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TUZLU SU: Diisiince Bicimleri Uzerine
Bir Teori, bir materyalin -tuzlu su-ve
diigtimlerle dalgalarin celisen imge-
bicimlerinin etrafinda doniiyor.

Cizginin nereye cekilecegini, nerede
geri cekilecegini, nerede yaklasip
nerede uzaklasacaguu arastiryor.
Bunu, acik denizlerde, diiz yiizeyler
tizerinde parmak u¢larumizla yaptigt
gibi, sualtiin derinliklerinde, kat kat
sifrelemeler agilmadan énce de yapyor.

Bogaczici ekseninde kentin geneline
yayilan bu sergi, diinyay siirsel
ve politik olarak sekillendiren ve

doniistiiren, goriiniir ve goriinmez

farkli dalga ériintiilerini ve

frekanslarim, su alintilarini ve

yogunluklari ele aliyor. Sanatla
birlikte ve sanat aracitigiyla yas

tutuyor, hatwrlyor, luuyor, iyilesmeye
calistyoruz ve kendimizi bu mekanda
beraber yasanus bircok toplulugun

nese ve canlilik olasitliklarina adyor,
formdan yeseren yasama sicriyoruz.

SAL TER: A Theory of Thought Forms
hovers around a material- salt water
and the contrasting images of knots
and of waves.

It looks for where to draw the line,
withdraw, to draw upon, and to draw out.
It does so offshore, on the flat surfaces
with our fingertips but also in the depths,
underwater, before the enfolded
encoding unfolds.

is city-wide exhibition on the Bosphorus
considers different frequencies
and patterns of waves, the currents
and densities of water, both visible
and invisible, that poetically and politi-
cally shape and transform the world.
With and through art, we mourn,
commemorate, denounce, try to heal,
and we commit ourselves to the pos-
sibility of joy and vitality, of many
communities that have co-inhabited
this space, leaping from form
to flourishing life.
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Her bir bastirilmuig gozyast geri doner, bir dalga olarak.
Etel Adnan, Deniz ve Sis, 2012
Alem bizzat kendisine perdedir. Dolayisiyla Hakkin kendisini idrak ettigi
gibi Hakki idrak edemez.
Muhyiddin ibni'l-Arabi, Fusdsu’l-Hikem, 1229-1240
Kiiciik zevkler dindirmeli biiyiik trajedileri
Bu yiizden sakinmam séziimii
Savasin orta yerindeki bahgeleri anlatirken.
Vita Sackville-West, Bahge, 1946
Bu ufak kitab: diinyaya sunarken birkag kelime yeterli olacaktur.
Annie Besant, insanin Yedi Prensibi, 1892

KdaBe 8Aakpu Ttou KATAoTEAAETAL, ETIOTPEDEL WG KOMA.
ETéA Avtvdv, ©dAaocoa kat OpixAn 2012

O k600G eival MEM\0 yia Tov {d1o Tou Tov £auTo. Qg ek ToUTOU dev

uropel va katavoei To ©gd, 6TWG KATAVOE(l TOV €QUTO Tou 0 {d10g 0 Ogbg.

MouxtvTiv lprnv aA-Apaprti, doucolg al Xikép 1229-1240

Mikp€ég ndoveg kalolvtal va avtiotabuioouv peyaieg Tpaywdieg,
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Bita ZakBA-Ouéot, O KArog 1946
Aiyeg Ag€elg xpetalovtal yla va otalei To PIkpo avtod BiAio otov kOopo.
Avvi Mrnieadvt, Ot Errd Apxég tou AvBparou 1892

Weki péleké vedigere her rondikeke di qirigé de mayi.
Etel Adnan, Derya G Mij, 2012

Gerdiin bi xwe perde ye.
Ji ber vé yeké ji weki ku Xwedé di wé digihije ew di Xwedé de nagihije.
Mahyeddin ibnu-1 Arabi, Fistisd'l Hikem, 1229-1240
Divé zewqén biciik rawestine trajediyén mezin
Ji ber vé yeké ji texsir nakim ez
Dema vedibéjim baxgeyén di orta ser de
Vita Sackville-West, Baxge, 1946
Dema ku ev pirtitka bigiik bo dinyayé bé péskégkirin
ew é sé car béje bes bin.
Annie Besant, Heft Prensibén Mirov, 1892

Each tear, repressed, returns as a wave.
Etel Adnan, Sea and Fog, 2012

The universe veils itself, hence it cannot perceive
the Real as it perceives itself.
Muhyiddin Ibn Arabi, Fusus al-Hikam, 1229-1240

Small pleasures must correct great tragedies,
Therefore of gardens in the midst of war
I boldly tell.
Vita Sackville-West, The Garden, 1946

Few words are needed in sending this little book
out into the world.
Annie Besant, The Seven Principles of Man, 1892
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4. istanbul Bienali

Ister konugsun ister sadece ses cikarsin, hatta ister tanimlana-
mastn; var olan ve hayal edilmis her seye kulak kabartmak pesin-
deydik. Kimi zaman nesneleri de dinlemenin farkl yollarini arastir-
dik; diistinsel ve sanatsal yaklasimlarin yenilik¢i ortak paydalart ve
farkliliklar iizerine dtigtindiik. Diinyanin ne dedigine kulak vererek
sanatin déndistiirticti gliciiyle cevremize baktik.

TUZLU SU: Diisiince Bicimleri Uzerine Bir Teori, sanatin dé-
nustiiriicti gticiinli merkezine alan ve déniigiimlerin tam gébeginde
gliciinti sinayan bir sergi. Sanat, her bir bireyin inis ¢ikisl yasamina
ve gruplarin, topluluklarin, toplumlarin ve hatta cografyalarin fark-
It travmalarla dolu ge¢mislerine kendi canindan can katabilir mi?
TUZLU SU, bu ihtimale isaret ederken belirgin bir sekilde yasamdan
yana duruyor. Actli tarih deyip gecmiyor. Act deyip unutmuyor. Once
mekdna, sonra zamana yayiliyor. Sanat aracitligiyla iizerinde dur-
dugu yeri bugiintiyle ve tiim zamanlariyla dinliyor. Bu topraklarda
yasanan actlarin 100. yildéniimiinde, tistii kapatilarak degil, var edi-
lerek ve onlarla yiizlegilerek aydinliga ¢ikilabileceginin inancini tast-
yor. Sanatgilarin diinyaya bakislarindaki farkliligi, gergek ve gerge-
kiistii, biling ve bilingalti, siirsel ve politik, form ve estetik arasindaki
iliskilenme ve dalgalar ile diigiimler araciligiyla anlamlandirmaya
calisiyor. Carolyn Christov-Bakargiev tarafindan sekillendirilen 14.
Istanbul Bienali, sanat, matematik, fen, nérobilim, mimari, okyanus-
bilim gibi bir¢ok disiplinle ortak bir diistinme deneyi sunuyor.

1987°den bugtine Istanbul Bienalleri’nin kentle iligkisinin 6zgiin
bir ritmi vardir. Bienal kenti kucaklar. Her serginin kentle iligkisi
farkl agilardan gergeklesir; ortak payda ise yakin bir bagin kurul-
masidir ve kavramsal gercevesine paralel olarak mekdnlarin belir-
lenmesidir. Bu edisyonunda Istanbul Bienali, sehre, ortasindan ge-
cen Bogaz’in iizerinden yayiliyor. TUZLU SU, Bogaz’in ritmini takip
ederek sehri akiskan baglarla dolasiyor. Karadeniz’in Marmara
Denizi’ne kavustugu Rumeli Feneri’nden Kadikoy’e, Sisli’den Hali¢’e
ve Adalar’a denizde ve karada 30’un lizerinde mekanda diisiince
bicimleri iizerine yepyeni bir teori kuruyor. Mekanlarin sayist ve
dagilimi izleyicilere bu serginin tizerinde diisiinecek vakti taniyyarak
sergi izleme deneyiminin hizint yavaslatwyor. Istanbul Modern, AR-
TER, Italyan Okulu ve Galata Rum Okulu’nda yer alan karma sergi-
lerin yani sira aralarinda faaliyette olan ve olmayan okullarin, eski
garajlarin, otel odalarinin, depolarin, eski konutlarin da bulundugu
mekdnlarda sanatgilarin solo sunumlart gergeklegiyor. Bu bienal,
sanatgilarin yapitlarinin rahat nefes aldigi, kendi alanlarint yarat-
tigt ve belirli ortakliklar ve zitliklar tizerinden birbirleriyle iliski kur-
duklart bir bienal.

Onséz / Foreword XXIII

Mekan segimlerindeki belki de en kritik hamle, tarihinde ilk kez
bienalin rotasinda yer alan Adalar. Adalar sadece bir durak degil,
bu bienalin mihenk tagt. Yine neredeyse 100 yil 6nce yaklastk 80 bin
képegin 6liime terk edildigi Sivriada, bir baska travmanin sanat
aractligiyla déniistiiriilme thtimalini tartismaya agiyor. Diger yan-
dan, 1929-1938 yillart arasinda stirgtin kaldigi Biiytikada’da oto-
biyografisini yazan Trogki de adada yeni yapit lireten sanatgilarin
itlham aldiklart bir diistiniir ve bir devrimci.

TUZLU SU: Diigiince Bigimleri Uzerine Bir Teori basligiyla bu
bienali sekillendiren Carolyn Christov-Bakargiev, sanatsal, felsefi
ve siyasi konulardaki yetkinliginin yani sira farkli alanlart bir araya
getirmedeki yetenegi ve cevresine yayilan enerjisiyle de cok katman-
lt bir sergi yaratti.

Bienale davet edilen 80’in lizerinde katilimcinin 60°a yakini yeni
yaputtiretti. Bienalin hazirlik stirecinde sanatgilarin cogu Istanbul’da
arastirma ya da mekan gezileri yaparak bienale uzun soluklu bir ¢a-
lismayla hazirlandilar. Her kesifte Bogaz’da yapilan tekne yolculuk-
lart adeta bir ritiiel haline geldi. Béylelikle tuzlu su, dalgalariyla ve
vaatleriyle hem zihin agict hem de meydan okuyucu bir kaynaga do-
nlistii. Mekdnlara ulasim icin deniz tasima araglarinin kullanilmast
ve denizin tisttinde vakit gegirilmesi izleyiciler i¢cin de bu bienali se-
killendiren ilham kaynaklarina yakinlasmakta 6nemli rol oynuyor.

2003 yilindan beri ekibinde bulundugum ve 2008 yilindan beri
direktérti oldugum Istanbul Bienali, son on sene i¢inde sanatsal ola-
rak yeni formlar, yeni kavramlar sundugu ve farkli tartisma alan-
lart agtigi icin uluslararast sanat diinyasinin en merakla beklenen
sergilerinden biri haline geldi. Bu siire¢ Istanbul Bienali’nin birlikte
calistigt kiiratorler ve sanatgilarin yant sira ekiplerinin adannuslhgi
ve heyecanlari sayesinde gergeklesti.

Istanbul Bienali, uluslararast alanda ¢igir agict bir sergi yapimi-
nin ugrasindayken, sehirde her defasinda daha da genig bir kitleye
ulasmay: arzuluyor. Bu amagla licretsiz gerceklestirilen bienali,
2013 yihinda yaklasik 340.000 kisi ziyaret etmigti. Bu sene dalga
dalga sehre yayilan sergimizi takip etme deneyiminin her bir izleyici
icin farkli olacagina inantyor, tuzlu su tizerinde zihinsel yolculuklar-
la herkesi bu sertiveni kesfetmeye davet ediyorum.
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The 14 Istanbul Biennial

Whether it spoke or whether it simply made noise, or even ifit could
not be defined - we were after lending an ear to everything that exists
and was imagined. At times we explored different ways of listening to
objects; we pondered the innovative common denominators and differ-
ences of intellectual and artistic approaches. Paying heed to what the
world said, we looked around us with the transformative power of art.

SALTWATER: A Theory of Thought Forms is an exhibition that
places the transformative power of art at its core. Can the vitality of art
invigorate the chequered lives of each and every individual, as well as
those of groups, communities, societies and even geographies whose
histories are fraught with trauma? Hinting at this possibility, SALT-
WATER does not merely declare a painful history and then move on
and forget. Through art, it listens to the place in which it dwells - its
present and all its times. It upholds the belief that, on the centennial of
the sorrows endured in these lands, the path to light lies not in cover-
ing up sufferings, but in making them known and confronting them. It
presents the artists’ views of the world as a series of waves and knots,
correlations between reality and the surreal, consciousness and the
unconscious, the poetic and the political, form and aesthetics. Drafted
by Carolyn Christov-Bakargiev, the 14th Istanbul Biennial presents a
Jjoint thought experiment with numerous fields of research such as art,
mathematics, science, neuroscience, architecture and oceanography.

Since 1987, each Istanbul Biennial has forged a unique relation
with the city, built from different angles. The common denominator
is an embrace of the city, the establishment of an intimate connec-
tion with audiences and the identification of spaces that support the
conceptual framework of the exhibition. In this edition, the Biennial
spreads across the city via the Bosphorus, which passes through its
middle. SALTWATER follows the rhythm of the Bosphorus and makes
fluid connections as it travels through the city. From Rumeli Feneri,
where the Black Sea meets the Marmara Sea, to Kadikdy; from Sisli to
the Golden Horn and Princes’Islands, it constructs a brand new theory
of thought forms, explored in more than thirty venues on land and sea.
The number of venues and their distribution slows down the speed of
experiencing the exhibition, allowing viewers to take time for contem-
plation. In addition to group shows at Istanbul Modern, Arter, the Ital-
ian School and Galata Greek School, artists present solo exhibitions in
alternative spaces such as former and current schools, car parks, hotel
rooms, warehouses and old residences.

Perhaps the most critical move in venue selection is the Princes’
Islands, included in the Biennial’s route for the first time in its history.
The islands are not only a stop, but a key reference point of this event.
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Sivriada (Oxeia Island), where almost a century ago, some 80,000
stray dogs were abandoned to die, opens up the possibility of trans-
forming yet another trauma through art. Trotsky, thinker and revo-
lutionary, who wrote his autobiography while on exile in Biiyiikada
(Prinkipo Island) between 1929 and 1933, inspired the artists who pro-
duced new works on the island.

Carolyn Christov-Bakargiev who drafted this biennial SALT-
WATER: A Theory of Thought Forms created a multi-layered exhib-
ition drawing on her knowledge of artistic, philosophical and political
issues, along with her talent in bringing together different spheres, as
well as the energy with which she infects those around her.

During the Biennial’s preparatory phase, most of the eighty-plus
artists invited to participate conducted extensive research on site vis-
its to Istanbul in preparation for the exhibition. Close to sixty have cre-
ated new works. On each expedition, the boat rides on the Bosphorus
became a kind of ritual. Thus, with its waves and promises the salt-
water turned into a source both eye-opening and challenging. Using
sea transportation to reach the venues and spending time on the water
plays an important role for audiences, too, allowing them to get closer
to the sources of inspiration that have drafted this 14th Biennial.

The Istanbul Biennial, whose organising team [ have part of since
2003, and of which I have been the director since 2008, has become
one of the most anticipated exhibitions in the international art world
over the past decade. It offers new forms, new concepts, and opens up
different spaces for discussion. This process has been possible through
the commitment and enthusiasm of the curators and artists, as well as
the various teams with whom we have worked.

While striving to produce a ground-breaking exhibition in the inter-
national arena, the Istanbul Biennial aspires each time to reach an ever
wider audience in the city. To this end, it can be visited free of charge,
and in 2013 it was attended by around 340,000 people. With the belief
that each viewer will enjoy a unique experience of our exhibition, l invite
everyone to explore this saltwater adventure through the city.

Translated by Liz Er¢cevik Amado & Irazca Geray
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TUZLU SU: Diisiince Bicimleri Uzerine Bir Teori

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

I. Olay ne

Hayatla sanat arasinda carpismalar, ikisini birbirine baglayan diugumler vardir.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Ah, o aci ¢ceken insanlar1 gordiikge,

Ben de ac1 ¢cektim onlarla birlikte. Harika bir tekne

(Ki kuskusuz soylu kisiler tasiyordu i¢inde)

Paramparca olmustu. Ah, her ¢iglk,

Gelip su ylregime ¢arpiyordu.

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

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

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

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

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

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

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

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

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

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

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

1l. Olay Nerede Gegiyor

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

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

Ill. Tuzlu Su

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

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

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

IV. Dalgalar ve Diigiimler

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

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

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

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

V. Vizesiz Gezegen

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

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

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

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

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

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

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

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

Biyiikada, 3 Agustos 2015 *
Ceviren Savas Kilig

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

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

I. What it is all about

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

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

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

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

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

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

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

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

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

A society that desires the abolition of barriers and exclusions.

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

as disappearance.

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

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

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

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

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

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

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

If by your art, my dearest father, you have

put the wild waters in this roar, allay them.

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

with those that I saw suffer: a brave vessel,

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

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

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

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

Full fathom five thy father lies;

of his bones are coral made;

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

but doth suffer a sea-change

into something rich and strange.!”

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

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

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

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

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

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

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

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

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

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

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

(Figure) Jacques Lacan, lecture notes for seminar, 1978 (http://www.ecole-lacanienne.net/fr/p/lacan/m/
nouvelles/paris-7/stenotypies-version-non-j-l-seminaire-xxvi-la-topologie-et-le-temps-1978-1979-98).

LK TOPOLOGIE BT LE TEHPS
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Il y a -une correspondance entre la topologie ot la pretique,
Cette correspondance consiste en les temps. La topologie résiste, c'est en
cela que la correspondance existe. : . N

Il y a une bande de MShius que nous avons tracde. G'est ce qu'on.appelle
la bande triple. On peut remarquer/que cette bande triple, ce qui la carac-
térise, c'est qu'elle a des bords|et Qque ses boxds sont 3 peu prés comme
cect : ) v
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Drawings ofknots madeby Jacques Lacaninthe 1970s are viewed alongside the ‘knot-
ty’ paintings of Brazilian artist Frans Krajcberg, as well as a selection of late nineteenth-
century Art Nouveau vases by Emile Gallé and drawings by Patrick Blanc for his
vertical gardens. Together, they form an argument that composts the revolutionary
potential of early organicism with bio-architecture and environmentalism today.
These elements in the Channel offer a key through which to navigate the rest of Saltwa-
ter, which is located in over thirty other venues. Each hosts the work of one participant or
collective in a proposition that argues for public space to be reconstituted in interlinked
temporary and provisional places of habitation — a hotel room, a boat, an old social hous-
ing pension, a lighthouse, a shop, a former bank, a private home, a classroom, a library, the
waterfront of Trotsky’s former temporary residence.

1l. Salt water

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

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

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

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

IV. Waves and Knots

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

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

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

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

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

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

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

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

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

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

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

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

V. The Planet without a Visa

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

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

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

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

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

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

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

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

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

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

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

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

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

Buyukada, 3 August 2015

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

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

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

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

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

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

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

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

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

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

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

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

a.gy.

Ibid.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Ocak 1928'de mevcut Sovyet hiikiimeti tarafindan siirgiine génderildim; Cin sinirinda bir sene
gecirdim; Subat 1929'da Tiirkiye'ye tehcir edildim ve bu satirlarn su anda istanbul'da yaziyorum.”
Lev Trogki, My Life. An Attempt at Autobiography (Hayatim: Bir Otobiyografi Denemesi) (New
York: Charles Schribner’s Sons, 1930), s.iv; [Tiirkcesi: Hayatim, cev. Miintekim Okmen (istanbul:
Yazin Yayincilik, 1999)1.
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‘In January, 1928, I was sent into exile by the present Soviet government; | spent a year

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

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

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

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

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

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

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

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

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

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

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

“This was the first legal victory in Australia for Aboriginal peoples to achieve legal custonianship over
portions of waters in the tidal area near their lands.
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Tuzlu Su Mucizesi: Okyanus Bilim ve Kiiltiiriiniin
Merkezinde Tiirk Bogazlart

Tirk Bodazlar Sistemi (Marmara Denizi, Canakkale ve istanbul Bogazlar'ndan
olusan ve Akdeniz’le Karadeniz'i birbirine baglayan su kanallari dizisi) mucizevi
bir dogal tuzlu su miizesidir. Bu sistem, komsu kitalarda kendini gdsteren insan
uygarliklarina hizmet etmis oldugu gibi, canli ve cansiz maddeler ve enerjinin de-
nizler arasinda tasinmasini da diizenler.

Bu dogal tuzlu su sidinaginda yer alan eski insan yerlesimlerinin, bizim zamani-
mizdan ziyade eski Truva, Bizans ve ipek yoluna 6zgi bir bicimde cevreyle uyum
icinde yasayip, balikcilik ve ticarette dne ¢ikmalari rastlantisal degildir.

