum. Bienalin konsepti schir iginde
dolagsmak tzerineydi: Wandering Lines: Towards a New Culture
of Space (Gezgin Cizgiler: Yeni Bir Mekan Kiiltiiriine Dogru).
Christchurch’te daha evvel bir kez bir buguk ay, sonra da bir on beg
giin kalmigtim. Cok iyi bildigim kiictik bir sehirdi ve insanlarimi da
tanmiyordum. Sehirde dolagma fikri bana sehirde dolagan bir yapit
yapma dustincesini getirdi. Sanki bir kalite 6diilt verir gibi, sevdigim
ditkkanlar i¢in tizerlerinde “never” ile baglayan birer s6z olan paketler
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Paulo. She said, “Why should they kill you? My aunt lives in a favela,
we can go there together.”

We could not find her aunt, but we did meet a woman named
Graca at the entrance of the Santana favela. Graga had only recently
moved there. We went to her home, where, over cups of coffee, we
listened to the story of her life. All she wanted was to continue her
previous occupation, making her living by producing cloth banners. So
I proposed to her that we make cloth banners together, thus founding a
business for her in the process. Of course, she was very pleased. I spoke
to the biennial team and proposed that Gragca would work with people
in Santana to produce the banners she wanted, which would then be
installed in the rotunda of the Oscar Niemeyer building. They liked
this idea very much. An order for banners was immediately placed with
Graca. Some very beautiful sentences came into being. These were sen-
tences that steered clear of descending into pathos, sentences that did
not dwell on poverty. Many voices involved wanted to become singers,
or to own something luxurious, such as a motorcycle. Or they used the
opportunity to send a message to their lovers.

Enough cloth banners were produced to fill the rotunda in the
exhibition space. They also had a shop that was like a favela house, but
with a logo on it. Then we tested how we would set up in the rotunda
and decided it should be covered entirely. When I returned for the final
installation, I was told that I could not use that space. “A different
artist will be featured here, and we will have a photo shoot,” they said.
“All right, I don’t mind, put anything you like in front of the banners,”
I replied. “No,” they said, the artist did not approve. It turned out that
Vanessa Beecroft had come with her sponsors, and she wanted the ro-
tunda for a performance. “Fine,” I said, “have the performance, and let
us set up our installation afterward.” They refused again and said that
the performance would continue for three days, and then tried to get rid
of me, saying I should find myself some other location. “In that case,

I am pulling out of this biennial,” I stated. So they bought me a plane
ticket and I returned to Istanbul. But before I left, I went to visit Graca,
to tell her what had happened and apologize. I found out that she had
moved away from the favela to a better location and opened a business,
which actually meant that the work had fulfilled its purpose. I visited
her at her new place.

I will now talk about a distant country and another biennial, the
SCAPE Christchurch Biennial in New Zealand. The 2008 SCAPE Bien-
nial was curated by Fulya Erdemci and Danae Mossman. This time I
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yaptim. Bienal esnasinda ditkkanlar sadece o paketlerle servis verdiler.
Ornegin bir sandviccideki paketin iistiinde “daha iyisi yok” yaziyor.
Her diitkkéna farkli bir sey yazdim. Yeni Zelandalilar “never ever”1
“niivir iiviir” diye soyliiyor, yani ilk “e” yerine “i” kullaniyorlar.
“Never”1 kullanmam biraz da bu nedenle... Kisacasi, gittiginiz

yerler ya da karsilastiginiz kiiratorler, onlarin diisiindiigii konular

sizi birdenbire bagka bir dinyaya yonlendirip daha 6nce belki de
disinmediginiz bir yeni yapit yapma imkani veriyor.

Sarkis benden 6nceki konusmasinda bienallerin iki sene stirmesi
gerektigini sdylemisti. Sarjah Bienali bunu bir anlamda uyguluyor.
Mesela sergiden ve ilk katalogdan sonra ikinci bir katalog daha
cikartiyor, Mart ayinda “March Meetings” adi altinda bir toplant:
yapiyor, kiratorler ¢agriliyor, kiiciik sergiler yapiliyor, e-flux ile
stirekli Sarjah’dan haberler geliyor. Yani o bienal bir sonrakine kadar
herkesi devamli mesgul ediyor.

Sarjah, Birlesik Arap Emirlikleri'ne bagh ku¢iik bir emirlik. Seyhin
sanat tarihi okuyan kizi Sarjah’y1 bir sanat sehrine dontstiirmek
istiyor. Jack Persekian’it Kudiis’ten getirterek bienalin bagina almislar.
Her bienalde farkli bir kiiratér gorev aliyor. Benim katildigim yilin
kiiratora Portekiz’den Isabel Carlos idi. Bienalin diizenlendigi bina
ilging bir yapi, rampali. Her gsey yokusta sergileniyor, diiz bir platform
yok. Bina 4 ya da 5 katli. Benim katildigim bienalde Karin Sander
bu rampay1 kullanarak ¢ok ilging bir yapit yapmuasti. En tist kata bir
top koymustu, top rampadan asagiya iniyor, asagiya inen topu alt
kattaki bekgi asansore bindiriyor, yukariya ¢ikartiyordu ve top tekrar
asag1 iniyordu. Bu bienalde benim yaptigimsa bir oday1 diizeltmeye
calismakti. Odanin ¢arpikligini duvarlarla diizeltmeye calistim. Tabii
duvarlar dizeltilince siz ¢arpik duruyorsunuz, yani ne yapsaniz yine
carpik oluyor.

Echigo-Tsumari yine ¢ok uzaklarda katildigim bir trienal. Bu
trienal 200-300 sanatcinin katildigi inanilmaz biiytk bir etkinlik.
Hem o bolgeden hem de disaridan ¢ok sayida sanatci ¢agiriyorlar.
Japonya’nin bu bolgesinde yilin yarisi kar altinda gegiyor, insanlar
evlerine kapanmiyor. Bu nedenle gencler bolgeyi yavas yavas terk etmis.
Trienal de buray1 yeniden canlandirmak i¢in yapiliyor. Ulagim zor,
daglik bir bolge, fakat sanatgilara ok comert davraniyorlar. Mesela
her sanatciya bir ev veriliyor. Bana dagin tepesinde yikik dokiik bir ev
verdiler. Ev depremde bu hale gelmis, yar1 yikilmis ve iginde oturanlar
evi terk edip gitmisler. Ben buraya bazi platformlar yerlestirdim, sanki
evin kendine ait saglam, tizerinde ytrtinebilir bir alan1 varmig gibi.
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was traveling to a place I was familiar with. The concept of the bien-
nial was based on wandering in the city: Wandering Lines: Towards a
New Culture of Space. I had stayed in Christchurch previously. It was
a small town that I knew very well, and I knew its people too. The

idea of wandering through the city triggered the idea of producing a
work that would wander through the city. In the manner of a person
distributing prizes in recognition of exceptional quality, I prepared
special-edition shopping bags for the shops I liked, each and every one
bearing a sentence that began with the word “never.” I wrote a differ-
ent sentence for each shop, and during the biennial the shops used only
those bags. For instance, a bag I designed for a sandwich shop stated,
“never ever better.” New Zealanders have a peculiar way of pronounc-
ing the words “never ever”: They make the first “e” sound like “ee.”
That was another reason I used the word “never.” In brief, with bienni-
als, the places you travel to, the curators you meet, and the topics they
happen to be pursuing suddenly take you to another world and give you
the chance to produce a new and surprising work.

In his speech before mine today, Sarkis said that biennials should
last for a duration of two years. In a sense, the Sharjah Biennial adheres
to this principle. Following the exhibition and the publication of the
first catalogue, they go on to publish a second catalogue. Then an event
titled March Meetings is organized in March, and they invite curators
and organize small exhibitions. You constantly receive news from
Sharjah via e-flux. In other words, each edition keeps everyone occu-
pied until the next edition comes around.

Sharjah is a tiny emirate that is a member of the United Arab
Emirates. The daughter of a sheikh, who was studying art history at
the time, wanted to transform Sharjah into a city of art. They brought
Jack Persekian from Jerusalem and appointed him director. A different
curator is designated for each edition. The building in which the bien-
nial is held is interesting, consisting of inclined platforms. Everything
is exhibited on the inclined platforms; there are no flat surfaces. The
building has either four or five floors. The curator when I participated
was Isabel Carlos, from Portugal. Karin Sander, another participating
artist that year, produced a very interesting piece that took advantage
of the inclines. She placed a ball at the highest level, and this ball rolled
down the inclined ramps. Once it reached the bottom, the guard on the
ground floor would place the ball in the elevator and send it back up,
and then the ball would come back down again. My piece was about
trying to correct the crookedness of one of the rooms by adjusting its
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Yine ayni sekilde merdivenler yerlestirdim, evin iginde dolagilabilecek
ve depremin biraktiklarini gorebileceginiz bir durum yaratmaya
caligtim.