“Eski Diinya”nin antik elyazmalari ve haritalarinda kayitl ilk cografi kesifler burada ya-
piimistir. Ortacad’in keskin doga gdzlemcisi ve yetenekli kaptani Piri Reis’in hayranlik
uyandirici diinya haritasi, 1513’'te burada, Gelibolu'da (Gallipoli) olusturulmus, bunu
1681de Marsili'nin deneyleri izlemistir. Galile bilimsel devriminin ¢cocugu olan Marsili,
gerceklestirdigi benzersiz tuzlu su yogunluk &lglimlerine dayanarak modern okyanus
biliminin temellerini burada atmis ve bu sayede modern osinografinin baslangicindan
yaklasik ti¢ yuz yil 6nce, Bogaz degisim akintilarinin nedenlerini ilk kez agiklamistir.
Marsili'den yuzyillar sonra, Yiiksek Performansli Hesaplama, yerinde ve uydu
goézlem ydntemleri sayesinde, Istanbul Bogazi “maksimum degisim” rejiminin
denetledigi Turk bogazlari degisim akimlarinin bugiin daha iyi anlasilabildigini
umut ediyoruz (bkz. Resim 1 ve 2).

Bizans ve Osmanli imparatorluklar’nda yasanan sanat ve kiiltiiriin insanliga ortak
bir miras olarak kalan bu gelisimine, kitalarin ve denizlerin bir araya geldigi bu bir-
lesme noktasinda rastlamamiz hig sasirtic degildir. Istanbul Bogazr'nin giizelligi, ef-
saneleri ve tarihi, Konstantinopolis'i kendisine model alan Venedik de dahil olmak
lizere, caglar boyunca toplumlara esin vermistir. iki tuzlu su uygarligi arasindaki
etkilesim, isbirligi ve rekabet arasinda gidip gelmelerle birlikte, hep devam etmistir.
Bununla birlikte, hidro-iklim, dolasim, ekoloji ve tektonik altyapidaki asir denge-
sizlikler, bu duyarl sistem Uzerinde kalici etkiler birakmistir ve gelecek toplumlar
etkilemeye devam etmeleri olasidir. Bdlge, bir yandan iklim degisikligine en duyarli
bolgelerden biri olmasinin yaninda, antroposen doneminde giderek agirlasan ve
cagimizda tehlikeli sekilde artan niifus baskilari ile istanbul mega-kentini yaratmig
durumdadir. Bélge ayrica, tam altindan gecen Kuzey Anadolu Fay Hatti nedeniyle,
en etkin deprem bdlgelerinden biridir. Zemindeki kirlmanin, 1999°da yasanan bi-
yuk yikimi izleyerek, bolgeye buyiik zararlar vermesi kaginiimazdir.

insanlik 6niine yalnizca ¢ézebilecedi sorunlari koyar. Devraldigimiz insani gelisim
mirasinin yani sira, insan sermayesinin serpilmekte oldugu cagimiz, dogal ve insan
kaynakli risklere tani konulmasi ve bu risklerin sanat ve bilim -zellikle 2015 istanbul
Bienali'nin ruhunda somutlasan bilgi- yoluyla 6ntine gecilmesi konusunda umut
veriyor. Kuskusuz doga da pekala isin icine karisabilir, hatta belki de icinden geldi-
gimiz, topradi ebediyen sarip sarmalayan tuzlu su bigiminde.

Ceviren Miinevver Celik
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Saltwater Magic: Turkish Straits at Centre Stage
of Ocean Science and Culture

The Turkish Straits System (the series of waterways including the Marmara Sea, the
Dardanelles and the Bosphorus that link the Mediterranean and the Black Sea) is a
miraculous natural saltwater museum. It regulates the transport of materials, living
matter and energy, as well as serving the human civilisations that have emerged in
the neighbouring continents.

Itis no coincidence that early human settlements in this natural sanctuary of saltwater
thrived on fishing and trade, while living harmoniously with the environment, which is
more typical of ancient Troy, Byzantium and the silk-road than our times.

The first geographic discoveries recorded in ancient manuscripts and maps of the ‘Old
World" were made here. The astounding world map of Piri Reis, keen observer of nature
and skilled captain of the Middle Ages, was constructed here at Gelibolu (Gallipoli) in
1513, followed by the experiments of Marsili in 1681. An apprentice of Galilean scientific
revolution, Marsili laid the foundations of modern ocean science based on his unprec-
edented measurements of saltwater density, revealing Bosphorus exchange currents
about three centuries before the beginnings of modern oceanography.

It is only today, with the use of High Performance Computing, in-situ and satellite ob-
servations, that we hope to have a better grasp of the Turkish Straits exchange flows
regulated by the unique ‘maximal exchange’ regime at the Bosphorus (Figures 1 & 2).
Itis not surprising to find the development of arts and culture at this convergence point
of continents and marine realms, experienced by the Byzantine and Ottoman empires,
and presenting a common heritage for human beings. The beauty of the Bosphorus, its
legends and history, have inspired communities throughout the ages, including Venice,
which modelled itself after Constantinopolis. The exchange between the two centres of
saltwater has continued, with alternating modes of cooperation and competition.

Yet the extremes in hydro-climate, circulation, ecology and tectonics have had a last-
ing impact on this sensitive system, and can be expected to continue to impact future
societies. The region is one of the most sensitive to climate change, while increasing
population pressures throughout the anthropocene, which continue at an alarming
rate in modern times, have created the megacity of Istanbul. The region is also one
of the most active earthquake zones, with the North Anatolian Fault running right
through the region. The tear in the foundations is expected to encroach further on the
region, following the great destruction of 1999.

Humans inevitably set themselves only those tasks they are able to solve. The current
age makes one hopeful that natural and anthropogenic risks can be identified and
resolved through knowledge, art and science — knowledge that is embodied in the
spirit of Istanbul Biennial 2015. Of course, nature may well intervene, perhaps in the
form of saltwater, from where we originally came and which eternally hugs the land.
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(Resim 2) Turk Bogazlar Sistemi’nde yiizeyde degisim akimlarinin gériintiilenmesi (a) 25 Haziran 2003
tarihinde Marmara Denizinde kokolit patlamasini ve Istanbul ve Canakkale Bogazlar'ndan komsu denizlere

(Resim 1) istanbul Bogazi degisim akimlari ile iliskili olarak Bogaz ve ¢ikislarinda deniz suyu ézelliklerinin yayilimi gdsteren okyanus rengi uydu gériintiisii (en iistte), Ozgiir Giirses (doktora calismasi) tarafindan
degisimlerini gdsteren sicaklik (Ustte) ve tuzluluk (altta) kesitleri, Ozsoy vd. (2001). Alt ve iist akimlari ayiran gelistirilen diizensiz grid modelinde (b) anlik model yiizey tuzlulugu (ortada) ve (c) ylizey akintilari (en altta).
ara tabaka siyah noktalarla gosterilmistir. Dikey ¢izgiler ise hidrolik kontrol konumlarini belirlemektedir. (Figure 2) Turkish Straits exchange flows visualised by ocean colour satellite image on 25 June 2003
(Figure 1) Temperature (top) and salinity (bottom) sections across the Bosphorus and its exit regions, after showing a coccolith bloom in Marmara Sea and jets issuing from the Bosphorus and Dardanelles into
Ozsoy et al. (2001), showing the evolution of properties with the exchange flow. The limits of the interfacial layer neighboring seas (top), instantaneous distribution of sea surface salinity (middle) and currents (bottom)

are marked by black dots, while the location of hydraulic control are shown by vertical lines. during 2008 in the unstructured grid model developed by Ozgur Giirses (PhD study).
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Pellizza da Volpedo’nun 1l Quarto Stato’su

Giuseppe Pellizza (Volpedo, 1868-1907) Il Quarto Stato’yu (Dérdiinci Kuvvet)
1898-1901 yillari arasinda resmetti. Uzun, yaratici bir siirecin meyvesi olan bu eser,
bir is¢i giruhunun protestosundan esinlenmisti. Poz verenler Pellizza'nin Volpe-
dolu cift¢i ve zanaatkar hemserileri arasindan segildi.

18971'de Pellizza, protesto yiirlylisini Volpedo’nun Malaspina Meydanrnda konum-
landirmaya ve isgileri iki topluluk halinde canlandirmaya karar verdi: On plana, ilkin
geng bir delikanli, ardindan da kolunda bebegiyle bir kadin ile cevrelenen, farkl yas
gruplarindan iki erkek yerlestirdi; bir 1sik gegidiyle ayrilan arka tarafta ise, Torraglio
Sokagrndanilerleyen kadin ve erkekler yer aldi. On plana dogru hiicum eden bu in-
san kitlesi Il Quarto Stato’da detayli bir kompozisyona déniisiir. On planda yer alan
cocuklu kadin ile iki erkege, Gi¢ ana grupta toplanmis ve farkli hatlara yerlestiriimis
derli toplu bir insan ¢codullugu eslik etmekte ve tablonun her iki tarafini sinirlandiran
iki figir yer almaktadir. Ayaklarin golgelerle belirginlesen ritmik hareketi, aralarinda
cereyan eden diyalogu vurgulayan karsilikli el hareketleriyle birleserek temsilin sa-
bit, yiizeysi dogasina meydan okur. iscilerin agir agir, uyum icinde kendisine dogru
ilerledigi izleyici de boylelikle kendisini sahnenin i¢inde hisseder.

Figurlerin ingasi, Pellizza’nin Ronesans sanati lizerine almis oldugu egitimin
(Raffaello’dan Leonardo’ya ve Michelangelo’ya) yani sira, kontrast ve tamamlayici
renk kriterlerini takip ederek, farkli tonlardaki toprak rengi zemin lzerine kiigik
dokunuslarla ciliz gizgiler boyayarak elde ettigi figiir ve manzaralari insa etmesini
saglayan ge¢ donem divizyonist tekniklere hakimiyetini de belgeler. Yogun renk
orglsd, seyircinin goziinde uyum halinde ve daginik bir aydinliga doniisur; gun-
batimindaki gokyiiziine yaslanmis bitki yamalarindan olusan arka plandan, sicak
ve parlak glinisigiyla aydinlanan 6n plana dogru ilerleriz. Arka planda herhangi
bir binaya ya da cemaat kilisesine yer vermenin reddedilmis olmasi, tablonun
sembolik bir yorumuna imkan tanir: Bu, bir hadisenin basit bir tasviri olmanin &te-
sinde, kararli ve bariscil bir protestoda sapasaglam birlesmis isgilerin, parlak bir
gelecege dogru yurlyerek yaratabilecekleri yolun temsilidir. Bu yaklasimla Pelliz-
za, ge¢ 19. yuzyilin ilerici sosyalizmini yankilar.

Il Quarto Stato 1902 Torino Kuadrienalinde sergilendi. Emegin onurunun bir sem-
bolii olarak is¢i sendikalarindan gitgide takdir topladi ve 1920°’de Milano Belediyesi
tarafindan satin alindi. kinci Diinya Savasi sonrasinda talyan toplumunun déniisiim
ve gelismelerine eslik ederek giincelligini korudu. Eser ayrica birgok cagdas sinema
sahnesine esin verdi ve demokratik hareketin kilitimgelerinden biri haline geldi.

Ceviren Durdu Kundaker
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Aurora Scotti

Pellizza da Volpedo’s 11 Quarto Stato

Giuseppe Pellizza (Volpedo, 1868-1907) painted Il Quarto Stato (The Fourth Estate)
between 1898 and 1901. The work emerged from a long creative journey inspired by
the protest of a group of workers. The models for the figures in the painting were far-
mers and artisans chosen from amongst Pellizza’s fellow citizens of Volpedo.

In 1891, Pellizza decided to situate the protest march in Volpedo's Piazza Malaspina, ar-
ticulating the group of workers into two groups: in the foreground he placed two men of
differing ages, flanked initially by a young boy, and later by a woman holding an infantin
her arms; behind them, after a luminous passage, a group of men and women advan-
ces from Via del Torraglio. This mass of people pressing against the foreground became
articulately composed in Il Quarto Stato. Accompanying the two men and the woman
holding the child in the foreground is a compact multitude of people, arranged in vari-
ous rows and linked into three large groups, with two figures delimiting the wings of the
image. The rhythmic movement of feet, emphasised by the shadows, and the intercon-
nected gestures that underline the dialogue running amongst the crowd, challenge the
fixed frontal nature of the representation. The workers advance in a slow and cadenced
movement towards the spectator, who is thus made to feel present in the scene.

The construction of the figures documents Pellizza’s long study of Renaissance art (from
Raphael and Leonardo to Michelangelo) as well as later divisionist techniques, through
which he builds figures and landscape by painting thin lines with a light touch on a base
of earthy colours in different tones, following the criteria of complementary colours and
contrast. The dense chromatic weaving recomposes itself within the eye of the observer
into a harmonious and diffuse luminosity; from the background, made up of spots of
vegetation laid over a sky at dusk, we proceed to the foreground illuminated by warm
solar light. The refusal to include any buildings or the parish church in the background
suggests a symbolic interpretation of the painting: it is not the simple description of an
event, but the representation of the path that the workers, solidly united in a determined
and peaceful protest, can create by walking towards a bright future. In this approach,
Pelizza echoes the progressive socialism of the late nineteenth century.

Il Quarto Stato was exhibited in 1902 at the Quadriennale in Turin. As a symbol of the
dignity of labour, it became increasingly appreciated amongst workers’ unions, and in
1920 it was purchased by the municipality of Milan. During the postwar period, it re-
mained relevant to the developments and transformation of Italian society. It has also
inspired numerous scenes in contemporary cinema and has become one of the key
images of the democratic movement.

Translated by Rosa Pietroiusti



Giuseppe Pelizza da Volpedo

1l Quarto Stato (Dordiinci Kuvvet / The Fourth Estate) 1901

© Comune di Milano

Museo del Novecento di Milano’nun izniyle / Courtesy Museo del Novecento di Milano
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Jean-Michel Vappereau

Ue Yiiz Seksen Dort Kelimede Lacan

Freud 1942-1952 arasinda on yedi cilt halinde toplanan bir eser yazdi, orijinal
dilindeki adi: Gesammelte Werke.

Lacan yirmi yedi yil boyunca Fransizca bir seminer verdi. Seminerinin yaziya ge-
cirilmesi, tipki Homeros’un zamaninda Yunanca séyledigi siirler icin oldugu gibi,
birtakim zorluklar arz ediyor. Doktor Lacan yazilarini da iki cilt halinde yayimladi
(Ecrits). Psikanalizin akhini ele almak icin gerekli Mantidi isleyebilmek amaciyla
matematiksel, kiimeci ve topolojik, yani metrik olmayan bir yazi gelistirdi.

Bu nedenlerle, acelesi olan bir okura, Freud’a gore psikanaliz Lacan’a gore psikana-
lizden farkli gelebilir. Fakat Dante’nin “Halk Dilinde Fesahat” baslikli yazisinda altini
cizdigi ve gosterdigi Uizere, yaziya gegirilse bile konugsma dilinin yazi dilinden farkl
oldugunu anlamamak olur. Keza bu iki dilin konusan icin tek dil, kendi dili oldugunu.
Dolayisiyla 6znesine zor bir yapi sunan tek bir psikanaliz var. Psikanaliz, dildeki bu
ice kivrik 6zdeslik ve farklilik yapisini narsizmden (Freud 1914) yola ¢ikarak kes-
feder. Narsizm de 6znenin kendi bedeniyle ilgili, biri aynada géruldiugiindeki gibi
dissal, digeri 6zne bu bedenle dayanisik olmaya devam ettigi icin icsel olan iki
esanli ama zit deneyimi bagdastirmasindan olusur (Lacan 1932).

Simgesel olan tarafindan kurulan ve disiindiigiini sanan dil 6znesi i¢in okuma-
nin zorlugu iste buradan kaynaklanir. Psikozda bu yanilsama okuyamama haline
ve dili meydana getiren simgeselden tiksintili bir nefrete kadar varabilir; hatta onu
simgesel olani, kurbanin bedenini katletmek suretiyle yok etmeye calistigi para-
noyak bir cinayete dahi suriikleyebilir.

Aciklamasi istendiginde bu cinayetin amaci 6znenin kendisi igin imkansiziigi-
ni —olanca siddetiyle- korur, ¢linkii s6z konusu amag Freud ve Lacan’'in dgretisi
olmadan agiklanamaz. Tabii sadece o 6zne i¢in degil, psikanaliz 20. yuzyiln ilk
kitlesel paranoyak cinayetleriyle cagdas oldugu halde ve batik-Batililarin batirma
uygarliginin (la civilisation de l'occire des occidentés) tesvik ettigi kiresel terér
ortaminda bu durum devam ettigi halde, s6z konusu yapiyi kabul etmeyi reddedip
bir uyurgezer gibi kadere boyun egmeyi yegleyenler igin de.

Doktor Lacan bu agiklamayi Freud’a bor¢lu oldugumuzu, kendisinin de sade-
ce mantik¢i oldugunu soyliiyor. Dolayisiyla bu beyhude yiizyilin iistiine egilen
klinik¢i ve mantik¢l olmaya devam ediyor. Lacan’'in mantik agisindan okunmasi
daha kolay olabilir ama bu yénden okununca daha verimsiz de olur, ¢linkii Boole
Cebri’'nin ve Cesitlemeler Topolojisinin (yazi ve sdzin bulustugu grafikler, yiizey
ve dugumler) diliyle yazilmis “su asinalik kazanilmasi gereken diyalektik matema-
tik”in icra edilmesini gerektirir.

Yararlandigim topolojik gizimler gdsteriyor ki Lacan dmriiniin son yillarina dek bu
icrayi siirdlirmiistiir. steyen herkes, hatta paranoyaklar bile, aydinlatici agiklama-
lara giden yolda bu gizimlerden bir seyler 6grenebilir.

Ceviren Savas Kilig
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Jean-Michel Vappereau

Lacan in Five Hundred and Forty-One Worcds

Between 1942 and 1952, Freud wrote a work compiled into seventeen volumes, in its
original language entitled Gesammelte Werke.

For twenty-seven years Lacan held an oral seminar in French, of which the transcription
presents some difficulties, just as the oral poetical work of Homeros in the Greek language
didinits own time. Doctor Lacan also published his Ecrits in two volumes and introduced a
mathematical, topological writing that was based on a set theory, in other words a non-met-
rical writing, in order to present the Logic necessary to treat psychoanalytic reasoning.
Thereby it would seem to a hasty reader that psychoanalysis according to Freud is dif-
ferent from that according to Lacan. But this would be a misrecognition of the fact that
spoken language is — even when it is written down — different from its literary variant, as
is demonstrated by Dante in his essay ‘On the Eloquence of Vernacular’. However, this
in turn would be a misrecognition of the fact that these two languages are one and the
same —that is, the speaker’s language.

Thus there is one and only one psychoanalysis that presents a difficult structure to its
subject. Psychoanalysis discovers the involute structure of identity and difference in
language on the basis of narcissism (Freud 1914), which consists of coordinating two
simultaneous and contrary experiences of one’s own body: one is extrinsic since it is
the body seen in a mirror, while the other is intrinsic since the subject remains interde-
pendent with that body (Lacan 1932).

From which again results the difficulty of reading language for the subject, who is con-
stituted by the symbolic and who believes that he thinks. In psychosis, this illusion can
amount to an incapacity in terms of reading and even to a hatred of the symbolic system
that constitutes language; it can also amount to the paranoid crime in which the subject
tries to destroy the symbolic through the slaughter of his victim’s body.

When one asks the subject for an account, the aim of such a crime remains, in its violence,
inexplicable without the theories of Freud and Lacan. It is the crime of those who refuse
to recognise this system and prefer to submit themselves to fate like somnambulists.
Psychoanalysis is contemporaneous with the first paranoid mass crimes of the twentieth
century, and this continues in the global terror promoted by the civilisation of Westerners’
waste (la civilization de l'occire des occidentés).

Doctor Lacan says that we owe this explanation to Freud, and claims of himself that he
only tries to be a logician. Therefore he remains the clinician and the logician who takes
a bird’'s-eye view on this vain century.

The study of Lacan from a logical point of view is more accessible but it presents itself
as more arid for the same reason: because it demands the practice of ‘that dialecti-
cal mathematics with which one must have an acquaintance’ and which is written in
Boole’s Algebra and in The Topology of Varieties: graphs, surfaces and nodes, a space
where writing and speech meet.

The topological drawings that | set out testify to this practice by Lacan, and his path to
those enlightening explanations made until the last years of his life from which anyone —
even the paranoiac — can learn something.

Translated by Savas Kilig
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Griselda Pollock

Her Seyin Devast Tuzlu Sudur -Ter, Gozyaslart
ya da Deniz*

Engin okyanustan, mahrem bedensel salgilarimiza ve hislerimize su verirken go-
ziimuzu kayganlastiran goézyasina kadar, tuzlu su yaralarimizi iyilestiren dogal bir
antiseptiktir. Dalgalari nice adalarin ya da kitalarin sinirlarini olusturan kiyilara vu-
ran okyanuslar, kadim ulasim ve baglanti yiizeyleridir. Etrafindaki ti¢c denizle, dar
bogazlardan akan tuzlu su yollariyla, yerlesimleri ikiye ayiran ve iki biyiik kitay
birlestiren kendi dar bogaziyla istanbul sehrinin mahremiyeti, gezegenimizi ta-
nimlayan tuzlu suyu tarihsellestirir ve politiklestirir. Bu tanimlayici 6zelligin aksine,
bir paradokstan faydalanarak, Yeryiizii ve bizzat toprak ile insana 6zgii kayit eyle-
mi Uzerine iki farkl bicimde distinmek istiyorum: Cizgi ve hikaye anlatimi.

Bir solucanla baslamak: Bir diisiince ¢izgisi mi yoksa bir diisiince formu mu?
Bu bienalin kavramsal cercevesi hakkinda yazarken, Carolyn Christov-Bakargiev
bizden “sanatta arastirma ile diger bilgi tirlerini birbirine baglayan, dogrusal ol-
mayan ve organik formlar vasitasiyla, ¢izginin nereye cekilecegi, nerede geri ¢e-
kilecegi, nerede yaklasip nerede uzaklasacagi” Uzerine diisiinmemizi istedi. Bu
yuizden bir ¢izginin hikayesiyle basliyorum.

Amerikali sanatgi Christine Taylor Patten (d. 1940) bana ilk tanistigimizda, sanata
ve olanaklarina dair fikrimizi yeniden sekillendirecek yaratici kadinlar arasindaki
yeni dirimsellikle dolup tasan 1970’lerin baslarinda Los Angeles’taki Otis Sanat
Enstitiisi’nde gegirdigi 6grencilik giinlerine dair bir hikaye anlatmisti. Ogretmeni,
ogrencilerden derse bir ¢izim, daha dogrusu bir ¢izgi getirmelerini istemisti. Sinif
arkadaslarindan biri, bir kagit parcasinin istiinde gezinerek, ardinda sinifin éniin-
de yaptidi bu hareketleriizleyen bir kalem gizgisi birakan tuhaf bir mekanik alet ya-
ratmisti. Patten ise bu 6dev igin bir kum yi§ini tizerinde canli bir solucan getirmisti.

isin bu cok-diizeyliligi hosuma gitmisti -solucan kendi icinde bir
¢izgiydi ve kumun i¢inde hareket ettikge, biitiin bir ders boyunca
cizmeye devam etmisti. Canli olusu, zamani da denklemin bir par-
cast haline getirmisti. Olus halindeki ¢izgileri izledik birlikte, kimisi
zamanda hapsolan, kimisi ise olmayan ¢izgiler.?”

Patten’in solucani, zamani hem hareket hem iz olarak, hem organik bir form hem
de kdlturel bir kayit olarak cisimlestirir. Organik ve elastik, kendini hareket ettiren
ve sonra yine baska bir yone ilerleyen bu kimiltili yaratik, kendi bedeninin olustur-
dugu cizgileri ve bizzat bedeni olan ¢izgiyi siirekli ¢izdigi gibi ayni zamanda siler
de. Solucan, bitmez tikenmez kazilariyla ve zenginlestirici diskisiyla dirimselligini
besledigdi topraktaki karanlik ve nemli evinden ¢ikarilip alinmistir. Solucanlar topra-
g1 havalandirir ve bereketlendirir, topragin biyokimyasal bilesimini degistirerek yeni
yasam i¢in organik giibre olusturur. Béylece gozlerimizin algilayamayacagdi kadar

*Baslik, Karen Blixen / Isak Dinesen, Reader’s Digest'ten alinmistir (Nisan 1964).
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kiicUk diger pek ¢ok yaratik ve islemle birlikte, hi¢ gériinmeden topraga hayat verir.
Tarihsel yonelimli ve travma yukliu kendi psikanalitik disiince yapimi, yeni di-
rimselcilikler ve yeni materyalizmlerin, insan-disi failler ve eyleyenlerin getirip
onumiize koyduklar sorularla birlestirmenin yollarini arastirmaktayken, politik
diisiiniir Jane Bennett'in Vibrant Matterinda® solucanlar hakkinda baska bir
hikayeyle karsilastim. Charles Darwin’in solucanlari dikkatle incelemis oldugunu
bodylece 6grendim. Darwin, solucanlara, hi¢ bdyle bir niyetleri olmasa da, insan
kiltliri Uzerinde derin bir etki yapma payesi vermistir. Bu evrim teorisyeni, solu-
canlarin topradi insanlar icin mikrim kilan ve bdylece dolayli da olsa kulturu ve
bizzat insan tarihini olanakli hale getiren bitkisel kiif Gretimine yarayan sindirim
islevleriyle, bizim adimiza paha bigilmez bir is yerine getirdiklerini 6ne sirer. Yap-
ti§1 gozlemler, Darwin’in, belki de kendi antropomorfizminin bir yansimasi olarak,
solucanlara gevrelerine karsi duyarli olma 6zelligi atfetmesine neden olmustur; ya
da bu, dustinen failin tek formunun insanlik olmadiginin bir kabuli de olabilir. Bru-
no Latour, bizi, solucanlari diinyamizdaki insan-disi eyleyenler olarak gérmeye y6-
neltebilir. Bennett ise goriinuiste ayrik olan iki séylemi, yani politika (insan eylemi)
ve ekosistem ¢alismalarini birlestirerek bir politik ekoloji fikri gelistirir. Daha sonra
buna, John Dewey’in “ortak bir sorundan duygulanan” bedenlerin (Dewey’in ken-
disi kisilerden s6z etmesine ragmen) olusturdugu bir gruplasma olarak kamu te-
orisini katar. Politik olani, yikici kuvvetler ve yaratici gatismayla biteviye harekete
gegirilen bir kolektiflik olarak tanimlayan Jacques Ranciére’e bagvuran Bennett,
politik olanin alanindan ¢ikip kendi dirimsel materyalizmine geri déner.

Dilin alani ve metaforik kayganligindan sakinmayan bu tiir hamleler karsisinda
yine de ihtiyatliyim. Distinmenin ilhami olarak, hatta bir tiir diistince-formu olarak
solucan, dil ve dil sayesinde diisiiniilebilir olan ya da donistirilen seyler arasin-
daki hayati mibadelenin bir parcasidir. Dolayisiyla benim i¢in, ¢izen solucanin (ya
da solucanla gizmenin) hikdyesi bundan daha fazlasini igerir. Sanat tiretimi, diin-
yanin yasamina dikkat cekmenin zorunlu ama daima imkansiz bir bigcimidir, dyle ki
modern sanat, bir noktada, mimetik temsilin seylestirici faniligini Gizerine yikma-
dan bu yasami temsil edemeyecedi sonucuna varmistir. Gozlem ve temsilin do-
gurdugu giicliklerden geri cekilip codu kez esrarengiz ve sihirli olana, rasyonel
bilme yetisinden ziyade kendini diger duyulara ve algilara veren bir seye donis-
ten ilham alarak kisa siireli bir otonom form-iiretimi dénemine giren ve sanatin,
kendi yaratimina dair paralel ve 6zgiin bir algi ve icat bigcimi olarak isledigini 6ne
stiren modernizm, bugiin bize sanat agisindan oldugu kadar diisiince agisindan
da birtakim dederli estetik miraslar birakmistir. Soyutlama diinyadan yiiz cevir-
mek degil, form ve duyunun, gésterge ve anlamin kavusumunu kesfetmek lzere,
dolaysiz algisal ortamdan geri cekilmektir. Cizim dersine bir solucan goétiirmek,
solucanin yaptigi isi gorindr kilmistir; ama bir model olarak secilmesi itibariyla
bu solucan, ayni zamanda, bir sanat¢inin dmriini ¢izgi, zaman ve degisim lizerine
ve ayrica 151k, yani solucanin karsisinda korkudan biiziilecegi o gii¢ lizerine gizim
yapmaya ve disiinmeye adamasina sebep olmustur. Cizgi, Patten’in estetik dili
haline gelmistir; ama ¢izime dayali bir tasvir olarak degil, kdr bir solucanin karanhk
diinyasindan hayli farkli bir seyi, yani 15181 agida ¢ikaran, yasam alaninin derinlik-
leri, oyuklari ve yiizeylerine dek takip edilecek bir hareket ve bitimsiz bir macera
olarak cizgi —daima olus halindeki ¢izim. Patten séyle der:
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Hep bu ¢izgilerin i¢inde, yariklarin ve oyuklarin icinde, bos mekan-
larin enginliginde yiizmek istedim. Hapsedilmis 15181 gérmeyi ve
kugtik ¢iziklerimin bana, tiim o 151k ve beyaz aciklikla 6rtilii halde
kagitta gizlenmis olani gérebilmek icin 15181 manipiile etmenin ve
devredisi birakmanin bir yolu gibi gértinmesi fikrini seviyordum.

Temel sanat eylemi olarak adlandirabilecegimiz sey —bir ¢izgi cekmek, bir cizgi
olusturup onu takip etmek- diinyaya siirekli ve yaratici bir sekilde taniklik eder,
hem 6teki olarak hem de bizzat bu 6zgiil taniklik eylemi ya da yine bir sanatg¢inin,
Bracha Ettinger'in yarattigi kavramla® séylersek, bu taniklik/birliktelik** eylemi
sayesinde bizimle birlikte sonsuz bir olus siirecinde olan sey olarak diinyaya ta-
niklik. Bir ¢izim, ama ayni zamanda bir resim de —Ettinger’in araci- bir alet, bir el,
bir dayanak ve bir araca gore yapilan bir eylem, bir jest, bir isarettir. Solucan gibi,
bu isaretler de sinir, tasvir, kenar, tanim, ayrim ve bdlme degildir. Bunlar bizzat,
kendi diinyasinda ve 6teki diinyada, mekan ve zamani —fiziksel evrenimizin koor-
dinatlari—anlik ve estetik olarak gériiniir ve duyulur kilabilecek harekettir. Miizikte
oldugu gibi, bu dikkatli taniklikta da gercege benzerlik s6z konusu degildir, ¢tink
bizzat poietik stirecin otonom canlihigini izlemeye, tam da ortaya ¢ikisinda onunla
birlikte olmaya, ayni derinlikte bir baglilik gerekmektedir. Bu ylizden cizimlerle ya
da resimlerle karsilastigimizda, kendimizi, hem indirgenmis bir kaynagin disiplini-
ne (murekkep, tikenmez kalem, kagit, yagliboya, boyaya katilan sivi, firca destegi)
hem de elin hareketiyle yapilan vurusglara —insan yazisinin ilk isareti [Ur-mark]—- da-
yali bir jest sayesinde yaratilan siirece, malzemeye ve etkiye dikkat etmek zorunda
oldugumuz son derece formel bir alanda buluruz. Ama her bir vurus, ayni anda bir
kesif ve bir bellektir. Patten’'in yazdigi gibi,

Karmasiklik yanilsamasinda, kiigiik hareketlerin tekrar ettigi
yanilsamasinda evren ne ise odur; degisken formlar, degisken ya-
nilsamalar, degisken metaforlar, degisken degisimdir; ve incecik bir
kalem ucu, her seferde azicik bir miirekkep, herhangi buiytikliikteki
kagit tzerinde ufacik bir yer gibi basit bir ara¢ kullanarak, hepsine
ayni anda bakmaya c¢alisirken gérdiigiimden ¢ok daha fazlasini
goruram... Bir insan elini hareket ettirdigi ve bu hareketin izini
biraktiginda, evrenin bir kismi da agiga vurulmus olur; ikinci nesil
hareket, yani kagit Gistiindeki miirekkep ise, evrendeki diger tim
hareketi, diizensiz, durmadan degisen, metafizik, soyut hareketin
yani sira somut hareketi de taklit eder.

Formel siire¢ ve onun jestleri; sabit bir form meydana getirmeyen, fakat kagit veya
tuval Gizerinde onun mekan etkisini ve bunun yani sira zaman etkilerini yaratan
ongoriilemez bir yaratici gorelilik icinde baglanmis diger isaretlerin fenomenal
olarak sinirsiz ama gudimlu sirecini harekete gegirir: Yapim asamasinda du-
yulan, fiziksel olarak etkilenen bedende ve bellekte hatirlanan, tarihten uzaga,
onun yeniden kesfine, sanat Uretiminin meydana getirdigi “yenide” baska bir
yere dogru isleyen zaman etkileri. Sanat Uretimi ya da Ettinger’in terminolojisiyle

**Ettinger, taniklik anlamina gelen witness ile birlikte anlamini veren with sézciikleri arasindaki ses
benzerliginden yararlanarak yeni bir birlesik sézciik olusturur: wit(h)ness. (¢.n.)
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sanat-galismasi [artworking], kadit ya da tuval Gzerinde tanik olmaya; gizimde ya
da resimde olup bitenleri, bir seyin ¢izimi ya da resmedilisi olarak degil de ¢cizme
olarak, resmetme olarak olus gibi algilayarak hayal giiclyle/izdlusimsel bir sekil-
de dahil olmaya davet edildigimiz bir olaydir.”

Bu tiir bir sanat, ne diinyanin bir temsilidir ne de onun bir soyutlamasi. Bir diin-
yadir bu. Kendi fiziksel gercekligi ve yasamla mesguliyeti itibariyla ayni zamanda
diinyadadir da: Bu diinyalar, canlandiriimis bir materyallikle politik bir toplumsal-
lik arasinda kdpru kurar. Sanat-isi, ikamet edilen ama ayni zamanda tarihsel-ma-
teryal diinyadan ¢ikar ve bu diinyayi, bilingle diistinceyi, materyallikle yaraticilig,
duyumsamayla duygulanimi, estetikle viicuda getirmeyi kusursuz bir bicimde bir-
lestiren tekil bir sanat-tretiminin sasirtici 6zglillugl sayesinde, farklanmis olarak
kendine geri dondiirir. Bunu gérmeye nasil baslayabiliriz?

Masallar Anlatmak

Peki ya dilin, hikaye anlaticihiinin ¢izgisi?

Insanlik Durumu (1958) kitabinin “Eylem” adli béliimiiniin éndeyisinde, siyaset te-
orisyeni Hannah Arendt, Isak Dinesen mahlasini kullanan Danimarkali yazar Karen
Blixen'e atfedilen bir sozu alintilar: “Hikaye gibi anlatildiginda ya da yazildiginda
biitiin dertler katlanilabilir olur.”® insanlik Durumu, insani (tipki bir yapi standardi
gibi) yeniden belirlemeye ¢alisan bir eserdir; Arendt’in 20. yiizyilin o en korkung¢
politik serrine dair muazzam analizi Totalitarizmin Kaynaklar'ndan (1951)© 6g-
rendiklerinden sonra, yerine getirilmesi zorunlu hale gelmis bir gérevdir bu. To-
talitarizmin Kaynaklari bizzat insan olmanin kosulunu, dehset uyandiracak kadar
anti-politik olan total tahakkiim deneyleri yoluyla yikima ugratma komplosunu
aciga cikanr. Totalitarizm, insan olarak insani lizumsuz hale getirmek istemis-
tir ve bunu sadece irksal saiklere sahip olan veya politik bakimdan kullanisl bir
ara¢ olarak basvurulan soykirimlarda milyonlarca yasami yok ederek degil, ayni
zamanda kamp denilen o laboratuvarda, Arendt’in insan yasami olarak gérdiigu
seyin su temel Ozelliklerini tamamen feshederek yapmistir: kendiligindenlik ve
cogulluk, ahlaki ve psikolojik eylem ile yenilikgiligin kosullari, politik ve toplumsal
iliskilerin kosullari. Dolayisiyla, kendi tiiriinden olan insanlari yok etmek icin bé-
ceklerin dilini kullanan temerkdiz edici [concentrationary] evrende bag vermis bu
yeni radikal insaniyetsizlik salgininin heniiz yayilmis oldugu bir diinyay yeniden
insa ederken, geriye diriltilebilecek bir insan dogasi artik kalmamisti.” “insanlik
durumu” geri kazanilacak bir 6z olmadigi gibi, artik parcalanmis olan emperyal bir
Aydinlanma’nin elinden geri alinacak bir evrensel de degildir. Bu, umarsiz, siirekli
ve mevcut bir yaratim —poiesis— isidir, dolayisiyla estetik-politik bir proje oldugu
kadar, uzun 20. ylizyilda yasanan olaylar bizzat insan toplulugunun dayanismasini
kirdiktan sonra, “bizim olan”in artik ne anlama gelebilecegini radikal bir sekilde
yeniden disiinmeyi de icerecek sekilde, politik alani ortak ¢alismamizin mekani
ve nesnesi olarak yeni bastan yaratma projesidir.

Tum bunlar kulaga tuhaf geliyor olabilir. Belki de gegen 20. yiizyilin o koti koku-
larini tastyor hala fazlasiyla. Yeni ylizyilimizin etkili entelektiel kuvvetleri, agilan
sinirlar ve insan-disi olana karsilikh saygi lehine, insana gdsterilen boylesi kati
ilgilerden bizi uzaklastiriyorlar; insaniyetsizligin devalarindan biri de budur. Bizi
insan-merkezci kibrimizin disina ¢ikmaya davet ediyorlar. Bizden, soykirima
varan, insanin insana uyguladig tarihsel siddete kazinmis olan o dlumciillige
ve bunun gezegensel yasam dinyalarimizin dayandigi 6teki yasam bigimleri
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karsisindaki kayitsizligina karsi koymanin bir araci olarak, insan/insan-disi ilis-
kiler eksenini tahayyul etmemizi istiyorlar. Hem makroskopik hem de mikrosko-
pik 6lceklerde yeni bilimlerimiz, Aklin emperyalizmini ve onun uzaklardaki mag-
rur g6zlem tahtini kesinlikle devirmektedir. Yasamin tiimiind kurdugu gibi bizi de
kuran en kicik fiziki 6gelerin etkinliklerinden ve toplumsalliklarindan, hatta qu-
eer cinselliklerinden ve aralarindaki baglantisalliklardan yeni varolus bigimleri
6grenmeye davet ediliyoruz. Maddenin faalligi politikasina ek olarak, fizik¢i ve
bilim felsefecisi Karen Barad, dili, dilin konustugunu iddia ettigi maddeye naza-
ran oncelikli kilan “temsiliyetgilik” dedigi seye de itiraz eder. “Maddenin edilgin
ve degismez oldugu ya da en iyi durumda, ancak dilden ve kiiltiirden tiireyen bir
degisim potansiyeline sahip oldugu dusundiliirken, neden dile ve kiltire kendi-
lerine ait bir eylemlilik ve tarihsellik veriliyor?”®

Arendt yerylizii Gizerine, onun maddesine ve bizim yer(ler)imize dair diistince-
nin manzarasindaki bu degisime cevap verebilir mi? insanlik Durumu’na giriste
Arendt heniiz tanik oldugu bir olayi anlatir: 1957°de uzaya gonderilen ilk Sputnik
ile gézlemledigi tepkilerde onu sasirtan seyi: “Daha ilk anda verilen dolaysiz
tepki, ‘insanin yeryiiziine mahk(miyetlerinden kurtulusuna dogru atilan bu ilk
adim’dan duyulan bir rahatlamaydi.”®

Parmak uclarimizin bitmez tikenmez vuruslarinin altindaki biyllenmis yiizeyle-
ri ve minyaturlestirilmis teknolojileriyle dijital cag ve medya hakkindaki giincel
tartismalardan epey uzak gibi gériinmekle birlikte, Arendt “insanlik durumu” ve
insanlarin hinerliliklerinin bir kaniti olarak yarattiklar teknolojiler arasinda, ge-
cerliligini hala koruyan paradoksal bir iliski tanimlar. Bu gibi teknolojilere ekseriya
gelismenin politik olarak 6zgiil ve genellikle askeri kosullarinin gélgesi diismis
olsa da, siklikla bu rahatsiz edici olusumlarinin dtesine gecen kullanimlara yol
acarlar. internet, 1960’larda yaygin bir bilgisayar ag icin siirdiiriilen askeri aras-
tirmalar sonucunda ortaya ¢ikmis, ama bu agin kullanimi, kendi olusumundan
kagarak, toplumsal ag kurma bigimlerimizi degistiren mevcut iletisim sistemleri-
miz icin temel olan ticarilesmis bir toplumsal teknoloji haline gelmistir. Teknolojik
ilerlemeler etrafinda canlanan fantezileri teshis eden Arendt, toplumsal olarak be-
lirlenmis insan elleri ve zihinlerinin Griinlerinin, bizi tam da “insanlik durumunun”
tanimlayici sinir(lama)larindan kurtarmanin bir araci olarak tahayyil edilip iliski
kurulan teknolojik bir imgeselin gelisiminden kaygi duymustur. Bu imgeselde,
insan ve yeryiizii hapishane olarak temsil edilir. Simdi siber-sanallik ¢cagina eslik
eden, teknolojik askinliga dair baska bir fanteziye taniklik ediyor olabilir miyiz?
Diskilayan solucanlarla, organik dirimselligin metaforlariyla ve ortak maddilikleri-
mizden geriye kalanlarla yeniden baglanti kurma ihtiyacini bu yiizden hissediyor
olabilir miyiz? Yine de, bu basitlestirici egilime karsi, Arendt sunu soyler:

ve bildigimiz kadariyla yerylzi dogasi insanogluna evrende higbir
caba harcamadan ve insan yapisi bir katkida bulunmadan i¢inde
hareket edebilecegi, soluk alip verebilecegi bir yasam alani sunmak
bakimindan benzersiz ve yegane yerdir. insanin yaptig1 diinya [ise]
insan varligini biitiin yalin hayvani ortamdan ayirir, ama yasamin
kendisi bu yapay [insan elinden ¢ikma] diinyanin disindadir ve
insan biitlin canli organizmalarla rabitasini yasam sayesinde
stirdiiriir.19
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Soluyabilecegdimiz oksijeni ureten tim deniz ve toprak varliklarina sukirler olsun.
Arendt icin en derin anlamiyla politik olan, griiniir ve gériinmez tim o karmasik-
ig1 iginde insan yasami olarak yasama iliskin bu soru hakkinda ve bdyle bir insan
yasaminin, “yasamini” ve canlihgini daha énce hi¢ bilinmeyen mikro diizeylerde
kesfedebildigimiz diger organizmalarla iliskisi konusunda artik &nemli bir diistince
zenginligine sahibiz. Bu kesifler, sadece faal maddenin degil (yine Jane Bennett)
ayni zamanda onun goérunir ve anlasilir hale gelisinin de incelenmesine izin veren
inanilmaz teknolojik ilerlemeler sayesinde miimkiin oldu. Gérme ve gorsellestirme
tekniklerinin yardimiyla, étekilerimize dair bilgimizin, adina bilim denen Ustiin bir
formunu yeniden “ayaga dikmeyeceksek” eger, Isak Dinesen’in hayat versiyonunda
oldugu gibi melodi ve fantezi arasinda yakalanan masallastirmadan, hikaye anlatici-
ligindan yararlanabilir miyiz; poietik, yaratici, donisturiict bir anlaticiliktan? Giincel
sanat, bizim tasarladigimiz ama ayni zamanda bizim mevcudiyetimize ve hem ken-
dimizi hem de 6tekiyi cogu kez hiyerarsik tarzlarda bilmemizi saglayan tekil kapa-
siteler varsaymamiza kayitsiz bir sekilde, kendi hikayelerini yasayip gitmekte olan
diinyalar hakkinda masallar anlatmak alanina mi girer?