Bazen de bienaller ¢ok uzakta oluyor ya da oralara kadar
gitmek istemiyorsunuz. Son olarak gitmeden katildigim bir bienali
anlatacagim. Daha 6nce Sangay’a gidip gormis sanatcilarin bana
“aman gitme, ¢cok problemli” demeleri nedeniyle, oraya gitmeden,
bienal mekanini gormeden, bir fikir edinmeden ne yapabilirim diye
distindiim. Oraya bir yabanci, bir turist goziiyle bakmam gerekiyordu.
Daha 6nce Yeni Zelanda ve Avustralya’ya yaptigim ziyaretlerden
bildigim kadariyla Istanbul’a Dubai’den aktarmayla geliniyordu.
Singapore Airlines’a bindiginizde Dubai-Istanbul hattinda Sangay
sehrini anlatan bir program yayimlaniyordu. O programdaki neseli
karakter devamli gtliiyor, bagiriyor ve sehir hakkinda her tiirli
kliseyi, bir turistin bilmesi gereken her seyi anlatiyor. Ben de bir turist
gibi davranmak istedim. Kameramanla birlikte ugaga bindik. Cekim
yapmak icin daha énce izin almaya ¢alismistik. Izin alamadigimiz
i¢in de ufak bir turistik kamera kullandik. Bu programi sonuna kadar
cektik. Bu videoyu Sangay’a yolladim. Isin ad1 Not Going to Shanghai/
Istanbul, Dubai, Singapore’du.

AYSE ERKMEN (1949) istanbul ve Berlin’de yasiyor ve yapitlari 20 yildir uluslararasi alanda

sergileniyor. Son donemde katildigi karma sergiler arasinda Tactics of Invisibility (Goriinmezlik

Taktikleri), Witte de With Center for Contemporary Art, Rotterdam, Hollanda (2010) ve

kigisel sergileri arasinda Weggefdhrten, Hamburger Bahnhof, Berlin (2008) ve Busy Colqurs

(Mesgul Renkler), Sculpture Center, New York (2005) yer almaktadir. Erkmen, 2. ve 4. Istanbul

Bienallerine (1989 ve 1993); Sangay, Berlin, Gwnagju, Sarjah ve Christchurch Bienallerine ve

Folkestone ve Echigo-Tsumari Trienallerine katilmigtir. 2010’dan bu yana Kunstakademie

Miinster’de ders vermektedir. 54. Venedik Bienali’nin (2011) Uluslararas: Sanat Sergisi'nde
Tirkiye'yi temsil ediyor.
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walls. But of course, when the walls are adjusted to match the inclined
floor, you end up standing in a relatively crooked manner; in other
words, no matter what you do, the work remains crooked.
Echigo-Tsumari in Japan is another distant triennial I participated
in. It is an incredibly large event, featuring 200 or 300 artists from the
region and abroad. This part of Japan is covered in snow for half the
year and people spend most of their time indoors. Young people have
gradually moved away because of this. The triennial was organized to
reinvigorate the region. Transportation is difficult—it is mountainous
terrain—but they are very generous toward artists. For instance, each
artist is given a separate house. They gave me a house on a mountain-
top that had half-collapsed in an earthquake. I placed some platforms
to create the impression that the house had its own solid boardwalk.
With a similar idea in mind, I also installed some stairs, to create a
framework with which one could wander around in the house and see
the damage caused by the earthquake and what was left behind.
Sometimes biennials are very far away, and you simply do not
want to travel such a great distance. So, finally, I will talk about a bi-
ennial that I participated in without physically attending. Artists who
had already been there had warned me, “Don’t even think of going,
there are many problems,” and this led me to wonder what I could cre-
ate without ever actually going to Shanghai. I had to look at the place
as a foreigner, as a tourist. On my visits to New Zealand and Australia,
the journey back to Istanbul involved a stopover in Dubai, and exclu-
sively on their Dubai-Istanbul flight, Singapore Airlines broadcasts a
program about the city of Shanghai. The cheerful character featured
in that program is constantly laughing and shouting, and he refers
to every cliché and subject a tourist should know about the city. I
boarded the plane with a cameraman. We had applied for permission,
but because we had been unsuccessful, we simply used a small tourist
camera. We filmed this entertainment program from start to finish
and I sent the video to Shanghai. The title of the work is Not Going to
Shanghai/Istanbul, Dubai, Singapore.
AYSE ERKMEN (1949 lives in Istanbul and Berlin and has been exhibiting internationally for 20
years. Her recent shows include Tactics of Invisibility, Witte de With Center for Contemporary
Art, Rotterdam, the Netherlands (group exhibition, 2010); Weggefiihrten, Hamburger Bahnhof,
Berlin (2008); and Busy Colours, Sculpture Center, New York (2005). She has participated in the
2nd and 4th Istanbul Biennials (1989 and 1993); the Shanghai, Berlin, Gwangju, Sharjah, and
Christchurch Biennials; and the Folkestone and Echigo-Tsumari Triennials. She has been teaching

at Kunstakademie Munster since 2010. She is representing Turkey in the International Art Exhibi-
tion at the 54th Venice Biennale (2011).
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Ayse Erkmen

Gegmise Toren, 1989

2. Uluslararasi Istanbul Bienali,

Aya Irini Miizesi

Fotograf: Sanat¢inin izniyle, Ayse Erkmen’in
arsivinden
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Ayse Erkmen

Ceremony to the Past, 1989

2nd International Istanbul Biennial,
Hagia Eirene Museum

Photography: courtesy the artist, from the
archive of Ayse Erkmen

Ayse Erkmen

Wertheim—ACUU, 1995

4. Uluslararas: Istanbul Bienali,

1 numarali Antrepo

Fotograf: Sanat¢inin izniyle, Ayse Erkmen’in
arsivinden

Ayse Erkmen

Wertheim—ACUU, 1995

4th International Istanbul Biennial,
Antrepo no. 1

Photography: courtesy the artist, from the
archive of Ayse Erkmen
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2., 3. ve 4. Uluslararas: istanbul Bienalleri,
1989, 1992, 1995

— Giilsiin Karamustafa

Istanbul Bienali'ne yaklasimim duygusal olacak ciinkii baslangicindan
bu yana yogun bir bi¢imde meselenin i¢gindeyim. Bu konugma
“hatirlamak” tizerine ve bu noktada 6ncelikle biraz geriye bakip
sehrin bienale duydugu ihtiyacin hangi kosullarda ortaya ciktigini
hatirlamak gerekir diye distiniiyorum.

70li yillarda Tiirkiye’de 6zellikle Istanbul disinda yeterli sayida
iyi sanat egitimi veren kuruma sahip olunmadigini, sanat yapitlarinin
her yil tekrarlanan ve devlet eliyle agilan Resim Heykel Sergileri'nden
yine devlet adina satin alindigini, sanatg¢ilarin o donemde her seyi
devletten bekledigini, daha sonraki yillarda 6zel galerilerin acildigini,
bunun da bir kavram karmasasi yarattigini, 70’lerin sonlarina dogru
diunyada gelisen sanat tiretimlerine ayak uydurmak adina Yeni
Egilimler adi altinda bir etkinlik baglatildigini, 1977 ile 1987 yillan
arasinda gerceklestirilen bu odiilli sergilerin kendilerini alisilmisin
disinda ifade etmeye calisan sanatcilar icin butin problemlerine
ragmen olumlu bir ortam olusturdugunu ama onun da Devlet Giizel
Sanatlar Akademisi tarafindan gerceklestirildigini bir an durup
dastiinmemiz gerektigine inaniyorum.

Unutmamamiz gereken bir bagka durum ise pes pese yasadigimiz
¢ askeri darbedir. Birincisi 1960’da yapildi ve 6nceki donemin
bagbakaninin ve iki bakaninin asilmasi ile sonuglandi. 1971’de
sol hareketin bastirilmasi dogrultusunda tekrar bir askeri darbe
gerceklesti. Pek ¢ok aydin, 6grenci, isci gozaltina alindi, hapis yatty;
dort geng idam edildi; entelektiiel hayata ¢ok biiytik bir darbe vuruldu.
1980’de bu darbelerin en siddetlisi yasandi ve agir bir iz birakti.

Bu stire icinde sanat hareketleri, icinden gecilen agir donemlerden
etkileniyor, kendine bir yol bulmaya ¢aligiyordu. Yeni Egilimler
sergileri bir anlamda bir soluklanma alani idi. Daha sonra ¢agdas
sanat alaninda giindeme gelecek, resim ve heykelin disina ¢ikmay
hedefleyen pek cok sanatgi yapitlarini ilk kez bu sergilerde gosterdi.
iki y1lda bir acilarak devamlilik kazanan bu sergiler belki de bizim icin
bienal kavraminin ilk temsilcisiydi.

Bu tarihlerde aslinda sanat alaninda bagka bir olusum daha
vardi. Sanatcilarin kendi inisiyatifleri ile gerceklestirdigi, 1984 ile
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2nd, 3rd, and 4th International Istanbul Biennials,
1989, 1992, 1995

— Giilsiin Karamustafa

My approach to the Istanbul Biennial will be from an emotional
perspective, because I have been intensely involved with it ever since
its inception. As we are speaking about “remembering,” it seems
appropriate to look back on the circumstances in which the biennial
emerged—the path by which the city’s need for a biennial manifested.

In the 1970s, outside of Istanbul, Turkey did not have institutions
that provided sufficient art education; it was the state that would pur-
chase works of art at the annual Painting and Sculpture Exhibitions,
which in turn had been organized by the state itself. Artists back then
expected everything from the state. It was only in subsequent years
that private galleries were opened, in the beginning creating a conflict
of concepts. A regular event titled New Tendencies was inaugurated
by the State Academy of Fine Arts in 1977 with the explicit aim of
catching up with artistic production developing across the world at
that time. These exhibitions continued through 1987 and included
prize awards. They formed, despite all their problems, a positive envi-
ronment for artists who wanted to express themselves in an unconven-
tional manner.