Hikaye nedir, onu kim anlatir? Entelektiiel ve felsefi anlamda, dili kesfetmemizin
yaratti§i sonuglardan, yani linguistik donemecten vazgecme heveslisi degilim
hala. itiraf ediyorum. Bana gére, dilbilim ve psikanalizin eszamanli kesfi, yeni bir
politika ve yeni bir estetigi mimkin hale getirdi. Bununla birlikte, politika tarafin-
dan yeniden bigimlendirilen estetik agisindan dil, bilen 6znenin bir araci, canli
bir diinyaya amirane dayatilan bir kafes dedildir. Dil, zamirler ve sentakslar ara-
cihgiyla, daima kismi olan eylemliligimize dair gramer yanilsamalari yarattiginda
bile, bizi bi¢cimlendiren ve merkezsizlestiren Uretici bir yapidir. Kendimizi, onun
Uretken yapisinin ama ayni zamanda diinyamizin ve onun uretici gii¢leriyle bir-
likte pek ¢ok toplumsal biciminin de etkileri olarak tanimamizi saglayan ikili bir
bilgiye olanak verir. Dahasi, dil, Lacan'a gére bilingdisidir. Onu bilmeye ¢alismak,
Freud’un psiko-dinamik bilin¢disi teorisiyle birlikte, kim veya ne oldugumuzu ya
da ne sdyledigimizi asla bilemedigimizi kabul etmek; bizzat kendi kendimize de-
rinlerde daima 6teki olma izni vermek de demektir.

Gozyaslari

Gozyaslarimiz tuzludur. Sanat ile sagaltim arasindaki diyaloga girebilmek adina,
canl organizmalarin devinimliligini tanimlayabilmek icin autopoiesis kavramini
ortaya atan Silili biyologlar Francisco Varela ve Huberto Maturana’nin ¢alismalari-
na dénmek istiyorum. Bu kavrami “kendi kendine var etme” olarak cevirebiliriz.""
Ornegin, bir hiicrenin bir sistemi, bir yapisi ve sinirlari vardir, ama enetji gibi cesitli
miibadeleler ve akislar yoluyla, onu siirdiiren kosullarin ta kendilerini Uretir. Ettin-
ger bu fikri genisletir ve kendi pratidi icin/kendi pratiginden copoeisis kavramini
Uretir. Boylelikle Ben ve Ben-disi (Ben ve Ben-olmayan arasindaki ikili karsitliktan
farkli) olarak adlandirdigi 6geler arasindaki 6zne-asiri iliskilerin ekolojisini psisik
olarak tahayyil etmeye calisir. Ettinger, dil yoluyla, diisiinmenin ve bilmenin, etik
(baskalariyla nasil iliskilendigimiz) ve estetik olani (diinyayi nasil duyumsadigi-
miz-bildigimiz) i¢ ice gegiren copoietik bir karsilasmada donistirebilme ve do-
niisturtlebilme potansiyelimize dayali olan baska bir bigimini yaratir. Bu yiizden
ayni zamanda enerji, dalga ama 6zellikle de baglayici ¢izgi metaforlarindan yarar-
lanir; matrissel copoiesis ile iliskilendirdigi teller ve ipliklerden.
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Yankilayici copoietik bilginin yani sira bilingdis1 aktarim ve yeniden
uyumlulastirma da, s6zli iletisime, yonelimsel organizasyona ya

da 6zneler arasi iliskilere dayanmaz... ince estetik calismasinda
sanatcl, bir karsilasma-olayin zamani ve mekanini matrissel ekrana
ve bakisa dontistiirir, ve 6tekiye, sefkatli bir konukseverlik yoluyla,
fascinance? i¢in bir vesile sunar.***

Fascinance, farkli partnerler arasinda titresmekte olan telin her iki ucunda doéni-
sumi tetikleyen bir siire boyunca diinyayla bir tiir bakismayi dnerir. Fascinance,
bir bilme bicimi olarak gérme ya da erotik olana giden bir yol olarak vizyon fik-
rini yerinden eder. Konukseverlik ve sefkati birlestirmesi sayesinde fascinance,
yavas bir birlikte-olma, -a dogru agiima, estetik surecin bizi duygulandirmasina
ve anlama yetisini copoietik bir tarzda kaydirmasina izin veren “kendi kendini ki-
rilganlastirict” bir duyarlilikti. Ama nasil “birlikte” olacagiz? —iste John Dewey’in
duygulanan ve duygulandiran kisilerden olusan “kamusal” gruplagmalarin nasil
bicimlendigi hakkindaki o sorusu. Sanatgilardan ve izleyicilerden olusan anlik bir
toplulugu uyandirmak tizere tasarlanmis bir serginin tanimi olabilir mi bu?

Matrissel bir birlikte-ortaya ¢ikisin sagaltici bir glicti vardir, ama
baslattig1 ve gerektirdigi bireysel siir ihlalleri ytiziinden ve yol a¢-
t1g1 kendi kendini terk ve kirillganlastirma yiziinden, ayni zamanda
potansiyel bir travma nedenidir de. Dolayisiyla sanatsal olmak ya
da sagaltim saglamak icin, bireysel sinir ¢izgilerinin estetik ihlali
(ki bu, farkindaligimiz ve yonelimimiz olsun ya da olmasin her
haltikarda gerceklesir) 6zgiil bir etik dikkatin uyanisini ve erotik bir
uzanimi gerektirir: Sanatsal bir comertligi... Estetik ve etik olarak
farkhlagsmaya-katilim ve iceriden-calisma sayesinde, Oteki’nin ve
Kozmos’un tinsel bir bilgisi dogar ve agiga ¢ikar. Sanat-calismasi ve
sanat-igleri bu tiirden bir bilgi yaratir.!®

Ettinger’in sanat-diistincesi-sanat-calismasi, gecit olarak tuzlu su, ulasim araci
olarak tuzlu su, bedensel ¢abalarimizin terden géstergesi ve duygu uyandirma
kapasitemizin gdzyasindan isaretleri olarak tuzlu suyla ilgilidir. Tamamen insan-
merkezli bakis agimizin 6tesinde, bu gezegen tizerindeki her seyin yasami hakkin-
da daha fazla sey bilmek istiyorsak, o halde 6zne-asiri, copoietik karsilagsmalar ve
Ettinger'in 6ngordiigi Ben ve Ben-disi arasindaki 6zne-asiri gegisler yoniindeki
kapasitelerimizin de daha derin bir bilgisine ihtiyacimiz var. Sonucta vardigim yer
surasi: Bizden sonra geleceklere yasanabilir bir diinya birakmaya gercekten muk-
tedir olan, kendi cogullumuza dayali bir insanlik durumunu nasil yasayacagimizi
bilip bilmedigimizden heniiz o kadar emin miyiz? Bu aktarimda egitimin —ortak
elestirel distinimun- roli nedir?

Egitim, diinyay1 onun sorumlulugunu tstlenebilecek kadar ve
ayn1 sebepten onu, yenilenme olmadigi slirece, yeni ve geng olan

inger'de fascinance, Lacan’da hareketi durdurma ve kelimenin tam anlamiyla hayati 6ldiirme
etkisi yaratan kemgozii isaret eden fascinum’a karsit olarak, donusturiicti ve yaratici bir bakis tarzina
karsilik gelir. (¢.n.)
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gelmedigi stirece kacinilmaz olan ¢okiisiinden koruyacak kadar
sevip sevmedigimize karar verdigimiz noktadir. Cocuklarimizi,
onlar1 diinyamizdan siirmeyecek ve kendi baslarina birakmayacak
kadar; yeni bir seyi, bizim 6ngéremedigimiz bir seyi gerceklestirme
sanslarini ellerinden almayacak kadar, tersine ortak diinyamizi
yenileme gorevi i¢in onlar1 6nceden hazirlayacak kadar sevip sev-
medigimize de egitimde karar veririz.""

Ceviren Miinevver Celik

Griselda Pollock

The Cure for Anything Is Salt Water - Sweat,
Tears, or the Sea”

From the vastest ocean to our intimate bodily secretions and the fluid that lubricates
our vision while watering our emotions, saltwater is a natural antiseptic to heal our
wounds. The oceans are the ancient surface of transport and connection, lapping at
the shores that form the limits of many anisland or continent. The intimacy of the city of
Istanbul with three seas, with saltwater ways that flow through narrow straits, and with
its own narrow water passage that bifurcates the settlement and joins two of the great
continents, historicises and politicises the salty water that defines our planet. Against
this defining feature, | want, by way of paradox, to reflect in two different modes about
the Earth and earth itself and the human act of inscription: drawing and story-telling.

Starting with a worm: a line of thought or a thought form?

Writing of this biennial’s concept Carolyn Christov-Bakargiev asks us to think about
‘where to draw the line, to draw upon and to draw out through organic and non-linear
forms that reconnect the research in art and its processes with other knowledges'. |
start, therefore, with a story about a line.

When | first met the American artist Christine Taylor Patten (b. 1940), she told me a sto-
ry about her student days at Otis Art Institute in Los Angeles in the early 1970s, a time
full of new vitality amongst creative women who would reshape our sense of art and
its possibilities. Her teacher asked the students to bring to the class a drawing; in fact,
to bring a line. One of her classmates created a mechanical contraption that travelled
across a piece of paper, leaving a pencil line that traced its movements in front of the
class. For her own contribution, Patten brought a live worm on a pile of sand.

[ liked the multi-levelled aspect of that - the worm was a line in itself,
and as it moved in the sand it drew all through class time. It’s alive-
ness brought time into the equation. We got to see lines being made,
some locked into time, some not.®

*Title from Karen Blixen / Isak Dinesen quoted in Reader’s Digest (April 1964).
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Patten’s worm embodies time as both movement and trace, an organic form and cultural
inscription. Organic and elastic, always moving itself and moving somewhere, the wrig-
gling creature constantly draws but also effaces the lines its body forms, and the line
that is its body. It has been taken from its dark, dank home in the earth whose vitality it
nourishes through its endless excavations and enriching defecations. The worm aerates
and fertilises the earth, biochemically altering its composition to create compost for new
life. The worm thus animates the ground, unseen, but alongside a multitude of other
creatures and other processes too small for our eyes to perceive.

Searching for ways to engage my historically oriented, trauma-laden, psychoanalytical
frame of mind with the challenges of new vitalisms and new materialisms, non-human
agencies and actants, | came across another story of worms in political theorist Jane
Bennett's Vibrant Matter.® Here | learned that Charles Darwin had studied worms
intently. He accredited them with a profound impact on human culture, even though
they never intended anything of the sort. The theorist of evolution suggested that the
worms perform invaluable work on our behalf by using their digestive functions to
produce vegetable mould that makes the earth hospitable to humans, and thus, in-
directly, makes possible culture and human history itself. Darwin's observations led
him to attribute to worms a responsiveness to their environment that could be the pro-
jection of his anthropomorphism, or it could be an acknowledgment that humanity is
not the sole form of reflecting agent. Bruno Latour might lead us to see the worms as
non-human actants in our world. Bennett elaborates the idea of a political ecology,
joining two seemingly distinct discourses, politics (human action) and the study of
ecosystems. She then adds John Dewey’s theory of the public as a grouping of bodies
‘affected by a common problem’ (despite the fact that Dewey himself talks of persons).
Referencing Jacques Ranciére’s definition of the political as a collectivity constantly
energised by disruptive forces and creative disagreement — waves, electricity, forces —
Bennett moves from the realm of the political back into her vital materialism.

| remain cautious about such moves, which do not escape the realm and the meta-
phorical slipperiness of language. The worm as inspiration to thinking, even as a kind
of thought-form, is part of the vital exchange between language and what is rendered
thinkable or transformed through language. Thus for me, the story of the drawing (with)
worm holds something more. Art making is a necessary yet always impossible form of
attention to the life of the world that modern art, at one stage, concluded it could not
represent without inflicting upon it the reifying mortality of mimetic representation. With-
drawing from the challenges of observation and representation into a short-lived period
of autonomous form-making, so often inspired by a turn to the occult and magical, to
something that could be revealed to other senses and perceptions than rational cog-
nition, and suggesting that art functioned as a parallel and distinctive mode of percep-
tion and invention of its own creation, modernism has left us some valuable aesthetic
legacies for thought as well as for art today. Abstraction is not a turning away from the
world, but a drawing away from the immediate perceptual environment, to explore the
join of form and sense, of sign and meaning. Taking a worm to a drawing class made
visible its own work, but by being chosen as a model it also prompted an artist’s life-time
work in drawing and thinking about line, time and change, and also about light, the very
force from which the worm will cringe. Line became Patten’s aesthetic language; not
as delineation, but as a movement and a ceaseless adventure to be followed into the
depths, hollows and surfaces of its own habitat — the always becoming drawing —where
it revealed something so different from the blind worm’s dark world: light. She writes:
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I kept wanting to go swimming in those lines, into the crevices and
pockets, into the vastness of the empty spaces. I loved seeing the
light that got trapped and the idea that my little scratches seemed
to me more a way of manipulating the light, blocking it out to see
what was there hidden in the paper, covered up by all that light, all
that white space.

What we might name the foundational act of art — drawing a line, making and following
a line — bears perpetual and creative witness to the world both as other and as that
which is in the endless process of becoming with us through this specific act of wit-
ness, or in the terms created by another artist, Bracha Ettinger, wit(h)ness.®® A draw-
ing, but also a painting — Ettinger's medium—is an act, a gesture, a mark made accord-
ing to an instrument, a hand, a support and a medium. Like the worm, these marks
are not boundary, delineation, edge, definition, distinction and separation. They are
movement that itself, in its own and other world, may make space and time —the coor-
dinates of our physical universe — momentarily, and aesthetically, visible and sensible.
Like music, there is no verisimilitude in this attentive witnessing because there has
to be an equally profound commitment to watching the autonomous liveliness of the
poietic process itself, being with it, utterly in its emergence. Thus, in encountering
drawings or paintings, we find ourselves in a deeply formal territory where we must
attend to process, material and effect created by both the discipline of a reduced re-
source (ink, pen, paper, oil, medium, brush support) and by a gesture based on the
stroke made by the movement of the hand — the Ur-mark of human inscription. But
each stroke is at once a discovery and a memory. As Patten writes:

In the illusion of complexity, in the illusion of repetition of little
movements, the universe is what it is, changing forms, changing
illusions, changing metaphors, changing change; and by using
such a simple tool, a tiny pen tip, a tiny bit of ink at a time, a tiny
space on any size paper, [ get to see more than when I try to look at
it all at the same time ...

[W]hen a human being moves a hand, and leaves a trace of that
movement, part of the universe is being exposed; the second
generation movement, the ink on the paper, mimics all other
movement in the universe, irregular, baffling, metaphysical, ab-
stract as well as concrete movement.

The formal process and its gestures set in motion a phenomenally limitless but directed
process of other marks, all bonded in an unpredictable creative relativity that brings forth
no fixed form but creates its effect of space, there on the paper or canvas, but also its
effects of time: lived in the making, remembered in the psychically affected body and
memory, working away from history and towards its rediscovery, elsewhere in the new
that the work of art brings forth. Art making, or in Ettinger’s terminology artworking, is an
event that we are invited to witness on paper or canvas, and imaginatively/projectively to
enter in the way we process what is happening in the drawing or painting not as a draw-
ing or painting of something but as something becoming as drawing, as painting.®”

Such artis neither a representation of the world nor an abstraction fromiit. It is a world.
Itis also, in its physical reality and engagement with living, in the world: these worlds
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bridge an enlivened materiality with a political sociality. The artwork comes forth from
the inhabited but also historically material world, and returns it to itself, differenced,
through the astounding particularity of a singular art-making that seamlessly joins
consciousness and thought, materiality and creativity, sensation and affect, aesthet-
ics and embodiment. How do we get to see this?

Telling Tales

What about the line of language, story telling?

As the epigraph to the chapter on ‘Action” in her book, The Human Condition (1958),
the political theorist Hannah Arendt quoted a saying attributed to the Danish writer
Karen Blixen, who published under the nom de plume Isak Dinesen: ‘All sorrows can
be borne if you put them into a story or tell a story about them.® The Human Condi-
tion is a work that tries to re-specify (like a builder’s spec) the human, a task that had
become necessary in the wake of what she learnt from her monumental analysis of the
darkest political evil of the twentieth century: The Origins of Totalitarianism (1951).©
The book laid bare the conspiracy to destroy the very condition for being human
through terrifyingly anti-political experiments in total domination. Totalitarianism
sought to make human beings qua human beings superfluous by not only annihilat-
ing millions of lives in racially motivated or politically expedient genocides, but also
by extinguishing, in the laboratory named the camp, the key features of what Arendt
considered human life: spontaneity and plurality, the conditions of moral and psycho-
logical action and innovation and the conditions of political and social relations. Thus,
in rebuilding a world newly contaminated by the novel plague of radical inhumanity
hatched in the concentrationary universe that used the language of insects to destroy
fellow human beings, there was no human nature to be revived.® The ‘human con-
dition’ is not a redeemed essence, a reclaimed universal from the now broken and
imperial Enlightenment. It is a desperate, continuous, present work of creation — poi-
esis — an aesthetical-political project, therefore, as much as a project to create anew
a political sphere as the space and object of our work together that would involve
radically rethinking what ‘our’ could be after the events of the long twentieth century
breached the solidarity of the human community itself.

Perhaps all this sounds rather quaint. Perhaps it reeks too much of the old twentieth
century. The powerful intellectual forces of our new century tilt us away from such ada-
mant preoccupations with the human in favour of opened borders with and mutual re-
spect for what is non-human; this is one antidote to the inhuman. They invite us to step
out of our anthropocentric arrogance. They want us to imagine the axis of human/
non-human relationships as means to counter the deadliness inherent in the historic
human-to-human genocidal violence and its indifference to the other life forms upon
which our planetary life-worlds depend. Our new sciences, on both the macroscop-
ic and the microscopic scales, are certainly dethroning Reason’s imperialism and its
distanced seat of lofty observation. We are invited to learn new ways of being from the
activities and socialities, even the queer sexualities and intra-connectedness of the
very tiniest of physical elements of which we, like all of life, are constituted. In addition
to the politics of the vibrancy of matter, physicist and philosopher of science Karen
Barad challenges what she names ‘representationalism’ that prioritises language over
the matter of which language claims to speak. ‘Why are language and culture granted
their own agency and historicity while matter is figured as passive and immutable, or at
best inherits a potential for change derivatively from language and culture?’®
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Can Arendt speak back to this changing landscape of thought about the Earth, its
matter, and our place(s)? In the Prologue to The Human Condition, she wrote of
an event that she had just witnessed: the first Sputnik launched into space in 1957
and what surprised her in the reactions she observed: ‘The immediate reaction, ex-
pressed on the spur of the moment, was relief about the “first step toward escape
from men’s imprisonment on earth.”®

Seemingly far removed from a contemporary discussion of media and the digital age
with its fascinated surfaces and miniaturised technologies beneath the tips of our
endlessly swiping fingers, Arendt identifies a still pertinent, and paradoxical, relation
between the ‘human condition’ and the technologies that humans have created as
evidence of their ingenuity. Such technologies have been typically compromised by
politically specific, and often military, circumstances of development, while frequently
leading to uses beyond their troubling genesis. The internet was itself propelled by
military research during the 1960s for a distributed computer network whose usage,
however, escaped its genesis to become a commercialised social technology fun-
damental to our current communication systems that changed our modes of social
networking. Identifying fantasies blossoming around technological advances, Arendt
worried over the development of a technological imaginary, in which the products of
socially determined human hands and minds are imagined and then related to as a
means of delivering us precisely from the defining limit(ation)s of ‘the human condi-
tion”. The human and the Earth are represented in such an imaginary as prisons. Is it
possible that we are now witnessing another fantasy of technological transcendence
that accompanies the age of cyber-virtuality? Is that why we need to reconnect with
the defecating worms, with metaphors of organic vitality and reminders of our com-
mon materialities? Yet, against this simplified trend, Arendt asserts that:

the earth is the very quintessence of the human condition, and
earthly nature, for all we know, may be unique in the universe in
providing human beings with a habitat in which they can move and
breathe without effort and without artifice. The human artifice of the
world separates the human existence from all mere animal environ-
ments, but life itself is outside of this artificial world and through life
man remains related to all other living organisms.?

Thank goodness for the creatures of the sea and earth who generate oxygen for us
to breathe.

We are blessed at the moment with a richness of thought about this question of life as
human life in its visible and invisible complexity, which, for Arendt, was political in its
deepest sense, and about the relation of such a human life to other organisms whose
‘life” and liveliness we can now detect at micro levels hitherto unknown due to amazing
forms of technological advance that enable not only the study of vibrant matter (Jane
Bennett again) but of its becoming visible and conceivable. But if we are not again to
‘erect’ a superior form of knowledge of our others called science, aided by technologies
of vision and visualisation, might we gain from fabulation, from story-telling, caught, asin
Isak Dinesen’s version of life, between melody and fantasy: poietic, creative, transforma-
tive? Does contemporary art fallinto the sphere of telling tales about worlds we conceive
but which also live their own stories, indifferent to our presence and our assumption
of singular capacities to know both self and other but too often in hierarchical modes?
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What is the story and who tells it? | am still, intellectually and philosophically, unwilling
to abandon the implications of our discovery of language: the so-called linguistic turn.
| admit it. For me, the double discovery at once of linguistics and of psychoanalysis
made a new politics and a new aesthetics possible. For the latter, reshaped by the
former, language is not, however, a tool of the knowing subject, a grid imperiously im-
posed upon a lively world. Language is a generative structure that forms and decen-
tres us even while it creates, through pronouns and syntax, grammatical illusions for
our own, always partial, agency. It enables a double knowing of ourselves as effects
of its generative structure, but also of our world and its many social forms as well as
productive forces. Language is, moreover, according to Lacan, unconscious. Trying
to know that involves, with Freud’s theory of a psycho-dynamic unconscious, admit-
ting to never knowing who or what we are, or what we are saying, always allowing
ourselves to be other to ourselves at some profound level.

Tears

Our tears are salty. To enter the conversation between art and healing, I turn to the work
of Chilean biologists Francisco Varela and Humberto Maturana, who coined a concept
to define the liveliness of living organisms: autopoiesis. Self-creating might be a transla-
tion. ™Y The cell, for instance, has a system, a structure and boundaries, but through var-
jous exchanges and flows such as energy it produces the very conditions that sustain
it. Ettinger extended this insight and created for/from her practice the idea of copoeisis.
She seeks thereby to imagine, psychically, the ecology of trans-subjective relations be-
tween elements that she names | and non-I (distinct from the binary opposition of | and
not-l). Ettinger creates through language another way of thinking and knowing based
onour potential to transform and be transformed in a copoietic encounter that entangles
the ethical (how we relate to others) and the aesthetic (how we sense-know the world).
She thus also draws on metaphors of energies, of waves, but specifically of connecting
lines: strings and threads that she relates to matrixial copoiesis.

Unconscious transmission and reattunement as well as resonant
copoietic knowledge do not depend on verbal communication,
intentional organization or inter-subjective relationships ... In aes-
thetical working-through the artist transforms time and space of an
encounter-event into matrixial screen and gaze, and offers the other
via com-passionate hospitality an occasion for fascinance.!?

Fascinance proposes a kind of gazing with the world for a duration that encourag-
es transformation to occur at both ends of the string that vibrates between different
partners. Fascinance displaces the idea of seeing as a form of knowing, or vision as
a route to the erotic. Coupling hospitality and compassion, fascinance is a slow be-
ing with, opening towards, a ‘self-fragilising’ responsiveness that allow the aesthet-
ic process to affect us and to shift understanding co-poietically. But how will we be
‘with?>—John Dewey’s question about how ‘public’ groupings of affected and affect-
ing persons form. Is this a possible description of an exhibition conceived to incite a
momentary public of artists and viewers?

Denemeler / Essays 25

A matrixial co-emergence has a healing power, but because of the
transgression of individual boundaries that it initiates and entails,
and because of the self-relinquishment and fragilisation it calls for-
ward, it is also potentially traumatizing. Therefore, to become art-
istic or generate healing, the aesthetical transgression of individual
borderlines (that occurs in any case with or without our awareness
or intention) calls for the awakening of a specific ethical attention
and erotic extension: an artistic generosity ... By aesthetical and
ethical joining-in-differentiating and working-through, a spiritual
knowledge of the Other and the Cosmos is born and revealed. Art-
working and art-works create such knowledge.®

Ettinger’s art-thought-art-working links to saltwater as passage, saltwater as the medi-
um of transport, saltwater as sweaty sign of our bodies’ exertions and tearful signs of
our capacity for affect. If we seek to know more about the life of all on this planet be-
yond an exclusively human-centred perspective, we also need a deeper knowledge
of our capacities for trans-subjective, copoeitic encounters and trans-subjective pas-
sages between Ettinger’s | and non-I. My final thought is this: are we so sure that we
know yet how to live a human condition of our own plurality that is also genuinely able
to pass on a liveable world to those coming after us? What is the role of education —
shared critical reflection —in this transmission?

Education is the point at which we decide whether we love the world
enough to assume responsibility for it and by the same token to save
it from the ruin which, except for renewal, except for the coming

of the new and young, would be inevitable. And education, too, is
where we decide whether we love our children enough not to expel
them from our world, and leave them to their own devices, nor to
strike from their hands their chance of undertaking something new,
something unforeseen by us, but to prepare them in advance for the
task of renewing our common world.*®
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Teosofi, Annie Besant ve Diistince Sekilleri

Bircok inceleme, teosofi*, soyut resmin seyri ve sinestezi** arasindaki iliskiyi
analiz edegeldi. Bu incelemeler arasinda Annie Besant ile Charles Leadbeater’in
soyut Bati sanatinin ilk érneklerinden biri olarak diistiniilebilecek Diistince Sekil-
leri*** (1901), hem ele aldigi konu —dogrudan arzu ve dusiince tarafindan mey-
dana getirilen sekillerin gorsellestiriimesi— hem de bu sekilleri resmetme girisimi
bakimindan tiriiniin miikemmel bir érnegdi olarak derhal géze ¢arpar.

Besant ile Leadbeater’in 6gretisine gore her disiince, insanin Ustiin bedenlerini
olusturan maddede, renk oyunu esliginde bir dizi titresime yol acar (disunceler
saf haldeyse 6zellikle zihinsel bedende; arzu veya duygu halindeyse astral beden-
de). Titresimin itkisi altinda, tUstiin bedenler kendilerinden bir parcayi atarlar; do-
layisiyla bir dustince iki etki yaratabilir: Yayilan bir titresim ve havada dalgalanan
bir sekil: diistince sekli. E§er diusiince sekli, yakindaki herhangi bir zihinsel be-
dende sempatik bir titresim uyandirmayi basarabilirse, o zihinsel beden tarafin-
dan massedilebilir ve bdylece insanin aurasinin genel rengine katkida bulunabilir.
Yazarlarin birlikte calistigi sanatgilar hakkinda ¢ok az sey biliyoruz (Bay Prince,
Bayan MacFarlane ve John Farley, William Blake’in bir arkadasi olan ve ayni adi
taslyan suluboya ressami ve gokbilimcinin yegeni). Yazarlar, kisa makalelerinde,
illistrasyonlarin nasil yapildigini soyle aciklarlar: “Burada verilen her bir diigtin-
ce sekli yasamdan cikariimistir ... bunlar, siradan erkekler ve kadinlar tarafindan
cikarilip atildiklari sirada fiili olarak gozlemlenen sekillerin temsilleridir; ya onlari
bizzat gorenlerin tim dikkati ve sadakatiyle ya da bu taniklarin gérduklerini tarif
ettikleri sanatgilarin yardimiyla yeniden Uretilmistir.”**** Yazarlar diistince sekille-
rini tanimlarken bu fenomene iliskin ti¢ tipoloji tespit ederler: diisiinenin imgesini
yeniden Ureten dusiince sekilleri, maddi nesnelerin sekline biriinen disiinceler
ve butunuyle orijinal bir sekle buriinip kendi etraflarinda topladiklari maddede
kendi dogalarinin igkin niteliklerini ifade eden diistinceler. Yalnizca bu li¢linci tip,
“soyut” distince sekilleri yaratabilir; yazarlar da kitaplarinda bu sekilleri resimle-
meyi se¢cmistir, ¢linkl diger iki tip sadece “portreler veya manzaralar” ortaya ¢ika-
rir. Dolayisiyla duslince sekillerinin daha yaygin ve basit turleri digsarida birakilr,

*Din, dil, irk veya cinsiyet ayrimi yapmadan, dini bilimsel ve felsefi sinirlarin 6tesinde distinmeyi
onceleyen, her din ve inancin hakikatin ancak bir béliimiini tagidigini ileri siiren diistince akimi. Batrda
Teosofi, H. P. Blavatsky ile kurumsallagsmistir. (¢.n.)

**Yunanca kokenli, “birlesik duyum” anlamina gelen sozciik. (¢.n.)

“**Turkgesi: Dr. Annie Besant & Charles Webster Leadbeater, Diistince Sekilleri, ev. Yavuz

Keskin, Ruh ve Madde Yayinlari, istanbul, 1988. “Thought-forms” ifadesinin karsiligi olarak Besant ile
Leadbeater’in kitabinin Ruh ve Madde Yayinlari edisyonunda kullanilan “dustince sekilleri” karsilgi
kullanilabilecegi gibi, 14. istanbul Bienali'nin basliginda da yer bulan “disiince bigimleri” ifadesi de
yeglenebilir. Biz bu kitapta, dogrudan bienal basligina veya Besant ile Leadbeater'in kitabina referans
verilmeyen durumlarda, metinlerdeki “form”a dair vurgularla siireklilik ve olasi karsiliklara agiklik birakma
dusiincesiyle “dustince formlar” olarak kullandik. (e.n.)

****Diistince Sekilleri igindeki gevirisiyle: “... ele aldigimiz diistincelerin her biri de reel hayatta gdzlemlenmis-
tir; bunlar .. erkekler ve kadinlar tarafindan, normal durumdalarken, yansitilmis olan ve de o anda gozlem-
lenmis formlarin resimleridir; hem gériiciilerden ve hem de tarif lizerine gizen sanatgilardan yararlanilimak
suretiyle ve de azami itinayla ve kil kirk yararcasina bir titizlikle elde edilmis kopyalardir.” (a.g.e., s. 32). (e.n.)
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cunkil bunlar geleneksel figlratif cizimden farklilagsmayacaktir.

Bununla birlikte, bir sanat eserinin yaratim sirecinde sanatcl, genelde ilk iki di-
slince sekli tipinden yararlanir gériinmektedir: “Gelecekteki resminin mefhumunu
bicimlendiren bir ressam, bunu kendi zihinsel bedeninin maddesinden insa eder
ve sonra onu dniindeki bosluga yansitir, zihninin gdzi 6niinde tutar ve kopyalar.”
Dolayisiyla sanat her zaman disiince sekillerinin temsil edilmesiyle ilgili olmustur
ve soyut sanatin gelisimi, fiziksel bir kavramin gérsellestiriimesinden ruhsal bir kav-
ramin gorsellestiriimesine gecisi degil, daha ziyade bir diisiince sekli tipini temsil
etmekten bir digerini temsil etmeye dogru bir kaymayi barindirir. Her turli sanat-
sal yaratma eylemi, bir kimsenin dusuinceleri ile Ustiin bedenleri arasinda, alanda
yansiyan ve sonra sanatg¢i tarafindan yeniden (retilen dalgall bir nesnenin olustu-
rulmasini amaglayan bir yankilanma siirecini icerir. Ustiin bedenler gézenekli ve dii-
siince sekillerini massedebilir oldugu igin, Uretilen her zihinsel nesne sanatcgiyla ve
izleyiciyle temas kurabilir; onlarin diigiincesini, dlinyayla iliskilenislerini kesin olarak
tanimlayabilir ve daha nice diistinceleri ve duygulari kendine ¢ekebilir.

Sanat her zaman disiince sekillerinin temsilini icermistir ve bir agidan, bizzat bir
distince seklidir. Bununla birlikte diistince sekilleri, sanat tizerine diistinmek i¢in
bir model olarak kullanilabilir: ikisinde de gercek, imgesel ve simgesel diizeyler i¢
ice orlilmistir ve bizler arzumuzla ne yapacagimiza dair etik bir problemle karsi
karsiyayizdir. Teosofinin sanatlar Gizerindeki etkisi, teosofistlerin cogunun pek de
onem vermedikleri, figuratif ¢izimden soyut ¢izime dogru asamali bir gelisme-
nin 6tesine uzanir. Daha ziyade teosofi, sanatcilarin ve dusindrlerin kendi bas
donddriict sorumluluklarini anlamalari gerektidini savunur: Dusiindigimiiz sey
uzamda titresir ve hareket eder; diger bedenlerin kiyilarina vuran ve hatta onlarin
parcasi haline gelen bir dalgadir o.

Ceviren Miinevver Celik

Pietro Rigolo

Theosophy, Annie Besant and Thought Forms

A number of studies have analysed the relationship between Theosophy, the de-
velopment of abstract painting and synaesthesia. Thought Forms (1901) by Annie
Besant and Charles Leadbeater stands out as a quintessential case study, both for
the topic it addresses — the visualising of forms directly generated by desire and
thought — and its attempt to picture these forms, which can be considered one of
the first examples of abstract Western art.

According to the doctrine of Besant and Leadbeater, every thought gives rise to a
set of vibrations in the matter constituting one’s higher bodies (in the mental body,
if thoughts are especially pure; in the astral body, if they are desires or emotions),
accompanied by a play of colour. Under the impulse of the vibration, higher bodies
throw off a portion of themselves; hence, a thought can produce two effects: a radiat-
ing vibration and a form that fluctuates in the air: the thought-form. If the thought-form
succeeds in awakening sympathetic vibration in any nearby mental body, it can be
absorbed by that mental body, and thus contribute to the general colour of one’s aura.
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We know very little of the artists with whom the authors collaborated (Mr Prince, Ms
MacFarlane and John Varley, nephew of the watercolourist and astronomer of the
same name, a friend of William Blake). In their short essay, the authors explain how the
illustrations were made: ‘every one of the thought-forms here given is drawn from life
... they are representations of forms actually observed as thrown off by ordinary men
and women, and either reproduced with all possible care and fidelity by those who
have seen them, or with the help of artists to whom the seers have described them.’
When describing thought-forms, the authors locate three typologies of the phenome-
non: thought-forms that reproduce the thinker’s image; thoughts that take the form of
material objects; and thoughts that take a totally original form and which express the
inherent qualities of their nature in the matter they gather around themselves. Only this
third class can produce ‘abstract’ thought-forms — those that the authors decide to
illustrate in their book, since the other two classes would merely produce ‘portraits or
landscapes.” Therefore, more common and simple kinds of thought-forms are exclud-
ed, since they would not have differed from traditional figurative drawing.
Nonetheless, the first two classes of thought-forms seem to be those with which the
artist usually works when in the process of creating an artwork: ‘the painter who forms
a conception of his future picture builds it up out of the matter of his mental body, and
then projects it into space in front of him, keeps it before his mind’s eye, and copies
it.” Thus art has always been concerned with representing thought-forms, and the
development of abstract art does not entail a transition from visualising a physical
concept to visualising an ethereal one, but rather a shift from representing one class
of thought-forms to another. Every act of artistic creation involves a process of reso-
nance between one’s thoughts and higher bodies so that a fluctuant object is gener-
ated, which reverberates in the space and is then reproduced by the artist. And since
higher bodies are porous, capable of absorbing thought-forms, every mental object
thatis produced can get in contact with the artist and the viewer and definitively define
their thinking, how they relate to the world, and attract further thoughts and emotions.
Art has always involved the representation of thought-forms and in a certain way, it
is a thought-form itself. At the same time, thought-forms can be used as a model to
think about art: in both of them, indeed, the levels of the real, the imaginary and the
symbolic are knotted together, and we are confronted with the ethical problem of
what to do with our desire. The influence of Theosophy on the arts goes far beyond a
progressive development from figurative to abstract drawing, to which the majority of
theosophists did not pay much attention. Rather, it postulates the necessity for artists
and thinkers to understand their vertiginous responsibilities: what we think vibrates
and moves in space; it is a wave that washes the shores of other bodies, and even
becomes part of them.

Translated by Sara Catenacci
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Beatriz Colomina

X Istu Mahremiyeti

Wilhelm Conrad Réntgen, heniiz kesfettidi X 1sini hakkinda kaleme aldigi, Aralik
1895 tarihli “On a New Kind of Rays, a Preliminary Communication” (Yeni Bir Tir
Isin Uzerine, Giris Bilgisi) adli makalesinde, “bedenlerin X isinlari karsisinda tipki
1sik karsisindaki bulanik ortamlar gibi davrandidi” yeni tir bir saydamliktan s6z
ediyordu. Gériinmeyen isinlar, nesneleri delip gecerek bir ekran tizerinde goriinti
olusturan birer “medya” olarak tanimlaniyordu. Bu ekran esasen, isinlara maruz
kaldiginda floresan isik yansitan ince bir baryum platin siyanit tabakasiyla kaph
bir kagit parcasiydi. Réntgen, bu “floresan ekran” izerinde goérdiikleri karsisinda
hayrete diisti. Bu kaygan, ince ve teknik ylzey, olagan sartlarda sakli kalan i¢ ki-
simlarin en mahrem tanigi gibi davranmaktaydi. Bdylece bitmek tiikkenmek bilme-
yen akislari gdzetleyen sayisiz ekranimizla birlikte halen icinde yasadigimiz, i¢ ve
dis arasindaki klasik iliskiyi altiist eden bir mimari kuruldu.

Roéntgen’in yeni ekrani, yazdigi ilk raporda, “bitiin bedenlerin cok farkl derece-
lerde de olsa ayni saydamlida sahip oldugunu” gésterdi. Dolayisiyla saydamlik,
insan bedeni de dahil olmak Uzere gériiniiste opak bedenlerin bir ézelligidir; bir
etki degildir. X 1sin1 nesneye uygulanan bir sey degildir. Nesne zaten saydamdir
ve Xisinlari sadece nesneyi gérmenize olanak tanir. Artik bitiin diinyanin saydam
oldugu anlasiimaktadir. Kursun icerdigi i¢in paradoksal olarak daha opak olan ca-
min kendisi de dahil, pek cok malzemenin saydamligini inceleyen Rontgen, insan
bedenini arastirdi ve soyle yazdi: “Bir el, floresan ekranin 6niine tutuldugunda,
golge sadece dokulari saran zayif dis hatlarla elin iskeletini belli belirsiz gosterir.”
Esi Bertha Rontgen’in elinin ti¢lincl parmagindaki evlilik yiizigiinii de gdsteren
ve makalesini sunmadan bes giin énce Xsiniile elde edilmis Uinlti imaj, bu hayret
verici kesfin gostergesi ve hatta kaniti olarak sunulur.

Roéntgen’in makalesi muazzam bir cifte tepkiyi tetikledi. Butlin diinyadan bilim in-
sanlari bu fikre kapilarak deneyi tekrarlamaya calisti. Popiiler basin, bu gériintilerin
olasi kullanim alanlari ve anlami hakkinda devasa bir spekdiilasyonun fitilini atesledi.
Gazeteler, gériinmeyen diinya fikriyle ¢alkalandi. Bertha’nin elinin goriintiisii, hem
bilimsel hem de popliler yayinlarda benzer gérintulerin kendi basina bir tir teskil
etmesine kapi araladi. Rontgen’'in makalesi yayimlandiktan hemen sonra kendisi
ve baskalari tarafindan X isini ile sayisiz el goruintiisii olusturuldu. X isiniyla elde
edilmis el goriintlist, yeni bir tir mahrem portreye, ne kadar gegirimsiz goriinirse
go6runsiin mahreme evrilen yeni bir diinya gérusiiniin ikonu haline geldi.