Another series of events we must not forget are the three suc-
cessive military coups we suffered. The first one in 1960 resulted in
the hanging of the prime minister and two ministers of the pre-coup
government. In 1971, another military coup took place with the aim
of suppressing the left-wing movement; many intellectuals, students,
and workers were arrested and imprisoned. Four young people were
executed by hanging, and intellectual life across the country suffered a
great blow. The coup in 1980 was the most severe of the three, leaving
deep scars in the psyche of the people.

Affected by the harsh conditions the country was passing through
during such periods, art movements were searching for a way forward.
The New Tendencies exhibitions were, in a sense, a safe haven in
which artists could catch their breath. It was on this platform that
many artists who would later emerge on the contemporary art scene
and move beyond the fields of painting and sculpture showed their
works for the first time. These exhibitions were staged every two
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1989 yillar arasinda her yil tekrarlanan ve tist baghig Turk Avangart
Sanati'ndan Bir Kesit olan bir dizi sergi. Bugiin geriye baktigimda
aslinda bunun bir st baglik olarak son derece genis tutuldugunu ve
icinde pek ¢ok kavrami barindirabilecegini (ki 6yleydi) distintiyorum.
Yine de sanatc1 inisiyatifi ile yonlendirildigi icin herhangi bir galeri
sergisinden ¢ok daha fazla ivme tagiyan bir sergi dizisi oldugu fikrine
kapiliyorum. Yusuf Taktak, Tomur Atagok, Fiisun Onur, Sarkis, Ayse
Erkmen, Serhat Kiraz, Bedri Baykam, Hiisamettin Kogan ve ben,
sanata yaklagimlar1 birbirinden farkli sanatgilardik, hepimiz sergilere
katiliyorduk ve etkinligin siirekliligi bizim i¢in 6nemliydi. Sonralari
bu grubun iginden bazi sanatcilar ayrildi. Daha kavramsal bir baglam
icinde A-B-C-D sergilerini actilar ve bu sergiler 1989 senesine kadar
geldi ve orada bitti.

Bana gore burada bir devir teslim oldu. Yani bienalin giindeme
geldigi noktada sanatgilar kendi inisiyatifleri ile agtiklar: sergilerden
vazgeciyor, Ote yandan Yeni Egilimler isimli sergi olusumuna nokta
koyuyor ve o andan itibaren ikisinin de islevini bienal tstleniyordu.

Bienalin geneline baktigimizda ilk iki etkinligin aslinda biyuk
bir sergi niteliginde oldugunu gorityoruz. Bienal mekanlarinin yani
sira galerileri de kapsayan genis bir sunum vardi ve katilim miimkiin
oldugu kadar c¢ok yerel sanatgiya acikti. Geleneksel Yapilarda/
Cevrede Cagdas Sanat gibi bolim bagliklar1 vardi fakat tarihi
mekénlarin kullanimi serbest birakilmisti, istenirse buralarda tuval
de sergilenebiliyordu ve yine kavram karmasalar1 yasamiyordu.

Ikinci bienalde bu duruma biraz daha ézen gosterildi. Ozellikle tarihi
mekanlar bilingli kullanabilen Sol LeWitt, Daniel Buren, Richard
Long, Anne ve Patrick Poirier gibi sanatcilar davet edilmisti. Ote
yandan yerel sanatgilara da yeni birer yapit tretmeleri teklif edilmisti
ama ortada biitce yoktu.

Kendi imkanlarimla katildigim ilk Istanbul Bienali'nde son derece
kisitli, sadece malzeme ve isgiiciine dayali bir destek buldugumda ¢ok
sevinmigtim. Mek4n olarak sectigim yer Ayasofya’nin sag cephesinde
bulunan Meyyit Kapisi’ydi. Bu kapiy1 bana yillar 6ncesinde babam

gostermisti. Burada, tizerinde eski Turkge yazilarin yer aldigi bir mezar

tasi, iki Yunan stitun basi, Bizans kilisesine eklenen ilk minare bir
arada duruyordu. Tarihi alanla ilgili vurgulamak istedigim her sey bir
aradaydi. Bu alani basit bir bicimde ¢ercevelemeye, kapinin tizerine

o giintin hizl1 degisimine, giincel deyimiyle “arabesk”lesmesine bir
gonderme yaparak, plastik cigeklerden bir ¢elenk yerlestirmeye karar
verdim.
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years, and thus were perhaps for us the first manifestations of the bien-
nial concept.

Another development taking place in the art field during this
period was a series of annual exhibitions from 1984 to 1989, organized
on the initiative of the artists themselves. The title of these exhibi-
tions was A Profile of Turkish Avant-Garde Art. Looking back from
today’s perspective, I feel that this main title was perhaps too broad,
and that it could have encompassed too many concepts (which it actu-
ally did). Still, I believe that it had a much stronger momentum than
most gallery exhibitions because it was propelled by the artists’ own
initiative. Yusuf Taktak, Tomur Atagok, Fiisun Onur, Sarkis, Ayse
Erkmen, Serhat Kiraz, Bedri Baykam, Hiisamettin Kogan, and I—each
of us had a very different approach to art, but we still participated in
the exhibitions, and the continuity of the event was very important for
us. Midway through this period, some artists departed from this group
and adopted a more conceptual context for the A-B-C-D exhibitions,
which also continued until 1989.

I see a certain handover taking place here. In other words, at the
point in time where the Istanbul Biennial emerged on the scene, artists
discontinued the regular exhibitions they had been self-organizing, and
the end to New Tendencies also came about. From that point on, the
biennial assumed the function of both.

The first two biennial events were in fact large-scale exhibitions.
There was also a presentation comprising galleries besides the biennial
spaces, and they were open to as many local artists as possible. Also
worthy of note, in the first two biennials there were sections entitled
Contemporary Art in Traditional Spaces; there was no framework,
however, with regard to the use of the historical sites, where the
artists were given the freedom to exhibit canvases, leading to some
conceptual confusion. More care was shown in this respect at the
second biennial. Artists were invited who had a certain awareness
regarding the use of historical locations, such as Sol LeWitt, Daniel
Buren, Richard Long, and Anne and Patrick Poirier. Local artists were
also asked to produce new works, albeit with no budget.

At the first Istanbul Biennial I participated in, which was the sec-
ond edition, I was very grateful even for the limited support available
to me, which came in the form of materials and work force. The site
I had chosen was the Meyyit Kapisi (funeral entrance) on the right-
wing facade of the Hagia Sophia. This was the entrance my father had
pointed out to me years ago. Here, standing together, were a head-
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Yapmak istedigim emek gerektiren ince bir isti ¢iinki
kullandigimiz demir malzeme kendi kendine ayakta durmak
zorundaydi ve herhangi bi¢imde Ayasofya’nin cephesine
dayanmamaliydi. Cok iyi korunan tarihi yapida yerlestirmeyi
kaldirdigimizda duvarda herhangi bir iz birakmamamiz gerekiyordu.
Isin en etkileyici boliimii yillardir yerinden oynatilmamig kapinin
agtirilmasiydi. Bir buguk metre ¢capindaki devasa ¢elengi bu kapinin
tizerine astik. Ayasofya Meyyit Kapisi i¢in bu proje bienalin ana
odaklarindan biraz uzakta ama hayatin i¢indeydi, geleni geceniyle,
oninde yer alan seyyar saticilariyla aktif bir alan olusturdu.

80'li yillarin sonu, diinyada dramatik gelismelerin ve biytk
degisimlerin yer aldig1 bir dosnemdi. Diinyanin yeni durumu bizim de
hayatimizda degisimlere yol agt1. Gelisen teknolojilerin yardimiyla
iletisimimiz yogunlasti. Bu dénemin 6énemli gelismelerinden biri de
“kiratorlik” kavraminin hayatimiza girmesidir. Vasif Kortun’un
kiiratorlagini tstlendigi Ani/Bellek sergilerini 6rnek verebiliriz.

3. Uluslararasi Istanbul Bienali iste bu ortamda, cesitli nedenlerle
bir yil gecikerek 1992’de yapildi. O sirada Berlin duvar yikilmais,
Sovyetler Birligi'nde rejim degismis, Orta Avrupa ve Balkan
tilkeleriyse yeni olaylara gebeydi. Sanat alaninda merkez-periferi,
post-kolonyalizmle ilgili tartismalar siiriiyor, paradigmalar hizla
yer degistiriyordu. Uciincii bienal boylesine dinamik bir ortamda
yer alacakti. Ikinci kez davet aldigim etkinligin problemleri bir
evvelkinden tamamen farkliydi. Vasif Kortun bienali 6nceki tarihi
mekénlardan biitiintiyle kopariyor ve Feshane mekininda tek ¢ati
altinda topluyor, bu tutum sanatcilar i¢in de olumlu bir ortam
yaratiyor, iletisimi giiglendiriyordu.