X sini goriintileri, goérsel alani avangard denilen dénemden ¢ok 6nce doniis-
tardd. X 1sini, mistisizme veya spiritualizme hicbir sekilde karsi olmayan yeni bir
tur realizmdi. Réntgen’in kullandigr katot tiipiini gelistiren biliminsani William
Crookes, Fizik Arastirmalari derneginin baskaniydi ve X isininin kesfini izleyen
bir yilicinde, dis yiizeyler yerine bilincin kendisine daha yakin duran ig titresim-
lere dayali yeni bir tir gergceklik duyumu drettiklerini ilan etti. X 1sini, sasirtici bir
hizla diinyayi kasip kavuran optik ve felsefi bir devrimdi. X isiniyla yapilan ilk
ameliyat, kesfin ikinci ayinda ABD’de gerceklesti ve tam donanimli ilk radyoloji
departmani bir yil sonra Glasgow’da kuruldu.

Yirminci yuzyilin baslarinda, mimarlar, tarihgiler ve teorisyenler gériinmez olana
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dair, hala buyik oranda gecerliligini koruyan bitinltkli bir mantik gelistirerek bu
yeni paradigmay! ¢cabucak benimsedi. Yeni medikal ekranlar bugiin yeni mimari
formlar yaratiyor. I¢ ve dig arasindaki iligki, bagka bir dénemegten gegiyor. Yeni
mahremiyet bicimleri ortaya cikiyor.

Ceviren Miinevver Celik
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Beatriz Colomina

X-Ray Intimacy

When Wilhelm Conrad Rontgen published his very recent discovery of X-rays in De-
cember 1895 in an article entitled ‘On a New Kind of Rays, a Preliminary Communi-
cation’, he wrote about a new form of transparency in which ‘bodies behave to the
X-rays as turbid media to light.” The invisible rays are described as a ‘medium’ that
penetrates objects and is revealed on a screen. The screen was actually made
of a piece of paper coated with a thin layer of barium platinum cyanide that glows

(Resim 1) Wilhelm Conrad Réntgen, Bertha Réntgen'in elinin X isini ile elde edilmis goriintiisi, 1896.
(Figure 1) Wilhelm Conrad Rontgen, X-ray of the hand of Bertha Rontgen, 1896.

(Resim 2) Mies van der Rohe, Camdan Gokdelen, Berlin, 1922. © VG Bild-Kunst, Bonn, 2013.
(Figure 2) Mies van der Rohe, Glass Skyscraper, Berlin, 1922. © VG Bild-Kunst, Bonn, 2013.
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fluorescent when exposed to the rays. Rontgen marvels at what he sees through such
a fluorescent screen.” A thin floating technical surface acts as the most intimate wit-
ness to the otherwise hidden interior. An architecture is established that inverts the
classical relationship between inside and outside, an architecture in which we still live,
with our countless screens monitoring endless invisible flows.

Rontgen’s new screen showed, in his first report, that ‘all bodies possess this same
transparency, but in very varying degrees.” Transparency, therefore, is a property of
seemingly opaque bodies, including the human body. It is not an effect. The X-ray is
not something done to an object. The object is already transparent and the X-rays
simply allow you to see it. The whole world is now understood to be transparent.
Having studied the transparency of many materials, including glass itself, which
paradoxically is more opaque because it contains lead, Rontgen looks through
the human body: ‘If the hand be held before the fluorescent screen,” he writes, ‘the
shadow shows the bones darkly, with only faint outlines of the surrounding tissues.’
The famous X-ray image of the hand of his wife, Bertha Rontgen, with her wedding
ring on the third finger, taken five days before he submitted the article, is used as
illustration, even as the proof of the astonishing revelation.

Rontgen’s article stimulated an enormous double reaction. Scientists all around the
world seized on the idea and tried to replicate the experiment. The popular press
ignited huge speculation about the possible uses and meaning of these images.
Newspapers were galvanised by the idea of an invisible world. The image of Ber-
tha’s hand gave way to a whole genre of such images in both scientific and popular
publications. Countless X-ray images of hands were made by Rontgen himself and
others soon after the article was published. The X-ray of the hand had become a
new kind of intimate portrait, and the icon of a new world view, a world view in which
everything, no matter how seemingly impervious, becomes intimate.

X-ray images transformed the visual field long before the so-called avant-garde. The X-ray
was a new kind of realism, which was in no way in opposition to mysticism or spiritualism.
William Crookes, the scientist who developed the cathode tube used by Rontgen, was
the president of the society of Psychical Research and within a year of the discovery of
X-rays he announced that they produced a new sense of reality based not on outer sur-
faces but on inner vibrations, closer to consciousness itself. The X-ray was an optical and
philosophical revolution that swept the world at an astonishing speed. The first surgery
with X-rays was carried out in the USA within two months of the discovery, and the first
fully fledged department of radiology was established in Glasgow within a year.
Architects, historians and theorists quickly absorbed the new paradigm, developing
an entire logic of the invisible in the early decades of the twentieth century that re-
mains largely in place. New medical screens are today creating new forms of archi-
tecture. The relationship between inside and outside is going through another twist.
New forms of intimacy are emerging.
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Boris Groys

Zaman Dalgalart

Zaman nasil dustintlebilir? Bu kadim soru genelde iki tiirlii yanitlanmistir: Geg-
misten gelecede uzanan dodru bir ¢izgi olarak ya da bir daire olarak. Cizgi olarak
zaman, ilerleme olarak, birikim olarak, bir vaat ve onun yerine gelmesi olarak, bir
proje ve onun gerceklesmesi olarak zamandir. Ama bu ayni zamanda bizi ayni
yonde siirekli olarak ilerlememiz igin bastan ¢ikaran seraplari, illiizyonlari yaratan
bir zamandir —g6ziimiizi a¢tigimizda geriye yikintilardan baska bir sey birakma-
yan zaman. Walter Benjamin, bakisini gecmise ceviren ve gelecege sirtini dénen
Tarih Melegi’ni boyle tarif eder. Bu kasvetli bakis agisi, icimizde yeniden-donis
(devrim) yapma arzusu yaratir —¢izgisel zamani sifir noktasina geri dénen bir dai-
reye donustiirme, insan ve doga arasindaki, birey ve toplum arasindaki, zaman ve
mekan arasindaki uyumu yeniden tesis etme arzusu. Ama sonra kendimizi higbir
yere varmamacasina bir dairenin igcinde biteviye kosarken buluruz ve ¢izgisel za-
manin bize sundugu o gelecege acilimi yeniden diislemeye baslariz. Dolayisiyla
cizgisel zaman modeline gére yasadigimiza inandidimiz an dairesel zamani, dai-
resel zaman modeline gére yasarken ise ¢izgisel zamani arzulariz.

Ama gelin okyanus ylizeyindeki bir dalgalar silsilesini hayal edelim. Her dalga-
nin sekli farkli da olsa ayniymis gibi géruindr, ¢iinkii dalgalarin devinim yoriin-
gesi benzerdir. Her dalga sonludur —-baslangicini gérir, devinimini izleyebilir
ve sonunu tahmin edebiliriz. Dalgalarin devinimini izledigimizde, bu devinimin
dairesel degil cizgisel oldugunu gorebiliriz. Ne var ki bu devinimin bir ilerlemeye
yol agacagina dair bir his tagsimayiz: Bir sonraki dalga az ¢ok bir 6ncekine ben-
zer. Dolayisiyla dalgalar, 6zdeslik ve fark terimleriyle yapilacak her tiirli tanimla-
madan kactiklari gibi, dalgalarin devinimi de ¢izgisellik ve dairesellik terimleriy-
le yapilacak her tiirli tanimlamadan kacar.

Simdi, en dogrudan, gilindelik varolus diizeyimizde zamani tam da -bir ¢izgi ola-
rak degil, ama bir daire olarak da degil- bir dalga silsilesi gibi deneyimledigimizi
one surmek istiyorum. Kendimizi, tarihe belli bir dissal, metafizik ya da bilimsel
bakis agisindan bakabilirmis gibi tasavvur ettigimizde, her seyi degistirmis olan
tarihsel olaylari —ardindan higbir seyin eskisi gibi olmadigi o baslangiglari, bitis-
leri ve doénlim noktalarini- teshis ettigimizi diistiniiriiz. Bu ylizden de tarihin bi-
tunuind dogru bir ¢izgi ya da bir daire olarak gordigiimiize inaniriz. Oysa tarihin
devinimi iginde yasarken, olaylar dalgalar gibi deneyimleriz. Bize yaklastiklarini
gordugumiizde, bu dalgalarin basimizin izerinden akip gectikten sonra —bir son-
raki dalga gelene kadar- yitip gitmelerini bekleriz daima. Bu yiizden her tarihsel
dalga bize butiin 6teki dalgalar gibi gériinmeye baslar. Sekli farkl olabilir ama
yoriingesi aynidir —kendisinden énceki ve sonraki her dalga kadar gegicidir o da.

Ceviren Miinevver Celik
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Boris Groys

Time Waoves

How does one think time? This ancient question has usually been answered in two
ways: as a direct line leading from the past to the future, or as a circle. Time as a line
is time as progress, as accumulation, as promise and its fulfillment, as a project and its
realisation. But it is also a time that produces illusions, mirages that seduce us to go
further and further in the same direction — leaving ruins in our wake. Itis how Walter Ben-
jamin describes the Angel of History, turning his gaze towards the past and his back to
the future. This desolate view produces in us the desire to make a re-volution — to turn
linear time into a circle that will return to point zero, to restore the harmony between man
and nature, individual and society, time and space. But then we find ourselves endlessly
running in a circle without any outcome, and we begin to dream again of the opening
towards the future that is offered to us by linear time. Thus, when we believe we are living
according to the linear model of time, we yearn for circular time —and vice versa.

But let usimagine a succession of waves on the surface of the ocean. All the waves are
different in shape but they seem the same because the trajectory of their movement
is similar. Every wave is finite — we see its beginning, we can watch its movement, we
can anticipate its end. When we follow the motion of waves we can see that it is not
circular but linear. However, we do not have the feeling that this movement will bring
about any progress: the next wave looks more or less like the previous one. Thus the
waves escape any description in terms of identity and difference, and the movement
of the waves escapes any description in terms of linearity and circularity.

Now, | would argue that on the most immediate, everyday level of our existence we
experience time precisely as a succession of waves —not as a direct line and also not
as a circle. When we imagine ourselves able to look at history from a certain external,
metaphysical or scientific point of view, we believe we are diagnosing the historical
events that have changed everything — the beginnings, the ends and the turning
points, after which nothing is as it was before. And thus we believe we are seeing the
whole of history as a direct line or as a circle. But when we live inside the movement
of history, we experience events as waves. Seeing them approaching us we always
anticipate their disappearance after they have washed over our heads —only to be re-
placed by the next wave. And thus every historical wave begins to look to us like every
other wave. It may be different in shape, but it is similar in its trajectory — as transitory
as every wave before and after it.
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Oznel Degerlendirme

Bas davulun berrakhgini seviyorsun: Ne kulaga ¢arpan bir hissedilebilir bozunma,
ne bir bit orani azalmasi, ne isleme sonrasi asir1 yik, ne de programli modiilasyon
glirliltiissi var. Arkaligi kisa, gri derili bir koltukta dimdik oturuyorsun. iki yaninda
da ayni koltuklardan var, bos ve tozlu, sanki gelip sana eslik edecek birilerini bek-
liyormussun gibi; tam ortada ise Ustl laminat ve demir para biyuklugilinde gizik-
lerle dolu, boyu eninden uzun, bos bir kahve sehpasi.®

ideal gériinen bu dinleme ortamini kolagan ediyorsun: Oturma odasi bilyiikli-
ginde bir trapezoid, yeri kaplayan, kraliyet mavisi hali, Gi¢ metre otuz santimlik
algipan tavan, hi¢ pencere olmamasina karsin duvarlara asili kalin perdeler. Arka
plandaki gurilti varla yok arasi ve her sey tertemiz ve berrak sekilde duyula-
biliyor. Mobilyalar yutuyor ve dagitiyor, tavan yansitiyor, perdeler hoparlérleri
sariyor; esyalarin diizeni ¢inlamayi asgariye indiriyor.

Gecmiste nelere kalkisildigini gérdiin: Cin restoranlarindaki gibi vazolarda yapma
nergisler, 6nceki alti sahibinin kokusunu hala tasiyan, bilek boyunda kalin tuyli
halilar, kullaniimis Lonely Planet gezi rehberleriyle dolu rafiar. Bu odalarin tasari-
mi, laboratuvarda i¢ dekorasyondan her kim sorumluysa onun zevkine ve elindeki
kaynaklara gore degisiklik gdsteriyor diyebilirsin, ama buradaki asil mesele tipik
bir oturma odasi, medya odasi, dinlenme odasi veya bir insan ini simiilasyonu ya-
ratmak. Testin kosullari, her laboratuvarda tekrar edilebilir ve her evde uygulana-
bilir olmak zorunda; uzman dinleyici olan sen ise, sadece organlari olan bir 8lgiim
aleti degil de el Gstiinde tutulan bir misafirmis gibi rahat ettirilmelisin.
Goriinmeyen bir idareci tarafindan sana ug¢ sinyal génderiliyor: seslerden ikisi
referans sesi, sikistirllmamis ses dosyasi; Ui¢lincusil ise —her yénden yaklasmak-
ta olan dalga bicimlerini engellemek i¢in kulaklar plastik tikaglarla kapanmis,
direnci birikmis kulak kiri ve bakterilerle pekismis, dikkati havadaki sesler, oku-
yamadigi mesajlar ve baska tirli gelismeyecek duyularla baltalanmis— ortalama
bir dinleyicinin fark edebilecegi her tir enformasyondan bir algoritmayla arindi-
rilmis olan kodlanmis ses. Yontem geleneksel: Gizli referansl, iki ucu koér, G¢li
uyaran; ABile, A Cile karsilastirilir.

Ses-yeniden Uretim sistemi ve dl¢iim aygitiyla bitiinlesebilmek icin kendini egit-
meye yillarini verdin. Bazen biitiin bir yasamini bu egitimle harcayip harcamadigi-
ni soruyorsun kendine: On bir yasindayken, babanin i¢ burkacak kadar paslanmis
Datsun 510°’unun radyosunda Led Zeppelin'in Black Dog’unu ilk kez dinleyigini
hatirliyorsun; Georgetown Road lizerinde kuzeye, Lexington’dan ¢ikip at giftligi-
ne, yazin haftasonlarinda anne babalarin ¢cocuklarini gétiriip biraktiklari, yizme
havuzlar ve snack barlarin oldugu o tesise dogru giderdiniz. Camlar agikti, za-
man gostergeleri karisiyordu, teyp hurdaya dénmdistl, motorun bogurtisi basi
yutuyordu, tiz notalar, sasiye sikismis bir ¢ali biilbiiliiniin 6lim ¢ani da olabilirdi;
tek duyabildigin hoparlorlerden firlatilan titrek ses kitleleriydi, riizgar kulaklarini
yalayip gectikten sonra arabadan ¢ikan notalari paramparca ediyordu.

Ertesi guin gidip Lep Zeppelin IV kasetini aldin, odana ¢ekildin, kaseti seyyar mu-
zik ¢alarina takip play’e bastin. Kulaga tamamen yanhs geliyordu. Sen tertemiz,
erotik, hatta utandirici bir seyler hatirliyordun: Akademik uzmanligi organizasyon
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adlari olan babanin goézlerine sarki bittikten ancak on bes dakika sonra bakabil-
din, goriindr bir ¢ikintt durumunda burusuk sortunu 6rtebilecek Cincinatti Reds
sapkani kucagina aldin. Mest edici distorte gitar sesini, titrek iniltileri ve ¢inlayan
zilleri fena halde geri istiyordun. Sarki artik cansiz degildi belki ama gergek de-
Gilmis gibi geliyordu. Bir giin 6nce baska bir galaksiden sinyal almistin; simdi ise
dinleyen herkeste ve her zaman belli bir etki yaratmak tizere manipiile edilmis ve
sonra bir saklama ortamina aktarilmis olan, havadan yakalanan titresimlerden
ibaret oldugunu fark ettigin bir kaydi dinlemekteydin.

O yazin buyuk bir kismini sesler ve onlari ¢alan sistemleri kendince ayirt etmeye
calisarak gegirdin. Black Dog'u plaktan, kasetten, eight-track’ten*, miizik kutularin-
dan, kulakliklardan, hi-fi sistemlerden, araba teyplerinden dinledin. Korsan konser
kayitlarina ulasmayi basardin. Tinilar tizerine —riff degil, kaydedilmis ses olarak riff’in
nesnel nitelikleri izerine- bir siirli not aldin ve dagarcigindaki tim sifatlar hemen
tuketiverdin. Komsularin canini epey sikmak pahasina, babanin Fender Deluxe Twin
Reverb amfisini kullanarak Black Dog'u gitarda ¢almayi 6grendin. Belli kayitlarin
seslerini gitarinla, belli kayitlarin seslerini ise bagka kayitlarla yarstirabilmek umu-
duyla bir kompresor, bir ekolayzer, bir pre amfi, bir peak limiter vesaire alabilmek igin
odung aldin, dilendin, ¢im bictin, ta ki en rasgele ve en genc isi olanindan psiko-a-
kustik bir deneye kendini tamamen kaptirana kadar, ta ki annenin dedigi ve babanin
aktardig gibi, “adeta siska bir oglan cocugunun bedeninde tutsak kalmis, obsesif,
anti-sosyal, orta yas bir teknoloji delisi” gibi goriinmeye baslayana kadar.

O guinlerden sonra, genclik coskularinla da ilgisi olan, patronunun o “isitsel virttioz-
lik” dedigi seye kavustun. Bir duvari kaplayan Marshall yiginlariyla yiikseltiimis bir
glic akoru olayina ve bedeninle bir anligina birlesen o baski dalgalarinin verdigi
duyguya kilitlendigin kadar, o sesin ve o deneyimin yeniden uretilebilmesinin farkl
yollarina da kilitlenmis haldeydin. Yani son otuz yildir bir laboratuvara kapanmis falan
degilsin, ama yine de aralarinda sadece yarim kilohertz olan iki tonu ve titresen bir
ses perdesi ile tek bir tonu birbirinden ayirt edebilmek gibi essiz bir yetenegde sahip-
sin. Ses Miihendisligi Dernegi (Audio Engineering Society) sayesinde dinleme-testi
ortamina aliskinsin ve isitmeyle ilgili hakim matematiksel modellere de asinasin. Su
noktada, senin, verili bir ses sekansina dair derecelemesi, giinden giine, haftadan
haftaya neredeyse hi¢ sasmayan, hayli kalibre birinsan 6lger oldugunu séylemek ha-
dsizlik olmaz. Sessiz sessiz kikirdiyorsun: Annen baban olsa seninle gurur duyardi.
Seslerin goriiniste keyfi dizilimine odaklaniyorsun: borulu ¢anlarda ¢alinan melo-
dik bir ciimle, Handel’in bir org motifi, saksafonla ¢alinan bir arpe;j.

Bu iki saatlik test, MP3’lin yerini almasi diistiniilen bu yeni algisal kodlayici kimbilir
kag¢ tane daha uzman dinleyicinin degerlendirmesinden gegerken, gelecek haftalar
boyunca tekrarlanacak. Dinlerken, dijital sesi sikistiran programin algilanabilir yapay-
liklar Uretip tretmedigini belirlemeye ¢alisirken Gstiinde tarihin agirhgini hissetmen
gerekmez mi? Ote yandan, diger uzmanlarin da tipki bunun gibi bir odada oturup
oturmadigini, her biri bir laboratuvar faresi gibi —yoksa laboravutar sigani mi?— ayni
uyarana maruz kalinca ayni tepkileri sergileyip sergilemediklerini merak ediyorsun.
Calismakta olan kodeki duyabilmek icin kendini zorluyorsun. Bunun Ses Kalite-
si Dederlendirme Materyali (Sound Quality Assessment Material), yani on yillar
once Avrupa Yayin Birligi tarafindan bu “6znel testleri” uygulayabilmek amaciyla
*1960’larin ortalarindan 1980’lerin basina kadar yaygin olan, sekiz ize bolinmus manyetik bant
teknolojisi. (¢.n.)
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yayinlanan ve birkag yil arayla gilincellenen bir kayit dizisi olup olmadigini dusi-
niiyorsun. Kenetleme sinyalleri, yapay sinyaller, tekil enstriimanlar, orkestra, pop
miuizik; zayiflamayi, értisme bozulmasini, isleme sonrasi asiri yiki bulmak icin
dinle. Bunun 6znel test turiuniin klasik, temel kaydi olabilecegi diisiincesi seni
gllduriiyor. Soyle bir degerlendirme hayal ediyorsun: “Bu ajansin insan isitimine
dair evrensel bir model olusturabilme ¢abasinin doruk noktasi.”