Toparlayici tist bashik Kiiltiirel Farkliligin Uretimi gindemdeki
onemli bir konuydu. Christian Boltanski, Jan Fabre, Absalon gibi
taninmig isimlerin yan1 sira Romanya’dan Calin Dan ve SubREAL ile
kargilasmak veya Viktor Misiano ve Rusya’dan katilan sanatcilarla
birlikte ¢alismak farkli bir dinamik getiriyordu. Sergide tilke
temsiliyeti s6z konusu olsa bile se¢ilmis sanat¢1 ve gruplarin nitelikleri
meseleyi yeni tartismalara dogru gotiirtiyordu. Iste bu ortamda
Bulgaristan’dan Nedko Solakov ile tanistim ve bunu izleyen yillardaki
sanatgilarin bitmez tikenmez yolculuklar sirasinda onunla birgok
sergide kargilagtim. Artik yeni bir sanat¢1 tanimi giindeme gelecekti.

Ucitincti bienal icin yapitim kolay ortaya ¢ikti. Tiirkiye’den bes
sanatciydik. Bize onerilen konu “Megalopol” idi. Koyden kente gog
nedeniyle niifusu kisa siirede 15 milyona ulasan sehir. Mistik Nakliye
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stone featuring old Turkish script, two Greek column heads, and the
first minaret annexed to the Byzantine church. Everything about the
historical site that I would have liked to emphasize stood conveniently
gathered in that spot. I decided to simply frame this site, and in refer-
ence to the rapid changes taking place at the time—or to use the cur-
rent local expression, in a gesture of “arabesqueification”—I placed a
garland of plastic flowers over the entrance.

My plan required fine work and careful labor, because the iron
material we were using had to stand alone, and not rest in any way
on the facade of the Hagia Sophia. We were obliged to ensure that the
installation left no marks on the walls of this highly protected histori-
cal building. The most impressive part of the work was the opening
of the gate, which had not been moved for years. Above this gate we
hung the huge garland, which was a meter and a half in diameter. The
project, designed specifically for this site, was perhaps a little distant
from the main focal points of the biennial, but it was in the midst of
life itself, an active area with many passersby and street vendors.

The late 1980s was a period when dramatic developments and
great change took place across the world. Our lives here in Istanbul
changed as well. Communications intensified with the help of new
technologies. Another important development was the introduction
of the concept of curatorship. The Ani/Bellek (Recollection/Memory)
exhibitions curated by Vasif Kortun are a good example of this.

This was the dynamic environment in which the 3rd International
Istanbul Biennial was realized. For various reasons it was delayed a
year, and opened in 1992. In the meantime, the Berlin Wall had come
down, regime changes had taken place in the Soviet Union, and further
changes were about to take place in Central Europe and the Balkan
countries. Debates about the center and the periphery, and about
post-colonialism, raged in the art world, and paradigms were rapidly
shifting. I had been invited to participate again, and the problems I
observed were entirely different from those that we had experienced in
the previous one. Vasif Kortun was prying the biennial away from the
historical sites completely, assembling everything under a single roof
at the Feshane venue. This created a positive environment for the art-
ists as well, and reinforced communication.

Production of Cultural Difference, the summarizing main title,
was an important issue on the agenda. In addition to renowned names
such as Christian Boltanski, Jan Fabre, and Absalon, the opportunity
to work alongside Calin Dan and SubREAL from Romania, and with
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bu baglamda ortaya cikti. Finansal zorluklar yine bizimleydi, biitce
vardi ama c¢ok kisitliydi ve diisiindiigiumii bu buitgeyle gergeklestirmek
zorundaydim.

Yapabilecegim tek sey kendimi yine sehrin i¢ine atmak olacakti.
Bir gtin bir raf imalatgisinin 6ntinde, altinda tekerlekleri olan ve buyuk
bir ihtimalle biiytik otellerde carsaflari toplamak i¢in kullanilan
demir sepetler gordiim. Dokundugumda cok kolay hareket ettiklerini
fark ettim. Bu malzeme ile neler yapilabilecegini digtintirken
Kapaligarsi’ya dogru ilerliyordum ve bir yorgancinin 6ntinden gecerken
birden yapmak istedigim sey belirdi. Gog, dolasim, diasporalar,
mubhacirlik ve yorgan. Koruyan, gizleyen, kapatan, seni 6rten ve
1sitan gey. Bildigimiz atasozi, “bir abam var atarim, nerede olsam
yatarim.” Yorganini sirtina alan adam diinyanin neresi olursa gidebilir
cunki yorgan onu korur, higbir zaman ortada koymaz. Ben de yirmi
rengirenk yorgani yirmi hareketli sepetin i¢ine koydum.

Omrii en uzun olan projem herhalde budur. Mistik Nakliye,
hemen ertesi yil iki sergiden birden teklif aldi. Bienal sanatcilara yeni
bir devinim alanmi saglamist1. Projemin bir boliimi Miinih'te agilan
bir sergiye giderken, diger bolimu aymi tarihlerde Paris’te sergilendi.
Munih’teki sergiye yapit1 gonderme bi¢cimim bir hayli ilgingtir. O
siralar Turkiye’de bu tiir sanat nakliyesi yapmay1 bilen sirketler yoktu.
Bu ytizden boyle bir malzemeyi nasil gonderecegimi bilemiyordum.
Sonunda ticaret yapan bir arkadasimdan yardim istedim. Yorganlan
ve sepetleri normal bir ticari nakliye kamyonuna yiikledik ve projem
ilk yurtdig: sergisine boyle gitti. Oysa simdi sanat nakliyesini
usuliine gore yapan sirketler var. Anlatmak istedigim, o yillarda
bagvurabilecegimiz higbir profesyonel kurum yoktu ama yine de gocle
ilgili bir yapitin sinirlar1 agmasini ve sanatsal dolasima katilmasim
basarmustik.

Mistik Nakliye, 2002’de René Block’un kiiratorligini yaptig
Fluxus und die Folgen'da, daha sonra How Latitudes Become Forms
adli sergide yer aldi. Minneapolis’deki Walker Art Center’da 2004
yilinda baslayan sergi, bir gezici sergi olarak Amerika’min ¢esitli
bolgelerini, Meksika’y, Italya’y1 dolast1. 2009’da Wasserburg Neues
Museum’da agilan bir sergide yer aldi. 1992’den bugiine gocebelige
yaptig1 gonderme ile hala dolasiyor.

Davet edildigim tgtincii bienalin kiiratorii ise René Block.

119 sanatcinin katildig: 4. Uluslararasi Istanbul Bienali bana gore
kiiratériniin yonetiminde dev bir okuldu. Yine butgesi kisitliyds,
bir stirt problem vardi ama artik sanatcilar olarak biz nasil kivrak
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Viktor Misiano and the artists contributing from Russia, brought

a different dynamic for the participating artists. Although national
representation was still applied during this exhibition, the quality of
the artists and groups that had been selected helped move the focus
toward new debates. It was under these circumstances that I met
Nedko Solakov from Bulgaria, whom I would subsequently encounter
at numerous other exhibitions during the seemingly endless travels
in which we artists engage. A new definition of the word “artist”

had emerged.

My work for the third biennial was made very easily. I was one of
five artists from Turkey. The topic proposed to us was “Megalopolis.”
Istanbul had reached a population of 15 million people in a short pe-
riod of time because of immigration from the villages to the city. Once
again we were beset by financial difficulties; we did have a budget, but
it was very restricted, and I had to realize my idea with whatever little
was available.

My only option was to once again release myself into the city.
One day, in front of a wholesale shelf shop, I spotted a collection of
wrought-iron baskets. They had wheels, and were most probably used
to collect laundry at big hotels. Giving one a nudge, I noticed it moved
very easily. As I mulled over how this item might be put to use, I
found myself walking toward the Grand Bazaar. I was passing by a
quilt maker when the work I wanted to do suddenly appeared in my
imagination. Immigration, circulation, diasporas, immigrants, and the
quilt. Protecting, concealing, closing, covering, and keeping warm. The
famous Turkish proverb, “Wherever I lay my cloak I make my bed.”
The man who slings his quilt over his back can go wherever he likes in
the world, because the quilt never forsakes him and always provides a
sanctuary. I put 20 multicolored quilts in 20 mobile baskets.

Of all of my projects, this one, Mystic Transport, has probably had
the longest lifespan. The following year it received invitations from
two exhibitions. A part of it went to an exhibition in Munich, while
the other part was shown in Paris around the same time. The way I
sent the work to the exhibition in Munich is quite interesting. Back
then, there were no companies in Turkey that knew how to transport
art properly. So I asked for the help of a friend in the transportation
business. We loaded the quilts and the baskets into a regular com-
mercial transport truck. What I want to emphasize is that there were
no professional institutions we could apply to back then, but we still
succeeded in sending a work of art about migration beyond borders to

255

Remembering Istanbul | ypuwpmpH n,[nquvisy



davranip bu isin i¢inden ¢gikacagimizi 6grenmistik. Bu bienalde tam
bir takim ruhu yakaladik. Avustralya’dan, Avrupa’dan, Afrika’dan,
dinyanin her tarafindan gelen sanatcilar bulusmustu. Tarihi
mekénlarin yam sira ilk kez Antrepo binasi kullaniliyordu. Hi¢ yoktan
var edilen bu mekén bienalin tiimi i¢in miithis bir dinamik olusturdu.
Kosullar korkungtu. Kasim ayindaydik ve birden kar basladi. Isitilmasi
imkansiz rutubetli Antrepo’da biyiik bir 6zveriyle ¢aligildu.