Zihnini tek bir s6zcuge odakliyorsun: Tirmalayici. Bu i¢ sinyalde algilanabilir
farkliliklar var mi? Ne kadar tirmalayicilar? Elinde, duygulanimsal alani, “algila-
namaz”dan “asiri tirmalayici”ya uzanan elli tirmalayicilik derecesine gore sinif-
landiran bes degerli bir 6lcek var.

Uzman dinleyiciler kadrosunu olusturan pek ¢ok miihendis ve ses cihazi merakli-
s1 gibi sen de beyaz, orta sinif bir erkeksin. Led Zeppelin'i yadsimis degilsin, ama
zevklerin simdi King Crimson, Frank Zappa, Mastodon, Dead Moon’a dogru kayiyor.
Gosterigsiz ve masrafsiz bir bicimde, analog donanimlar kullanilarak yapilan kayitla-
r, 6zellikle bu amag icin olan bir odadaki tamamen kalibre sisteminde ¢calmak senin
icin bir tutku. Tim aygiti baypas etmek, grup ¢aldigi sirada orada mevcut olabilmek
gibi bir fantezi degil aradigin; kaydi ilk defa duymanin, stiidyo ile hoparlérler arasin-
daki, bir telin otuz yil dnceki titresimi ile kokleanin bugiin bir dalga formu tarafindan
uyarilmasi arasindaki o alanda kaybolma deneyimini tatmak istiyorsun.

Realizmin, ikisi arasindaki mesafe hakkinda sdylenecek higbir sey yokmuscasi-
na Uretim ile yeniden Uretimi ortlistirmenin pesinden kosan giincel albiimlerin
¢ogunu tirmalayici bulduguna siiphe yok. Su siralar Gana highlife mizigi, Cavali
Gamelan topluluklari ve Osmanli klasik miizigi ilgini ¢ekiyor —daha énce bu form-
larla pek ilgilenmemistin, ama onlari disko ya da Beethoven igin tasarlanmis for-
matlarda dinlemistin sadece. Birkag yil nce New York’ta bir metro istasyonunda
beklerken, Cin kemanini hissizce ¢calmakta olan o yash adami hatirliyorsun; eski
pliski yayiyla tek bir teliileri geri, ileri geri tirmiklayisi, pash metalin aglamasi gibi
bir melodi... O ses her ne kadar hi¢ kayip vermeden kaydedilebilse de, en azindan
“biraz tirmalayici” olduguna hikmederdin. Performansin niteliklerinin sikistirma
algoritmasi icinde kayboldugu daha az deg@erli dosyayi tercih edebilirsin.

Peki ya simdi Pekin'de, Handel'in org miizigi hakkinda neredeyse ayni seyleri dii-
siinen bir uzman dinleyici varsa? Yok —elbette bu testleri Cin'de ya da Hindistan'da
yapmiyorlar, ¢iinkii daha énce boyle bir seyi hi¢ duymadin. Peki ama Hint ragala-
rinin pes seslerini kusursuzca yeniden Uretebilecek bir kodek de diizenlenemez
mi? Ragalarla hig isin olmasa da, o mithendis zihninden bunun nasil yapilabilece-
giyle ilgili diistiinceler gegiyor.

Sunu unutuyorsun: Kusursuzluk istenmiyor. istenen, aslina sadik kalmanin ve
bozunmanin, mevcudiyet ve yabancilasmanin diizgln bir karisimi. Kitiphanede
yanhslikla ses mihendisligiyle ilgili elkitaplari ve teknik ¢alismalarin iginde arsiv-
lenmis, yiiksek lisanstayken rastgeldigin, besteci John Philip Sousa’nin 1906 ta-
rihli “Mekanik Miizik Tehlikesi” baslkl makalesini hatirliyorsun. Sousa, “konserve
miizigin dahi tedarikgisi, sporcuyu, silahi ve sopasiyla, ¢adiri ve kanosuyla sessiz
yerlere giderken, atesin basinda oturdugunda ona sarki sdylemesi igin yanina
birka¢ disk, manivela ve cark almaya —bir alabalik deresinin yaninda konserve
somon bulundurmak gibi keyifsiz ve sa¢gma bir diisiince— israrla tesvik ettigi” icin
geleneksel acgik hava etkinliklerinin —kamp atesinin basinda kardesce hikayeler
anlatmak ve sarkilar sdylemek- yozlasmasina hayiflaniyordu.

Epeydir de kamp yapmadim diye diistinliyorsun. Kamp yapmayi seviyor muyum ki?
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Ates basinda ne tir mizik dinlerim ve kimlerle? Hi¢ kamp atesi muzigim var mi?
Sdyleyen baskalari da varsa belki sarki sdylerdim. Bir anda, Pablo de Sarasate’nin
bir bestesini calan bir ispanyol gitarindan gelen tanidik melodiyle sarsiliyorsun.
Hatali dosya sikistirmanin alametifarikasi olan, tinidaki hafif bozulmalari dinliyorsun.
Su an herhangi bir fark hissedemiyorsun —ama belki on yil ya da otuz yil sonra hisse-
debileceksin ve o zaman yalnizca kodeki duyacaksin. Bunun bazen standartlar igin
de gecerli oldugunu duymustun: ilk basta hic fark edilemeyen, sonraki bir asamada
ise korkung derecede belirginlesen bir sey; tipki gdmlegin ustiinde onu bir daha
giyilemeyecek hale getiren kiciiclik bir leke gibi. Lekelerden nefret ediyorsun. Bir
sonraki sinyal, Ingiliz bir adamin sesi, sana Devlet Okulu Ingilizcesi gibi gelen, tuhaf
bicimde 6l¢uli bir diksiyon. Kesinlikle algilanabilir. Ama ne kadar tirmalayici?
Koltugunun lambanin altinda parlayan kollarini fark ediyorsun: Bu duvarlarin ar-
kasindaki birileri, bir értliyli dezenfektanla kapliyor ve testlerin arasinda avug igi
terinin yaptigi havuzlar ovalayarak bir 6nceki dinleyicinin izlerini siliyor olmali.
Testler bittiginde, aldigin notlarin ortalamanin epey uzaginda kalacagindan en-
diseleniyorsun, ki bu durumda degerlendirme disi bile kalabilirler. Bugiinlerde
ozellikle de genclerin 128K MP3 sesine duydugu istah seni ¢ileden ¢ikariyor.
Koltuk kollari ovalanirken resepsiyonda bekledin. Janet adinda bir kadin tarafin-
dan karsilandin. Bir uydu radyo kanali galiyordu; sikistirmadan, ani ¢ikis ve inigleri
azaltan, duzligl vurgulayan, ayni havanin surekliligini saglamaya calisan tescilli
formattan anlayabiliyordun. Calmakta olan sarkiyi ancak simdi bilingli bir sekil-
de taniyabiliyorsun: Led Zeppelin'in Black Dog’unun a cappella dizelerinin bas-
la-dur’'una ilham vermis, sesi adeta merhem katilmis bir kum batagina gevrilmis
Fleetwood Mac’in Oh Well'i. Uzman dinleyiciler nesiller boyu bu gibi giiliing taklit-
ler karsisinda kiiplere bindi, bunlari protesto etti, ama sonugcta insanlar igin ince-
ligin hi¢ 6nemi yok; Bang & Olufsen kadar Sirius FM’i de, truffle kadar marshmal-
low’u da tercih edebiliyorlar. 1956’da Ohio State University’de bir arastirmacinin,
bir kisim 6grenciyi en muhtesem hi-fi sisteminde birka¢ albim dinlemeye davet
edisi aklina geliyor. Peki sonra ne oldu, bu 6grenciler kendi berbat hoparlérlerini
ve bu hoparlérlerde o kadar siddet gerektirmeden yeniden Uretilebilecek o sinirl
muzik tirlerini tercih ettiklerini sdylediler.

Frekans bantiyla sinirli pembe giiriiltiniin sesine odaklaniyorsun. Digerleri gibi
mi notlandinimalisin? Peki ya hakikaten daha Ustiinsen? Ya diger hicbir dinleyi-
cinin duyamadig), stereofonik imgedeki o defolari teshis edebiliyorsan? Alginin
keskinligi yiiziinden cezalandirilman mi lazim?

Bu antiseptik odanin icinde olmak, pembe gurtltlyl ve bas davullari ve orglari
ve saksafonlari dinlemek, diinyadan kopmus bir halde, sesin kulaga nasil gel-
mesi gerektigini cézmeye calismak, teknolojiyi test etmek tuhaf diye diisiinu-
yorsun -yoksa aslinda teknoloji mi seni test ediyor?

Seslerin dizilimine geri doniyorsun.

Bu melodiyi, bu ritmi taniyorsun: Abba’'nin The Visitors’. Ama mizigi farkh ha-
tiriyorsun. Sarkinin, marketin yanindaki otoparka park etmis bir arabanin rad-
yosunda ya da bilardo oynamay! 6grenemedigin siralar bir muzik kutusunda
caldigini hatirhyorsun. Dinliyorsun.

O kadar da uzun olmayan bir zaman dnce, artik kiif kokan eski plski seyleri atti-
gin sirada, o arabada veya o muzik kutusunun basindayken yaninda olan birinin
sana 1985’te verdigi master teybi buldugunu hatirliyorsun. Tekrar dinliyorsun.

O sarkinin o deneyimlenisinin —senin onu deneyimleyisinin- on yillar, ytzyillar

Denemeler / Essays 39

boyunca kopyalanip elden ele dolastigini hayal ediyorsun; her deneyim mevcut
ses-yeniden uretimi teknolojilerinden daha da uzak, her dosya simdi ve o zaman
arasindaki ucurumu daha da keskin bigcimde anlatabiliyor. Tekrar dinliyorsun.
Eksik bilgiyi bulmaya, sarkiyi degil algoritmay dinlemeye ugrasiyorsun. Tekrar
dinliyorsun.

Ceviren Miinevver Celik

Alexander Provan

Subjective Assessment

You admire the clarity of the bass drum: no noticeable aliasing distortion, bit-rate
reduction, overload-after-processing, programme-modulated noise etc. You sit
upright in a grey leather armchair with a low back. Identical armchairs, empty and
dusty, are positioned on either side of yours, as if you're awaiting company, and at
the point exactly between them is a bare, oblong coffee table with a laminate surface
and several coin-sized scratches.”

You survey the listening environment, which seems to be ideal: a trapezoid the size of a
typicalliving room, royal blue carpet covering the floor, eleven-foot drywall ceiling, opaque
curtains hanging from the walls, despite the absence of windows. Everything sounds
clean and clear, with negligible background noise. The furniture absorbs and diffuses, the
ceiling reflects, the curtains shroud the speakers, the layout minimises reverberation.
You've seen liberties taken in the past: fake daffodils in Chinese-restaurant vases,
ankle-high shag-pile carpets retaining the scent of their previous six owners, book-
shelves stocked with used Lonely Planet guides. The design of these rooms var-
ies, you suppose, depending on the tastes and resources of whomever at the lab
is responsible for the interior decorating, but the point is to simulate a typical living
room, media room, recreation room, man cave etc. The conditions of the test have to
be repeatable in every lab and applicable in every home and you, the expert listener,
must be made to feel at ease, as if you're a cherished guest and not just a measure-
ment device with organs.

You're subjected, by an unseen administrator, to three signals: two of the sounds are
the reference audio, the uncompressed file; one is the coded audio, from which an
algorithm has stripped any information that the average listener — ears stuffed with
plastic bulbs so as to block the wave forms approaching from all directions, defences
fortified by the accumulated wax and bacteria, attention sapped by ambulances
and unread messages, faculties otherwise underdeveloped - is likely to notice.
This method is conventional: double-blind, triple-stimulus, with hidden reference;
A compared to B, A compared to C.

You've spent years training to fully integrate yourself into the sound-reproduction sys-
tem and measurement apparatus. Sometimes you wonder if you haven't spent your
whole life in training: you remember when, at the age of eleven, you first heard Led
Zeppelin's Black Dog on the radio of your father’s grievously rusted Datsun 510; you
were driving north on Georgetown Road, out of Lexington and into horse country, to-
wards the complex of swimming pools and snack bars where parents planted children
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on summer weekends. The windows were open, the time signature was confounding,
the stereo was junk, the bass was absorbed by the bellowing engine, the high notes
might as well have been the death knell of a warbler trapped in the undercarriage; all
you could hear were trembling masses of sound being catapulted out of the speakers,
the wind tearing away at the notes as they rushed past your ears and out of the car.
The next day you purchased the album, Led Zeppelin IV, on cassette, retreated to your
room, inserted the tape into your boombox, and pressed play. It was all wrong. You
remembered something immaculate, erotic, even embarrassing: for fifteen minutes
after the song ended, you hadn't been able to make eye contact with your father,
whose academic domain was organisational networks, and you'd casually placed
your Cincinnati Reds hat on your lap, shielding your ruffled swim shorts in case of any
visible protrusion. You wanted badly to recover the rapturous sound of overdriven gui-
tar, tremulous moans and pealing cymbals. But the song now seemed — perhaps not
lifeless, but not real. The day before, you'd received a transmission from another gal-
axy, and now you were just listening to a recording, which you realised was, basically,
vibrations captured from the air, precisely manipulated to have a particular effect on
every listener, every time, and then transferred onto storage media.

You spent much of that summer trying, in your own way, to distinguish between sounds
and the systems through which they were played. You listened to Black Dog on vinyl,
cassette, eight-track; on jukeboxes, headphones, hi-fi systems, car stereos. You got
your hands on bootleg concert recordings. You took copious notes concerning tim-
bre — not the riff, but the objective qualities of the riff as recorded sound — and soon
exhausted your supply of adjectives. You learned to play Black Dog on guitar, utilising
your father's Fender Deluxe Twin Reverb Amp, much to the chagrin of the neighbours.
With the hope of emulating the sound of certain recordings with your guitar, and of
emulating the sound of certain recordings with other recordings, you borrowed and
begged and mowed lawns in order to acquire a compressor, an equaliser, a preamp,
a peak limiter, and so on, until you were completely engrossed in the most haphazard
and teenage brand of psychoacoustic experimentation, until you started to appear, in
the words of your mother, as communicated by your father, like ‘an obsessive, antiso-
cial, middle-aged gear-head trapped in a skinny little boy’s body’.

Since then, you've come to possess what your employer calls ‘auditory virtuosity’,
which has something to do with your youthful enthusiasms: you became as fixated on
the phenomenon of a power chord being amplified by a wall of Marshall stacks and
the sensation of those pressure waves momentarily merging with your body as on the
various ways in which that sound and that experience might be reproduced. Which is
to say that you haven't been trapped in a lab for the past thirty years, and yet you have
an exceptional ability to distinguish between two tones that are merely half a kilohertz
apart, and between a wavering pitch and a single tone. Thanks to the Audio Engineer-
ing Society, you're accustomed to the listening-test environment and familiar with the
prevailing mathematical models of hearing. It wouldn't be arrogant to claim that you
are, at this point, an extensively calibrated human meter, whose rating of a given audio
sequence will hardly deviate from day to day, week to week. You chuckle under your
breath: your parents would have been so proud.

You concentrate on the seemingly arbitrary procession of sounds: a melodious phrase
rung by tubular bells, an organ riff by Handel, an arpeggio played by a saxophone.
This two-hour test will be repeated over and over again in the coming weeks, as how-
ever many other expert listeners evaluate this new perceptual coder, which is meant to
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supplant the MP3. Shouldn't you feel something like the weight of history as you listen,
as you determine whether the programme’s compression of digital audio produces
perceptible artifacts? On the other hand, you wonder if the other experts are sitting
in rooms exactly like this one, being exposed to the same stimuli and exhibiting the
same responses, like so many lab mice — oris it lab rats?

You strain to hear the codec at work. You wonder if this is Sound Quality Assessment Mate-
rial, a set of recordings released decades ago by the European Broadcasting Union for the
purpose of conducting these ‘subjective tests’, and updated every few years. Alignment
signals, artificial signals, single instruments, orchestra, pop music; listen for attenuation,
aliasing distortion, overload after processing. You smile at the thought of this being the
classic, essential record of the subjective test genre. You imagine a review: ‘The pinnacle
of this agency’s efforts to establish a universal model for human hearing.’

You focus your mind on a single word: annoying. Are there perceptible differences
in the three signals? How annoying are they? You're equipped with a five-point scale
that charts the affective domain via fifty gradations of annoyance, from ‘impercepti-
ble’ to ‘Very Annoying’.

You are, like most of the engineers and audiophiles who fill the ranks of expert lis-
teners, white, middle-class and male. You haven't disavowed Led Zeppelin, but your
tastes now tend towards King Crimson, Frank Zappa, Mastodon, Dead Moon. You
have a penchant for playing records made without pretension or expense, using an-
alogue equipment, on your precisely calibrated system, in a room especially outfitted
forthe purpose. What you seek is not some fantasy of bypassing the whole apparatus,
of being present as the band plays, but rather the experience of hearing the record-
ing for the first time, and of getting lost in that territory between the studio and your
speakers, between the vibration of a string thirty years ago and the stimulation of your
cochlea by a wave form today.

Admittedly, you find most contemporary recordings annoying in their pursuit of real-
ism, the convergence of production and reproduction, as if there’s nothing to be said
for the distance between the two. Now you wonder about Ghanaian Highlife and Ja-
vanese gamelan ensembles and Ottoman classical music — you've never cared much
for these forms, but you've only experienced them via formats designed for disco and
Beethoven. You remember waiting some years ago in a subway station in New York as
an old man impassively played the Chinese violin, raking his threadbare bow across
the single string, back and forth, back and forth, the melody like the weeping of rusted
metal. No matter how lossless the recording of that sound, you would judge it to be
‘Slightly Annoying’ at least. You might prefer the inferior file, in which characteristics of
the performance are lost to the compression algorithm.

What if there’s an expert listener in Beijing right now thinking pretty much the same
thing about Handel's organ music? No — they surely don’t do these tests in China or
India, since you've never heard of such a thing. But couldn’t a codec just as well be en-
gineered to perfectly reproduce the microtonal drones of Indian ragas? You wonder, in
your engineer’s mind, how this might be done, no matter that ragas are not your thing.
You're forgetting: perfection is not wanted. What is wanted is the proper mix of fidelity
and degradation, of presence and alienation. You remember composer John Philip
Sousa’s 1906 essay The Menace of Mechanical Music’, which you happened upon
during graduate school, in the library, mistakenly filed amongst the audio engineer-
ing manuals and technical studies. Sousa lamented the corruption of the traditional
outdoors experience — fraternal storytelling and singing by the campfire — due to the
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fact that ‘the ingenious purveyor of canned music is urging the sportsman, on his way
to the silent places with gun and rod, tent and canoe, to take with him some disks,
cranks, and cogs to sing to him as he sits by the firelight, a thought as unhappy and
incongruous as canned salmon by a trout brook.’

Camping, you think — haven't done that in a while. Do | even like camping? What kind
of music would | listen to by the fire, and with whom? Do | have any campfire music?
Maybe I'd sing if others were there, singing. Suddenly you're jarred by a familiar melo-
dy, a Spanish guitar playing a composition by Pablo de Sarasate.

You listen for slight distortions of timbre, the hallmark of faulty compression. You don't
notice any difference now — but maybe you will in ten years, or thirty, and then you
won't be able to hear anything but the codec. You've heard this is how it sometimes
goes with standards: undetectable at first, terribly conspicuous at some later stage,
like @ minuscule stain on a shirt that renders the garment unwearable. You loathe
stains. Next signal, the voice of a British man, what you imagine to be Public School
English, grotesquely deliberate diction. Definitely perceptible. But how annoying?
You notice the armrests of your chair glinting beneath the lamplight: someone be-
yond these walls must coat a cloth with disinfectant and scrub away the pools of palm
sweat between each test, erasing the presence of the previous listener. You worry
that, when the test ends, your grades will stray too far from the mean, in which case
they might be excluded. You find today’s appetite, especially among the youth, for
128K MP3 audio to be infuriating.

You waited in the reception area while the armrests were being scrubbed. You were
greeted by a woman named Janet. A satellite radio station was playing, you could tell
from the compression, a proprietary format that reduces spikes and valleys, empha-
sises evenness, strives for mood continuity. Only now do you consciously recognise
the song that was playing: Fleetwood Mac’s Oh Well, inspiration for the start-stop
a-cappella verses of Led Zeppelin's Black Dog, made to sound like pomade-infused
quicksand. Generations of expert listeners have registered their annoyance, protest-
ed against such travesties, but ultimately people have no regard for refinement; they’d
just as well choose Sirius FM as Bang & Olufsen, marshmallows as truffles. In 1956,
you remember, a researcher invited a number of students at Ohio State University to
listen to some records on the most exquisite hi-fi system. Afterwards, they said they
preferred their own abominable speakers and the limited genres of music that could
be reproduced by those speakers without so much violence.