Antrepo’nun hemen yakininda Istanbul’un en eski genelevi
bulunuyordu. Sehirde senede ytizlerce kiz ortadan kayboluyordu.
Kaybolan kizlarin pek ¢cogu bu genelevlerde ortaya gikardu.
Antrepo’nun i¢inden limana baktigimda bu tema tzerine bir proje
yapmak istedigimi fark ettim. Limana her giin gemiler geliyordu,
denizciler karaya ¢ikiyor, o genelevi ziyaret ediyorlardi. Kaybolan
kizlarin pesine diistiim. Isimlerinin bas harflerini ve kaybolduklar
giiniin tarihini bulup onlarla iligkilendirilebilecek en masum malzeme
olan pembe beyaz kurdelelerin tizerine stampa ile bastim. Bunlari,
betonu delerek gemicilere ait malzemelerle yerden tavana bagladim.
Pencere ontindeki bu iplerin tzerinde yer alan kurdeleleri arkadan
yapay bir rizgar vererek denize dogru savurdum. Boylece limana gelen
gemilerle haberlesiyor ve kaybolmus kizlar1 hatirlatiyordum.

Ug bienal maceram boyle. Daha sonra IKSV beni bienalin danisma
kuruluna davet etti, boylece farkli bir konuma gegtim. On y1l boyunca,
bu kurulda gorev yaptigim icin sanatci olarak bienale katilmam soz
konusu olmadh.

Istanbul Bienali ile iliskim baslangicindan itibaren beni
zenginlestirdi, sanatgi olarak ileriye dogru ivme kazandirdi. Diinya
iligkileri a¢isindan yeni kapilar agti. Tanigtigim sanatgilarla igbirligi
yapma, projeler gelistirme, alternatif gruplarla cesur ve elestirel
caligmalar olusturma imkanim verdi.

Bienaller 2000 yilina kadar, donemin gerektirdigi siyasal
tartismalar1 goz ard1 etmeden 6nemli bir gorev ustlendiler ve bir
ylzyil sonunun dinamik, elestirel, ayni zamanda tretken sahnesini
olusturdular.

2000 sonrasini 90’11 yillardan ayiriyorum. Séylemin yavas yavas
degistigi bu donemi kendi i¢inde degerlendiriyor ve neyin gelismekte
oldugunu kavramaya ¢alisiyorum. Dan Cameron’un da konugmasinda
belirttigi yeni nesil kiiratorlerin hangi dogrultuda yol alacaklarin:
merakla izliyorum. Bu yapinin duragan olmadigini, daima yeniliklere
acildiginmi biliyorum. Zaman zaman 2000 6ncesi tiretimime baktigimda
bunlarin bir anlamda “tarihi” projeler oldugunu diastntyorum.
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become part of the world’s artistic circulation. The biennial provided
artists with new fields of movement.

Mystic Transport was shown in the exhibition Fluxus und die
Folgen at Kunstsommer Wiesbaden, Germany, in 2002, which was
curated by René Block, and then in How Latitudes Become Forms.
The latter was a traveling exhibition that was inaugurated in 2004 at
the Walker Art Center in Minneapolis and then visited various parts of
the United States, as well as Mexico and Italy. Mystic Transport was
also in an exhibition at the Neues Museum in Wasserburg, Germany,
in 2009. It continues to travel, which seems appropriate, given that it
is about nomadism.

René Block was the curator of the 4th International Istanbul
Biennial, in which 119 artists took part. It resembled, in my opinion,
a huge school under the governance of its curator. The budget was
again restricted, and there were again many problems, but we, the art-
ists, had by now learned how to be flexible and work things out. We
achieved a true team spirit at this biennial. Artists from everywhere
across the world, from Australia, Europe, and Africa, came together. In
addition to the historical sites, the Antrepo building was used for the
first time. Brought out of complete obscurity, this venue provided an
incredible dynamic for the whole of the biennial. Conditions were
horrible. It was November and suddenly the snow came. Everyone
worked with great devotion at the damp Antrepo, which was impos-
sible to heat.

The oldest brothel of Istanbul was very close to Antrepo. Hun-
dreds of young girls went missing in the city every year. Many of those
missing girls would eventually turn up at this and other brothels.
Gazing out toward the harbor from within Antrepo, I realized that
I wanted to make a project around this theme. Ships came into the
harbor every day, and sailors stepped ashore and visited the brothels.

I went after the lost girls. I found out their initials and the dates they
had been declared missing, and stamped these details onto the most
innocent of materials that could be associated with them: strips of
pink and white ribbon. I pierced the concrete and tied these ribbons
from the floor to the ceiling using seamen’s tools. The ribbons, tied
to strings in front of the window, flew about in an artificial wind I
created. In this way I communicated with the ships coming into the
harbor, and reminded them of the missing girls.

Such are my adventures in three editions of the Istanbul Biennial.
Later, IKSV invited me to sit on the biennial advisory committee, so I
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Sanatla ilgili hicbir sey duragan degil. Bu gelisimi izlemek,
yakalamak ve devam ettirmek, tiretken bir sanat¢1 olarak beni mutlu
ediyor.

GULSUN KARAMUSTAFA (1946) Istanbul’da yasiyor ve galistyor. 2., 3. ve 4. Istanbul
Bienallerine, ayrica 3. Gwangju Bienali‘ne, 8. Havana Bienali’'ne, 3. Cetince Bienali'ne, 1. Sevilla
Bienali'ne, 11. Kahire Bienali'ne ve 3. Singapur Bienali'ne katildi. Paris, Cenevre, Montreal,
Miinih, Milano, Torino, Rotterdam, Viyana, Stuttgart ve diinyanin bir¢ok diger sehrinde kisisel
sergiler diizenledi. Yapitlar: Paris'te Musée d’Art Moderne de la Ville de Paris; Viyana’da MUMOK
(Museum Moderner Kunst Stiftung Ludwig Wien); Avusturya’da Sammlung Essl, Klosterneuburg;
istanbul Modern ve Hollanda’da Van Abbemuseum, Eindhoven koleksiyonlarinda yer almaktadur.
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assumed a different position. For 10 years, because I was serving as a
member of this committee, I could not take part in the biennial as an
artist.

Since the very beginning, my relationship with the Istanbul Bien-
nial has enriched me and provided me with a progressive momentum.
It opened new doors in terms of relationships with the world. It pro-
vided me with the possibility to collaborate and develop projects with
the artists I met and to form courageous, critical works with alterna-
tive groups.

Until the year 2000, the biennials assumed an important task and
did not fail to take into account the political debates of the period.
Thus they formed a dynamic, critical, and productive platform rep-
resenting the close of a century. I separate the post-2000 years from
the 1990s. My assessment of the more recent period, in which the
discourse gradually changed, remains separate, and I am endeavor-
ing to grasp what is taking shape for the future. I am watching with
interest to see the direction in which the new generation of curators
mentioned by Dan Cameron will go. I know that this structure is not
static, and that it is always opening up to new innovations. Some-
times, looking back at my pre-2000 output, I feel that these are, in a
sense, “historical” projects.

Nothing about art is static. To follow, to capture, and to contrib-
ute to this process gives me great pleasure as a productive artist.

GULSUN KARAMUSTAFA (1946) lives and works in Istanbul. She participated in the 2nd, 3rd,
and 4th Istanbul Biennials as well as the 3rd Gwangju, 8th Havana, 3rd Cetinje, 1st Sevilla, 11th
Cairo, and 3rd Singapore Biennials. She has had solo exhibitions in Paris, Geneva, Montreal,
Munich, Milan, Turin, Rotterdam, Vienna, Stuttgart, and many other cities around the world. Her
works are included in the collections of the Musée d’Art Moderne de la Ville de Paris; MUMOK
(Museum Moderner Kunst Stiftung Ludwig Wien), Vienna; Sammlung Essl, Klosterneuburg,
Austria; Istanbul Modern; and the Van Abbemuseum, Eindhoven, the Netherlands.
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Giilsiin Karamustafa

Ayasofya Meyyit Kapisi i¢in Proje,
1989

2. Uluslararasi Istanbul Bienali

Fotograf: Sadik Karamustafa,

sanatg¢inin izniyle

Giilsiin Karamustafa

Project for the Funeral Gate of Hagia
Sophia, 1989

2nd International Istanbul Biennial
Photography: Sadik Karamustafa, courtesy
the artist

Giilsiin Karamustafa

Mistik Nakliye, 1992

3. Uluslararasi Istanbul Bienali, Feshane
Fotograf: Laleper Aytek, sanatcinin izniyle
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Giilsiin Karamustafa

Mystic Transport, 1992

3rd International Istanbul Biennial, Feshane
Photography: Laleper Aytek, courtesy

the artist

Giilsiin Karamustafa
NEWORIENTATION, 1995

4. Uluslararas: istanbul Bienali,

1 numarali Antrepo

Fotograf: Yildirim Arici, sanatginin izniyle

Giilsiin Karamustafa
NEWORIENTATION, 1995

4th International Istanbul Biennial,
Antrepo no. 1

Photography: Yildirim Arici, courtesy
the artist
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7. ve 10. Uluslararas1 istanbul Bienalleri, 2001, 2007

— Ali Kazma

Istanbul Bienali ile ilgili deneyimlerimi anlatmadan 6nce, bu dene-
yimleri yasadigim cgerceve hakkinda bazi tespitlerde bulunmak
istiyorum. Kullanacagim anlamda “sanat”in benim icin en belirleyici
ozelligi konusma, tartisma, paylasim, tiretim ya da hepsini kapsayan
yasam i¢in sembolik, gercek, fiziksel, duygusal yeni mekanlar agan bir
etkinlik olmasidir. Bunun tizerinden konusacagim. Bir tistyap1 olarak
sanatcinin i¢inde hareket ettigi diinyanin nasil bir yer oldugu tizeri-
ne bir seyler soylemek istiyorum. Eger Istanbul Bienali bu diinyanin
merkezlerinden biri ise, bienal Gizerinden bu tistyap1 hakkinda birgok
ipucu elde edebiliriz.

Bugiunki konugmasinda Vasif Kortun, 1980 yilinda Turkiye’deki
darbe ile zedelenen devlet-entelijansiya iliskisinden ya da kontratin-
dan bahsetti. Kortun’un ifade ettigi sekliyle “bilginin ve kiltirin
ozellestirilme” stireci ve bu siirecin geri dondirilmesinin neredeyse
hi¢ distintilemedigi bir durum s6z konusu. Sanki bunu bir kabullen-
me var. Bu acaba hep boyle olmali mi1? Devletin Tiirkiye’de yarattigi
travma, 1980 ve daha dncesindeki darbelerle sanatgilara, diisiince
insanlarina yaptig baskilar, geri dontilemez 6zel bir nokta mi yaratti?
Onun igin devletle iligskilerimizi kurarken ya da gelistirirken ¢ok mu
kiiskiinlestik? Devlet ile hi¢bir sey yapilamaz ma gercekten? Bu bence
onemli ve tizerine diisinmemiz gereken bir sey.

Mesela ben Tiirkiye’de, 6zel sermaye ile iligkisi olmayan hicbir
kurumla ¢alismadim. Higbir isim icin devletten 1 lira gelmedi bana.
Her zaman ozel sektoriin himayesinde olan kurumlarla ¢alistim. Sim-
di bunun sonugclari ne oluyor? Nasil yapitlar goriiyoruz sergilerin bir-
cogunda? Tiiketim toplumunun isleyisine tehdit olusturmayan, gorsel,
yiizeysel farkliliklardan yola ¢ikarak bu farkliliklar: cilalayan, satin
alinabilen, pazarlanabilen, “6teki”nin estetize edildigi ve tehlikesinin
alindig tiirde yapitlari goriiyoruz. Mize ve bienallerin kapisi yine
sermaye ile iligkili olan mimari ve tasarim islerine, titketim toplumu-
nun mantigina karsi ¢ok sert durmayan yapitlara sonuna kadar agik.
Tiiketim toplumuna kars: sert duran yapatlar olsa bile bunlar siklikla
daha barigik yapitlarla dengeli bir bigimde kullaniliyor.

Son birkag senedir hep krizdeyiz. Turkiye’de belki daha hafif
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7th and 10th International Istanbul Biennials, 2001, 2007

— Ali Kazma

Before telling you about my experiences with the Istanbul Biennial, I
would like to make a few observations about the frame in which I had
these experiences. The most essential definition of “art,” in the sense
that I will use it here, is that it is an activity that opens new symbolic,
real, physical, and emotional spaces for speech, debate, sharing, pro-
duction, and, ultimately encompassing them all, life itself. This will
be the basis of my speech. I would also like to add a few things regard-
ing the world in which the artist moves, thinking of it as an overarch-
ing superstructure. If the Istanbul Biennial is one of the centers of this
world, then looking at the biennial offers many clues regarding the
superstructure.

Vasif Kortun spoke earlier of the relationship, or contract, between
the state and the intelligentsia in Turkey and the damage it sustained
as a result of the 1980 military coup. As he said, there is an ongoing
process of “privatization of knowledge and culture” that is generally
regarded as pretty much irreversible. But should it be so widely ac-
cepted as inevitable? Has the trauma caused by the state—not only the
oppression of artists and intellectuals in 1980, but also other military
coups that preceded that one—reached a point of no return? Is this
why we have become so resentful in forming or developing relation-
ships with the state? Is it really impossible to do anything in collabora-
tion with the state? I think this is an important issue worthy of our
consideration.

For instance, I have never received a single lira from the Turk-
ish state for any of my works. I have always worked with institutions
under the auspices of the private sector, in connection with private
capital. What are the consequences of this? What kind of works do we
see in the majority of exhibitions? We see works that do not threaten
the functioning of consumption culture, works that can be purchased
and marketed, works in which the “other” is aestheticized, where the
danger of the “other” has been purged. The doors of museums and
biennials are wide open to works of architecture and design that are
related to capital and do not present too rigid a stance against con-
sumption culture. When works that present a hard stance do appear,
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yasaniyor, ama simdi bildigim kadariyla Portekiz, Yunanistan,
Ispanya zor durumda... Birkacg senedir ekonomi biiytimiiyor ve sanki
bu diinyanin sonuymus gibi digtiniiyoruz. Acaba su soruyu soran ve
cevaplayan sanat yapit1 var m1: Eger diinya arzulanan sekilde biiyi-
meye devam ederse ne olur? Gegen sene diinyada 51 milyon otomobil
uretilmis. Eger bu sekt6r on sene daha istenen sekilde bitytirse, Cin
ve Hindistan buytimeye devam ederse bu rakam 200 milyona ¢ikti-

g1 zaman ne olacak? Gegen sene yine 5 milyar ugak bileti satilmas.
Bu rakam 20 milyar olunca ne olacak? Boyle bir diinya nasil bir yer
olacak? Bize gerekli bir sey olarak sunulan biiylimenin iyi oldugundan
emin miyiz? Diinyanin bagka tirld olabilecegini diisiinen yapitlar
gortiiyor muyuz? Abartma, hatta sitmariklik, haddini bilmeme, krala
ciplak deme ya da koytin delisine tag giydirme gibi sembolik hareket-
leri, anlamlar1 ne kadar goriiyoruz? Boyle bir iistyapinin varligindan
bahsetmeliyiz, yokmus gibi davranamayiz.

Istanbul’u Hatirlamak: Burada bellegin alanindayiz. Tabii ki, bu
bienallerin her biri biricik, her birinde muthis bir emek, diisiince var.
Simdi soyleyeceklerim bu farkindalik i¢inde olacak. Ben diger konusan
sanatcilara gore bir nesil daha gencim, biraz da bu nedenle daha ¢ok
altinci bienalden sonrakilere konsantre oldum... Bizim de bir pargas:
oldugumuz bir bellek olusuyor su anda. Bu bellegin nasil bir bellek
oldugunu diisindiim ve sanki bienaller arasinda bir bag varmis gibi
gelmeye basladi bana. Istanbul bienalleri tizerinden olusan bu bellegin,
bir kendini geriye ¢ekisin, uzaklagsmanin, yok olusun bellegi oldugunu
distntyorum.

Ornegin benim de katildigim 2001’deki bienalden bahsedelim:
Egokac. Bu bienalde, bienalin kiiratorii Yuko Hasegawa birey, para,
maddecilik yerine kolektif bilinci, kolektif zekayz, birlikte yagami
oneriyordu. Bu 6nerilerin hepsi dayanigmanin oldugu bir diinyada
mumbkiin olabilecek terimler. Boyle bir diinya var mi1? Bizim dayanis-
ma sembollerimiz kimler? Ornegin benim gencligimde Bono vardi,
simdi Louis Vuitton reklamlarina gikiyor.

2005’teki bienalin konsepti “Istanbul” idi. Ttiim diinya kentlerin-
de yasanan dontisiimlerin cok hizli yasandigi bir kent Istanbul. Vasif
Kortun'un “sehir, sergiden daha hizli hareket ediyordu,” dedigi gibi
gdziiniiziin éniinde degisiyor. Istanbul miithis bir istah ve istekle diin-
yadaki degisimin bir pargasi olmug durumda. Sulukule gibi yerler artik
Istanbul’da yok, bizim hayatimizda da yok. 2005’tekini Istanbul’da
kaybolan, bizden uzaklasan birtakim seylerin isaret edildigi bir bienal
olarak da gorebiliriz.
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they are often incorporated into a kind of reconciliatory framework,
together with works that are more compatible with the consumption
society.

For the last few years we have been in a constant state of crisis.
Perhaps less so in Turkey than in Portugal, Greece, and Spain. For a
few years the economy has not been growing, and we imagine it to
be the end of the world. I wonder if there is a work of art somewhere
that asks and answers the following question: What will the conse-
quences be if the world continues to grow in what is commonly taken
for granted as the desired manner? In the last year, 51 million cars
were produced. If this sector continues to expand at the current rate,
if China and India continue to grow, what will happen when the an-
nual production of cars reaches 200 million units? Last year 5 billion
plane tickets were sold. What will the world look like when this figure
reaches 20 billion? Are we sure that growth is a good thing? Do we
ever see works of art that contemplate the possibility of an alterna-
tive world? How often do we witness symbolic acts such as exaggera-
tion, or indeed impertinence, arrogance, calling the emperor naked,
or crowning the village fool? We must speak of the existence of this
superstructure; we cannot act as if it does not exist.

Remembering Istanbul: We are in the domain of memory here.
Each of the biennials has been unique, and each contained a great
amount of labor and thought. What I will say now comes from within
this awareness. And as we speak, we are forming new memories.
Contemplating the nature of this memory, I began to think about
connections between the biennials. I believe that this memory that
forms itself via the Istanbul Biennial is specifically one of withdrawal,
distancing, and disappearance.

For instance, let us talk about the Istanbul Biennial in 2001,
Egofugal. 1 participated in this biennial, and its curator, Yuko Hasegawa,
adopted the premises of collective memory, collective intelligence,
and coexistence as opposed to individuality, money, and materialism.
All these proposals are about terms that can be possible in a world
where solidarity exists. Does such a world exist? Who are our symbols
of solidarity? There was Bono in my youth; now he stars in Louis
Vuitton ads.

The title, and concept, of the 2005 Istanbul Biennial was Istanbul.
Here, the wave of transformation affecting every city in the world
is proceeding at an exceedingly accelerated rate. In the words of Vasif
Kortun, “The city was moving faster than the exhibition.” It changes
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2007’deki bienalin ana mekanlardan biri Antrepo’ydu.
Antrepo’nun 6nemli bir bolimiinii de Rem Koolhaas’in isi kapliyordu.
Bu is beni ¢ok sasirtmisti. Isle ilgili metnin ¢ok kisa bir boliimiinii
aktarmak istiyorum. Metnin baghigi: “Korfez”. Metnin ikinci ctimlesi
“Diinyanin yeniden baslayabilecegi yerler bitiyor” ve devam ediyor:
“Kryamet tellalligi yapmak isteyen Dubai’ye —bildigimiz-sekliyle-
mimarligin-ve-kentin-sonunun kaniti1 olmay1 yakistirabilir; daha
iyimser bir bakis ise Korfez’in olugmakta olan —hem insa edilen hem
de 6nerilen— 6ziinde yeni bir mimarligin ve yeni bir kentin baglangic-
larin1 fark edebilir. Yeni bir sehircilik tirtinii —modernizmin 6nceki
misyonlarinin dokunmadig: veya géz 6ntinde bulundurmadig: yerle-
re— ihra¢ etmeyi amaclayan bu filizlenen seferberlik, yeni bir sehirci-
lik tasarimi bigimlendirmek i¢in son firsat olabilir. Mimarlik bu son
sans1 degerlendirebilecek mi?”

Bazilar1 bu son sansi iyi kullandi tabii. Oralarda buytik isler
yapildi. Para bitince buiytik bir kriz basladi. Oradaki ingaatlarda cali-
san iscilerin yasadig1 kotii kosullar ve ¢ifte hayat tGzerine de birgok
tartisma cikmisti. Tyimserlikle ilgili bir bienalden bahsederken hep bu
kadar kotimser olmayacagim. Ama bu bana Alexis de Tocqueville’i
hatirlatti. Amerika ile ilgili ilk izlenimi: “Hiir insanlarin tilkesine
geliyorum, bana ilk merhaba diyen, beni ilk karsilayan insan bir kole.”
Rem Koolhaas’in metnindeki mantikla bu 6ykiniin mantiginda bir
benzerlik gorityorum.

2009, Insan Neyle Yasar? Siirekli bir kriz hali. Bu kriz, olaganlas-
mis olagandig1 yetkilerin kullanilarak sosyal devletin son kalan alan-
larinin da 6zellestirilmesini mtmkin kiliyor. Amerika’da orta simif
beyazlarin, 36 milyon sigortasiz, yoksul Amerikaliya saglik sigortas:
saglayacak politikalara karg:1 orgiitlendigi, onlara kars1 yiirtiytis yaptig
giinler. Batan bankalar icin nereden geldigi belli olmayan trilyonlarin
bulunabildigi ama saglik ya da sosyal sigortalara hicbir zaman para
bulunamayan ve resmi olarak hep bu ytizden krize girilen bir diinya.
Bu bienalde de bu konulara isaret edilmisti.

Yani bu son 10 senede her bienal diinyadaki yerini terk eden, geri
plana cekilen bazi seyleri bellege aliyor gibi geliyor bana. Arjantinli bir
yazar, Alberto Manguel “benim en sevdigim kiitiiphaneler kaybeden-
lerin kiitiiphanesidir,” diyor. Yani itilen, kaybeden, gérinmez kili-
nanlarin sesinin, hikayelerinin kaydinin tutuldugu, muhafaza edildigi
kiitiiphanelerden bahsediyor. Kiitiiphaneyi bellegin metaforu olarak
da diistinebiliriz. Ben Istanbul’da boyle bir sey sezinledim. Cok tistten
bigilmeye calisilan bir kavram gibi gelebilir ama bienaller her seferin-
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before your very eyes. Places like Sulukule no longer exist in Istanbul,
therefore they are also absent from our lives. We can understand 2005
as a biennial where things that were disappearing from the face of
Istanbul, and falling away from our grasp, were highlighted.

One of the main venues of the biennial in 2007 was Antrepo,
and Rem Koolhaas’s work covered a large part of Antrepo. This work
genuinely puzzled me. I want to recall a very short section of the text
related to the work. The title of the text is “The Gulf.” The second
sentence reads, “The world is running out of places where it can start
over. . . . If you want to be apocalyptic, you could construe Dubai as
evidence of the-end-of-architecture-and-the-city-as-we-know-them,;
more optimistically you could detect in the emerging substance of The
Gulf—constructed and proposed—the beginnings of a new architecture
and of a new city. This burgeoning campaign will export a new kind
of urbanism—to places immune to or ignored by previous missions of
modernism. This may be the final opportunity to chart a new blue-
print for urbanism. Will architecture grasp this last chance?”

Some, of course, used this last chance well. They carried out some
great work in the Gulf region. And when the money ran out, a huge
crisis broke out. There were also many debates over the terrible condi-
tions of, and double standards applied to, the workers employed at the
construction sites there. Talking about a biennial on optimism, I will
refrain from continuing in a pessimistic vein. But it did remind me of
Alexis de Tocqueville. Note his first impression of America: “I arrive
in the land of the free, but the first person to greet me is a slave.” I see
a similarity between the logic of Rem Koolhaas’s text and this anec-
dote.

Then comes 2009, What Keeps Mankind Alive! The world has
sustained a prolonged period of economic and social crisis. Through
the use of extraordinary powers that become normalized, this crisis
enables the privatization of the last remaining outposts of the so-
cial welfare state. These are days when middle-class white people in
America organize marches against policies that would provide health
insurance for 36 million impoverished, uninsured Americans. A world
where trillions of dollars of mysterious origin are always readily avail-
able to bail out bankrupt banks, but no money can ever be found for
health or social insurance, this always being the official reason for
crises. These were some of the issues this biennial pointed at.

In other words, I feel that each Istanbul Biennial in the last decade
has registered in its memory certain things that have since deserted
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de yitirdigimiz bir seyi bellegine aliyor, muhafaza ediyor gibi geliyor
bana. Sunu da unutmamaliyiz ki, her geri cekilis esasinda degiserek,
dontgerek tekrar dinyamiza geri gelisin de imkanini tagir kendi i¢in-
de. Dolayisiyla bunlarin muhafaza edildigi, bir imkan olarak durdugu,
bellegi olusturan bir yer olarak da diisiinebiliriz Istanbul Bienali'ni.
Daha dogrusu bunun olusmasina yardimeci olan yerlerden biri olarak.
Istanbul bienallerine ait bir bellegin varligini ve tiim arsivlerin kamu-
ya agik olmasini ¢ok 6nemsiyorum. Ciinki bellegin olmadig: bir yerde
duruma ¢ok kolay ayak uydurursunuz, pozisyonlarinizi kolay alirsiniz.
Bu toplantinin bellegin olusumuna bir katkisi varsa, onu da olumlu bir
sey olarak goriiyorum.

Burada nostaljiden, eskiden her seyin harika oldugundan, simdi
glizel olan her seyin gittiginden, onlar1 aym sekilde korumak gerekti-
ginden s6z etmiyorum. Hayir. Dontserek gelmekten, tarihsel ve bugi-
niin gartlarina uyarak geri gelmesi gereken bazi degerlerden bahsediyo-
rum. Evet, belki hic moda olmayan ve hi¢ seksi olmayan barig, esitlik
gibi terimlerin degiserek ve giinimize adapte olarak gelmelerinden
ama ideal olarak durduklari, korunduklari bir yerden geri gelmelerin-
den bahsediyorum.

Kisisel hikayeme gelince, 2000 senesinde New York’tan Istanbul’a
déndiim. O tarihlerde Amerika Birlegsik Devletleri'nde ti¢ dort tane
film festivaline kisa metrajli filmlerle katilmistim. Kisa metraj sanki
uzun metraja gegmek icin ristiiniizt ispatladiginiz bir format gibiy-
di. Yani kisa metraj yaparsiniz, basarili olursunuz ama esas yapmak
istediginiz uzun metraj filmdir. Boyle bir amacim hi¢ olmadig icin
oldukga marjinal kaliyordum. O diinya ile aramda bir uyumsuzluk
vardi. Turkiye’ye dondigiimde, bitirme tezi olarak yaptigim videolari
glincel sanat cevresinde ilk kez Vasif Kortun gosterdi Ankara’da. Orada
girdigim giincel sanat cevresi, soylemler, tartismalar, varolus sekli
yapmak istediklerimle cok daha uyumluydu.

2001’de Yuko Hasegawa videolarimla ilgilendi ve beni bienale
davet etti. Bu benim i¢in, giincel sanat diinyasina ¢ok hizli ve sert bir
gecis oldu. Kendimi birdenbire diinyanin en biiytik bienallerinden biri-
nin i¢cinde buldum. Sanatc¢ilarla mekan paylasmak, teknik ekip ile ile-
tisim kurmak... Daha da ilginci kendi stiidyomda yapip arkadaglarima,
aileme gosterdigim seyleri birdenbire kamusal alan i¢inde gormeye ve
bagka yerlerden geri dontisler almaya basladim. Yaptiklarimi savun-
mam ya da onlar1 hangi cergevede yarattigimi dile getirmem gerekti.
O sene bir de UNESCO’nun verdigi ddiillerden birini almigtim. 7.
Bienal’den bahsediyorum, artik Istanbul Bienali riistiinii ispatlamisti.
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their place in this world, or have withdrawn into the background. The
Argentine writer Alberto Manguel says, “My favorite libraries are

the libraries of losers.” He means libraries where the voices of los-
ers, of those rendered invisible, are preserved, their stories preserved.
A library can also be thought of as a metaphor for memory. This is
what I sensed in Istanbul. It may seem like a concept created in an
overly top-down manner, but it seems to me that each biennial retains
something we have lost and commits it to memory. We must also
remember that every withdrawal contains within itself the possibility
of a return to our world through a process of change and transforma-
tion. Thus we can think of the Istanbul Biennial as a place where all
of this is preserved, a place that forms the memory where it remains
as a possibility. Or rather, one of the places that helps this memory

to form. I find it is very important that a memory belonging to the
Istanbul Biennials should exist, and that all archives should be open
to the public. Because it is very easy to conform to the status quo and
assume any stance you please in a place where there is no memory. I
would also deem as a positive development whatever extent Remem-
bering Istanbul can contribute to the formation of memory.

I am not speaking of nostalgia, of how everything was so great in
the past, and that everything that was beautiful has disappeared, and
that we should preserve everything as it is. No. I am talking about
progress through transformation, about certain historical values that
must return in accordance with today’s conditions. Yes, I am talking
about concepts such as peace and equality, concepts that are perhaps
not at all fashionable or sexy, and how they must be removed from
the pedestals on which they are safeguarded as ideals so they can be
adapted to the present.

As for my personal story, I returned from New York to Istanbul
in the year 2000. In the United States I had taken part in three or four
film festivals, showing short films. Back then, the short film seemed
like a format one had to master in order to move on to feature films.
In other words, one could make a short film and even achieve suc-
cess with it, but what one was expected to really crave was to make a
feature film. I never had such ambitions, so I remained on the margins.
There existed a dissonance between me and that world. Upon my re-
turn to Turkey, the videos I made as part of my graduation thesis were
screened for the first time by Vasif Kortun in Ankara within the frame-
work of contemporary art. The contemporary art scene in Ankara—the
discourses, debates, and forms of existence there—was far more suit-
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Isiniz ¢cok sayida insan tarafindan goriilityordu. Bircok uluslararasi ser-
gi teklifi almaya bagladim. Gercekten sudan ¢ikmis baliga dondim ve
ne yapacagimi bilemedim. Insan bunu diinyanin en dogal seyiymis gibi
karsilayabilir ve olanlara tepki vererek yasayabilir ya da ne oldugunu
anlayip, 6ziimseyip, onu kendiyle uyumlu bir hale getirip adimlarim
oradan atmaya baslayabilir. Ben olanlara tepki vererek yasamaya bas-
ladim ve herhalde bir sanatginin yapabilecegi butiin hatalar ¢ok hizli
bir sekilde yaptim. Katildigim sergilere katilis sekillerim, distinis
seklim, bunlari yagsama halim. O ti¢ dort sene iginde ¢ok iyi bir hata
bellegi olusturdum kendime.

Daha sonra 2007 senesinde Hou Hanru’nun yaptig: bienale davet
edildim. O sene yine Hanru beni Lyon Bienali‘ne davet etti. Atina
Bienali'ne de aym sene davet edildim. Boylece ti¢ bienal tst tiste
gelmis oldu. Bu sefer de oralarda yeni baglantilar kurulmaya baslan-
di. Yaptiklarimin uluslararasi dolagima girmesi esas olarak buralarda
gerceklesti.

Kisacasi, Istanbul Bienali benim kisisel hayatimda, gece ile giin-
diiz gibi bir fark yaratti. Galiba bu bienale katilmak, sanatc¢i olarak
tescil edilmek anlamina geliyor. Sanki bundan sonra sizi bir sergiye
cagirmak artik bir risk olmaktan ¢ikiyor. Bu nasil bir sey, ne kadar
adaletli bilemiyorum ama benim igin boyle gerceklesti.

ALI KAZMA (1971) istanbul’da yasiyor ve calisiyor. Yiiksek lisans 6grenimini New York’ta The
New School’da tamamlayarak 2000 yilinda Istanbul’a déndii. Videolar1 ekonomi, iiretim, toplum-
sal diizen ve emekle ilgili temel sorulari giindeme getirir. Yapitlar 7. ve 10. Istanbul Bienallerinde
(2001 ve 2007) sergilendi, ayrica son donemde TANAS, Berlin (2010), Analix Forever, Cenevre
(2009) ve Qbox Gallery, Atina’da (2009) kisisel sergiler diizenledi. Yapitlari diinyanin gesitli yerle-
rinde film festivallerinde gosterilmektedir. Kazma 2010’da Nam June Paik Odiilii'nii, 2001 yilinda
da UNESCO Sanat¢1 Odiilii'nii kazandi.
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able to what I wanted to do.

In 2001 Yuko Hasegawa showed interest in my videos and invited
me to the 7th Istanbul Biennial. For me this was a very rapid and
tough transition to the world of contemporary art. I suddenly found
myself in one of the biggest biennials in the world. To share a space
with other artists, interacting with the technical crew. . . Even more
interestingly, I got the chance to see exhibited in a public space works
I had produced in my own studio and previously shared only with my
circle of friends and family. I began receiving feedback from a variety
of other sources. This meant that I had to justify, or explain, the frame-
work in which I created my work. I had received a UNESCO award
that year. By this time, the Istanbul Biennial had proven its status.
Your work would get to be seen by a great number of people. I began
to receive a lot of invitations to international exhibitions. I really felt
like a fish out of water and did not know what to do. In such a situa-
tion, you can either treat it as the most natural thing in the world and
react to things as they come, or really try to understand, digest, as-
similate, plan, and then proceed from there. I just reacted to things as
they came, and in a very short period of time I probably made all the
mistakes an artist can in terms of the way I took part in exhibitions,
my way of thinking, my way of experiencing all this. I formed a very
effective memory bank of errors for personal reference in those three
or four years!

Then, in 2007, I was invited to the 10th Istanbul Biennial, curated
by Hou Hanru. The same year Hanru invited me to the Lyon Biennial
as well. Then, again that same year, I was invited to the Athens Bien-
nale. Subsequently, new connections were made. My work began to
enter into international circulation in earnest.

In brief, for me personally, the Istanbul Biennial represents the
dawning of a brand-new day after dark. I think perhaps taking part in
this biennial is akin to an artist receiving an official stamp of approval.
It is as if it is no longer a risk to invite that artist to an exhibition. I do
not know how this works, or how exactly it may be, but this was how
it happened in my case.

ALI KAZMA (1971) lives and works in Istanbul. He received his MA degree from The New School

in New York and then returned to Istanbul in 2000. His videos raise fundamental questions about

the meaning and significance of economy, production, social organization, and labor. He has
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exhibitions at TANAS, Berlin (2010); Analix Forever, Geneva (2009); and Qbox Gallery, Athens

(2009). He shows his work in film festivals around the world and received the Nam June Paik
Award in 2010 and the UNESCO Prize for the Promotion of the Arts in 2001.
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Ali Kazma

Stipersonik Aile, 2001
Dijital video

7. Uluslararas: Istanbul Bienali
Darphane-i Amire

Fotograf: Ertan Uca, Garaj PR, IKSV Arsivi

Ali Kazma

Supersonic Family, 2001
Digital video

7th International Istanbul Biennial
The Imperial Mint

Photo: Ertan Uca, Garaj PR, IKSV Archives

Ali Kazma

Mezbaha, 2007

Video, ¢ekimden goriintiiler

10. Uluslararasi fstanbul Bienali
Diinya Fabrikasi, IMC (istanbul
Manifaturacilar Cargisi)
Fotograf: Sanat¢inin izniyle

Ali Kazma

Slaughterhouse, 2007

Video, photos from the shooting
10th International Istanbul Biennial
World Factory, IMC (Istanbul Textile
Traders’ Market)

Photo: courtesy the artist

Ali Kazma

Saat Ustasi, 2006

Video

10. Uluslararasi {stanbul Bienali
Diinya Fabrikasi, IMC (Istanbul
Manifaturacilar Carsisi)
Fotograf: Sanat¢inin izniyle
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Ali Kazma

Clock Master, 2006

Video

10th International Istanbul Biennial
World Factory, IMC (Istanbul Textile
Traders’ Market)

Photo: courtesy the artist

Ali Kazma

Seramikei Stiidyosu, 2007
Video

10. Uluslararasi fstanbul Bienali
Diinya Fabrikasi, IMC (istanbul
Manifaturacilar Cargisi)
Fotograf: Sanat¢inin izniyle

Ali Kazma

Studio Ceramist, 2007

Video

10th International Istanbul Biennial
World Factory, IMC (Istanbul Textile
Traders’ Market)

Photo: courtesy the artist
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