You concentrate on the sound of band-limited pink noise. Should you grade as oth-
ers might grade? But what if you are, in fact, excelling? What if you're identifying
flaws in the stereophonic image that no other listener can hear? Should you be pun-
ished for the acuteness of your perception?

It's strange, you think, to be in this antiseptic chamber, listening to pink noise and bass
drums and organs and saxophones, shut off from the world, trying to figure out what
sound should sound like, testing the technology — or is the technology testing you?
You return to the procession of sounds.

You recognise this melody, this beat: The Visitors, by Abba. But you remember the
music differently. You remember the song playing from the radio of a car parked in a
lot by the grocery store, or from a jukebox as you failed to learn to play pool. You listen.
You remember, not so long ago, throwing away some boxes of musty old things and
coming across a mixtape given to you in 1985 by someone who'd been with you in that
car, or by that jukebox. You listen again.
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You envision that experience — your experience — of that song being copied and
passed from hand to hand for decades, centuries, each experience being further out
of step with the available audio-reproduction technologies, each file more incisively
describing the gulf between now and then. You listen again.

You struggle to listen not to the song but to the algorithm, to identify the missing infor-
mation. You listen again.

Notlar/Notes

(1) Busenaryo, tiim dijital medyalarin altinda yatan ve MP3, AIFF ve MOV gibi tescilli ses ve
video dosyasi formatlarinda ifade bulan sikistirma algoritmalarini iyilestirmeyi amaglayan
bir testten gecgen “uzman dinleyici”yi anlatmaktadir. Sesin kulaga nasil geldigini ve imajlarin
nasil goriinduigiini belirleyen bu testlerin parametreleri, teknolojik stireclerin ve tiriinlerin
standartlastinimasi igin galisan uluslararasi kuruluslar tarafindan tayin edilir. Dinleme testi, uzman
dinleyiciyi ses-yeniden Uretim aygitina dahil edecek bigimde tasarlanmistir ve sonugta ortaya
cikan dosya formati, dinleyicinin 6znel ses deneyimini evrensellestirir. Bu anlati moddilerdir ve
sunuldugu ya da yayinlandigi yere bagh olarak degisiklige ugratilacak sekilde dustntlmustir;
canli olarak sunuldugunda sesli okunur ve bu okumaya bir ses calismasi eslik eder; bu ¢alisma
blyiik oranda, metin icinde siralanan, kimisi dinleme testlerinde tipik olarak kullanilan ve kimisi
de dinleyicinin anilariyla zihin akislarinin bir ifadesi olan ses dosyalari dizisinden olusur.
This scenario describes an ‘expert listener’ undergoing a test meant to refine the compression algo-
rithms that underlie all digital media, and that are expressed in proprietary audio and video file formats
such as MP3, AIFF and MOV. The parameters of these tests, which determine what sound sounds like
and what images look like, are established by international agencies devoted to the standardisation of
technological processes and products. The listening test is designed to incorporate the expert listener
into the audio-reproduction apparatus, and the ensuing file format universalises the listener’s subjective
experience of sound. This narrative is modular, and is meant to be altered according to the site of
presentation or publication; when presented live, it is read aloud and accompanied by a sound work
that consists largely of the series of audio files listed within the text, some of which are characteristic of
listening tests and some of which are expressions of the listener's memories and wandering mind.



Andrew Yang
Biteviye Titresim \/\/\)\/\\\\\)\\\\\\\\\\\ VIV

“Hayat bir dalgadir, varolusunun ardil herhangiiki aninda ayni pargaciklardan olusmayan.”®
Evrende dalgalardan daha sik rastlanan bir sey yoktur. Suda yiizerken, baska herhangi
bir parcacik gibi sizi yiikselten ve alcaltan bir dalga gelip geger. Klasik fizik bunu, hakim
oldugu, deforme ettigi ve sonrasinda terk ettigi bir tasiyicidan akmakta olan enerjinin bir
calkantisi, bir salinimi olarak agiklar. Oteki taraftan kuantum mekanidi, elektrondan sokak
kedisine kadar her seyin uzamdaki olasiliga iliskin bir dalga fonksiyonu olarak tanimlana-
bilecegini ortaya koyar.®’ Béylece dalga teorisi, bariz seylerden ziyade gegici dinamiklere
dair bir gergeklik dne siirer. Bunun dogru olabilecedi kadar yanlis da olabilecedini biliyoruz.
“Dalgalar zihninizde saniyenin binde biri hizinda semboller yayar” sozciklerini okudugu-
nuzanda, dalgalar zihninizde saniyenin binde biri hizinda semboller yayacaktir. Fizyologlar,
belli bir diizeni olan iyon vuruslarinin gézlerinizin ardindaki sinir aglarini etkinlestirdigini,
bdylece “yayma”, “dalgalar” ve “semboller” kavramlarinin, iginizde bir tiir coklu-imgesel-a-
kis olarak ortaya ¢iktigini bilir. Sézcuiklerin yiiksek sesli ifadesi bir bagka kisinin kulagina
calindiginda, onda da sembollerin saniyenin binde biri hizinda birbirini izledigi benzer bir
yayilimi yaratabilecek (((titresen))) ((hava)) dalgaciklari ortaya ¢ikaracaktir. Daha gz veya
kulaklara, hatta “benim” diyebilecegimiz bir bedene sahip olmadan 6nce, zengin, kirmizi,
tuzlu bir su kesintisiz bir ritimle her yerimizde dolanmaya baslar. “Duyu nitelikleri anlam
tastyicilanidir; fakat mal tasiyan araglar gibi dedil, heniiz organizmasinin bir pargasiyken
bebegini tasimakta olan bir anne gibi.”® Diger biitiin yaratiklar gibi biz de dalgalarla dolu
ve dalgalarin poliharmonik miriltisiyla yikanan, yankilanan kaplardan ibaretiz.

Dalga bir calkantidir; dalgalar merkezden ¢epere kadar topyekdn bir ¢alkantiya yol
acar. Bunun, okyanus ortamindan akip o 6gutiicii dalga tepeleriyle insanlarin kiyila-
rina vuran dev tsunamiler icin gegerli oldugunu biliyoruz. Tuzlu su her yerdedir. Or-
tam [medium] s6zcugiindeki “medi-" “orta” anlamina gelir ve Medi-terranean [Akde-
niz], yeryiiziiniin ortasinda bulunan ve yer degistirme dalgalarinin yol ac¢tigi bu artik
tamamen umarsiz, bitmek bilmez istikrarsizlik karsisinda (patlamalar, agilan oyuklar,
sonik patlamalar) siginak saglayan bir ortamdir; ne var ki yankilanan pek ¢ok kap bu
sinir sularinda kaybolup gitmistir. Orta Dogu, sarsilmayan bir zemin arayisindaki canli
dalgalar ylziinden kuzeye, batiya ve glineye déniismdstiir; bunlar, stirekli carpan dal-
galar arasinda kendi direngen momentumlarindan baska higbir seye glivenemezler.
Neticede aktif olan pasif olanin i¢inden akar, ama bunun pek dogru olmadigini bili-
riz: Bogaz'in 6gle sonrasi pariltilan yildiz 1s1§idir; glinesin déner yiizeyinden bogazin
titreyen sularina ulagincaya kadar doksan ti¢ milyon millik bir uzay boslugunu kate-
den elektromanyetik dalgalardir. Uzay boslugunda hicbir sey olmadigindan, bir 1sik
dalgasi kendi kendinin ortami islevi gérmekten asagi kalmaz: Géreli, kendine hakim,
dalgali bir autopoiesis [kendi kendini var etme].”” Bir ortam dalgaya hakim olabildigi
gibi, bir dalga da ortamina hakim olabiliyorsa, demektir ki her sarki ayni zamanda
bir sekilde kendisinin sarkicisidir. Hepsi dogar, ama neyden? Bizi kusatan yildizla-
rarasi uzay yalnizca bir higlik degil, daha ziyade 6zel bir yoklugun mevcudiyetidir.
Uzay-zamanla dolu olan vakum, kimi zaman hiclikten bir seyligi... belki de hiclikten
her seyi yaratan, kendiliginden dalgalanan bir potansiyel alanidir.®

Ceviren Miinevver Celik

Andrew Yang
Unwavering Quaver \/\/\/\/\/\/\)\/\\/\/\/\/\/\/ /)

‘Life is a wave, which in no two consecutive moments of its existence is composed of
the same particles."®

Nothing in the universe is more ubiquitous than waves. As you float in the water, a
wave passes, lifting and dropping you like any other particle. Classical physics ex-
plains it as a disturbance, an oscillation of energy that flows through a medium, which
it possesses, deforms, then leaves behind. Meanwhile, quantum mechanics posits
that everything — electron to street cat — is describable as a wave function of possibility
in space.® In this way, wave theory suggests a reality of transitory dynamics rather
than obvious things. We know this to be as true as it is untrue.

Read the words: ‘waves scatter millisecond symbols across your mind” and in that
moment waves will scatter millisecond symbols across your mind. The physiologist
knows that patterned pulses of ions activate a lattice of neurons behind your eyes so
that the concepts ‘scatter’, ‘waves’, and ‘symbols’ arise as some kind of multi-imag-
inary-flux within you. Saying the words out loud creates ripples ((of))(((vibrating)))
((air)) that, when overheard, can cause a similar cascading scatter of millisecond sym-
bols within someone else. Rich, red, salty water flows throughout us in an unbroken
rhythm that began before we had eyes or ears, much less body to call our own. ‘Sense
qualities are the carriers of meanings, not as vehicles carry goods but as a mother
carries a baby when the baby is part of her own organism.”® We are, like any other
creature, resonant vessels full of waves and bathed in a polyharmonic purr of waves.
A wave is a disturbance; waves are utterly disturbing, from centre to edge. We know
this to be true in the case of a giant tsunami, which runs through the medium of the
ocean only to snap its crushing crests on shores of people. The saltwater is everywhere.
The ‘medi-" in medium means ‘middle’, and the Medi-terrean is a sea in the middle of
the earth, now thoroughly desperate with waves of displacement, a medium promising
refuge from endless instability (explosions, hollowing out, sonic booms), yet so many
resonating vessels have been lost to that boundary water. Middle east has become
north, west and south with living waves looking for ground that does not shake; they can
rely on nothing but their own tenacious momentum through a constant crash of waves.
So the active flows through the passive, but we know this is not quite true: the af-
ternoon shimmer on the Bosphorus is starlight, electromagnetic waves that have
crossed a ninety-three million mile void of space from the sun’s roiling surface to the
quavering water of the strait. Because the void of space is empty, a wave of light does
nothing less than serve as its own medium: relativistic, self-possessed, an undulating
autopoiesis.? If a wave can be possessed by the medium as much as the medium
by the wave, then every song is somehow also its singer. It all arises, and from what?
The interstellar space that surrounds us is not simply void, but rather the presence
of a special absence. Filled with spacetime, the vacuum is a field of potential that
spontaneously fluctuates, occasionally creating somethingness from nothingness...
perhaps everything from nothingness.®
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Notlar/Notes

John Tyndall, Lectures and Essays by John Tyndall [John Tyndall'in Dersleri ve Denemeleri]
(Londra: Watts & Co., 1903), s. 96. Tyndall, manyetizma, kizil6tesi isin ve hava lizerine ¢alismala-
riyla taninan Irlandali bir 19. yiizyil fizikgisidir.

John Tyndall, Lectures and Essays by John Tyndall (London: Watts & Co., 1903), p.96. Tyndall was a
nineteenth-century Irish physicist known for his work on magnetism, infrared light and air.

Erwin Schrédinger, glindelik 6lcekte nesnelerle iligkili olduklar haliyle kuantum fenomenlerine dair
benimsenen yaygin goriis olarak “Kopenhag yorumu”ndaki bir paradoksa isaret etmek igin, (kutu
icindeki) bir kediyle kurguladig tinlii bir diisiince deneyi ortaya atmistir. Bu deney, dalga isleviyle
tanimlanmasi itibariyla bir kedinin, nasil oldugunu gézlemek icin kutuya baktigimiz ana kadar, ayni
anda hem 61t hem de canli oldugu bir durumu igerir. “Die gegenwartige Situation in der Quantenmec-
hanik” [Kuantum Mekanigindeki Mevcut Durum], Naturwissenschaften 23, no. 49 (1935), s. 807-12.
Erwin Schrédinger introduced a famous thought experiment with a cat (in a box) to point out a
paradox in the widely held ‘Copenhagen interpretation” of quantum phenomena when they are
connected to objects on an everyday scale. This involves a cat that, as described by a wave function,
is simultaneously both dead and alive until the moment that we look inside the box to observe it. ‘Die
gegenwartige Situation in der Quantenmechanik (The Present Situation in Quantum Mechanics)’,
Naturwissenschaften 23, no. 49 (1935), pp.807-12.

John Dewey, Art as Experience [Deneyim Olarak Sanat] (Londra: Perigee Books, 2005), s. 122.
John Dewey, Art and Experience (London: Perigee Books, 2005), p.122.

Newton'dan sonraki yaklasik 200 yil boyunca, herhangi bir dalga gibi is1gin da seyahat edebilmek
icin bir ortama, “isik yayan bir eter”e ihtiyag duydugu varsayildi. 1800’lii yillarin sonundaki Michel-
son-Morley deneyleri ve 1900'lli yillarin bagindaki gérelilik teorisi, klasik fizikte ongérildigii haliyle
bir ortami herhangi bir sekilde desteklemedigi gibi boyle bir ortama ihtiyag da duymadi.

From Newton onwards for some 200 years, it was assumed that light, like any other wave, necessita-
ted a medium through which to travel, a ‘luminiferous aether. The Michelson-Morley experiments in
the late 1800s and relativity theory in the early 1900s showed no support nor need for a medium as
found in classical physics.

Bu “kuantum dalgalanmalari” Heisenberg'in Belirsizlik ilkesi'yle agiklanir ve kozmolojik sisme teorisi
bdylesi bir dalgalanmanin “Biiyiik Patlama”yi baslatmis olabilecegini ileri stirmesine ragmen, bu dal-
galanmalar genelde kendi kendiniimha eden parcacik-karsit pargacik ciftlerinin bir giftiyle sonuglanir.
These ‘quantum fluctuations’ are explained by Heisenberg’s Uncertainty Principle and result in a pair
of particle-antiparticle pairs that typically self-annihilate, although cosmological

inflation theory suggests that one such fluctuation may have initiated the ‘Big Bang’.
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Vilayanur S. Ramachandran

Ayna Kutu
“Klinik olarak yapmis oldugum en 6nemli sey.”

Kisi bir uzvunu, mesela kolunu kaybettiginde, siiresiz olarak bu kayip uzuvla iliskili kas
agrilar ve kramplar hissetmeye devam edebilir. Bu fenomen Hayalet uzuv sendromu
olarak adlandirlir. Hayalet uzuv ve hayalet agrilarin dogasini anlamaya yonelik iki de-
neyi takiben 1993 yilinda bir hastanin tedavisi icin Ayna Kutu'yu yarattik. ici aynali ve
iki bélimden olusan bu kutu, hasta icin kaybettigi kolunun yerinde oldugu yanilsa-
masini yaratir. Hasta bu kutuyu evine gétiirdii ve iki hafta siireyle giinde 10 dakikalik
egzersiz seanslarina devam etti. Agrilarinda garpici bir diistis oldugunu bildirdi.

Kisa siire sonra, daha yeni ampitasyon gecirmis alt hasta daha Ayna Kutu ile de-
nendi. Ayna tedavisinin klinik calismasi Ramachandran, Rogers-Ramachandran
ve Cobb tarafindan tamamlanip 1995 yilinda “Touching the Phantom” (Hayalete
Dokunmak) bashgiyla Nature adli bilim dergisinde yayimlandi. O zamandan bu
yana diinyanin dort bir yanindaki nérologlar ayna tedavisi tizerine ¢ok sayida kli-
nik calisma yapti ve tedavinin 6zellikle krampli hayalet agr sikayeti olan binlerce
hastaya gozle gorulur faydasi dokundu.

Hayalet uzvun canlandiriimasi i¢in ayna diizenlemesi su sekilde yapiliyor: Hasta
paralize ve agriyan hayalet sol kolunu aynanin sol tarafina “koyuyor”; saglam olan
sag kolunu ise aynanin sag tarafina yerlestiriyor. Aynanin sag tarafindan bakarak
sag elinin aynadaki yansimasini gérdiglinde hayalet uzvun hayata déndigu ya-
nilsamasini yasiyor. Gergek eli hareket ettirmesi hayaletin de hareket ediyormus
gibi gériinmesine yol aciyor ve hasta belki de yillar sonra ilk defa hayalet uzvu
hareket ediyormus gibi hissediyor. Bircok hastada bu egzersiz, hayalet kramp ve
beraberindeki agrilari gidermeye yariyor. Yapilan klinik testlerde ayna goérsel ge-
ribildiriminin kompleks bélgesel agri sendromu ve felg kaynakl paralizinin gele-
neksel tedavilerine gore daha etkili oldugu kanitlanmistir.

Ceviren Kerem Kabaday1
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The Mirror Box

‘Clinically the most important thing I've done.”

When a person loses a limb, such as an arm, they may continue to feel muscular pain and
cramps indefinitely that are associated with this missing limb. This phenomenon is called
the Phantom limb syndrome. Following two experiments to explore the nature of phantom
limbs and phantom pain, we created a Mirror Box to treat a patient in 1993. This two-part
box with mirror inside creates a situation where a patient has the illusion that the missing
arm is actually present. The patient took the box home and underwent training sessions
for 10 minutes a day over two weeks. He reported a striking reduction of pain.

Soon afterwards, another six patients who had recently undergone amputations were
tested with the Mirror Box. A clinical study of mirror therapy was completed by Ram-
achandran, Rogers-Ramachandran and Cobb and was published in 1995 in Nature
as ‘Touching the Phantom'’. Since then, there have been numerous clinical studies of
mirror therapy by neuroscientists from around the world and demonstrable benefits
to thousands of patients, particularly those who suffer from cramping phantom pain.
The mirror arrangement for animating the phantom limb is the following: the patient
‘puts’ his paralyzed and painful phantom left arm behind the mirror and his intact right
hand in front of the mirror. If he then views the mirror reflection of the right hand by
looking into the right side of the mirror, he gets the illusion that the phantom has been
resurrected. Moving the real hand causes the phantom to appear to move, and it then
feels like itis moving — sometimes for the first time in many years. In many patients this
exercise relieves the phantom cramp and associated pain. In clinical trials, mirror visu-
al feedback has also been shown to be more effective than conventional treatments
for complex regional pain syndrome and paralysis resulting from stroke.
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Icinde Su

“Kollaryla bacaklart yorulana, kaskati kesilip gtichela kimildayana
kadar durmadan asagilara yiizdii. Artik derinde oldugunu biliyordu.
Kulak zarindaki basing act veriyor, beyni ugulduyordu. Dayanma
gticti giderek tiikeniyordu ama daha da derinlere inmek i¢in kolla-
riyla bacaklarini zorladi; nihayet giicti tiikenince cigerlerindeki hava
patlarcasina bir hizla agzindan figskirdi. Hava kabarciklart siiratle
yukart dogru ¢tkarken, minik baloncuklar halinde yanaklarina ve
gozlerine stirttip saga sola savruluyordu. Ardindan act ve bogulma
hissi geldi. Bu oltimtin acist degil, bozguna ugrayan bilincinde titresip
dalgalanan diistincelerin verdigi actydi. Oliim acitmiyordu. Canint
yakan yasamak, yasamaya devam etmenin istirabi, bu korkung,
bogucu histi; hayatin ona vuracagi son darbeydi bu.

Inatla direnen elleri ve ayaklari gelisigiizel kasilip ¢irpinarak suyu
dovdii ve kopiirtmeye basladi. Ama Martin ellerini, ayaklarint ve
suyu doéviip ¢calkalamalarini saglayan yasama iradesini alt etmisti.
Cok derinlerdeydi. Elleri ve ayaklart onu asla yiizeye ¢tkaramazdi.
Uyusmus bir halde hayal denizinde stiziiltiyor gibiydi. Etrafini renkler
ve parlak isiklar kugatti, her yanina yayilip onu icine aldilar. Neydi
bu? Bir deniz feneriydi sanki; hayr, beyninde yanip sénen parlak be-
yaz bir isikti sadece. Giderek daha hizl yanip sénmeye basladi. Uzun
uzun bir giirleme sesi yankiland: ve biiytik bir bosluga inen, bitmek
tiikenmek bilmez bir merdivenden asagt diisttigiinii hissetti. Merdi-
venin dibinde bir yerlerde karanligin igine yuvarlandi. Bu kadarint
biliyordu. Bir karanligin icine yuvarlanmugti. Bilinci bunu kavradigt
an, bir daha hi¢ agilmamak tizere kapand.”

— Jack London, Martin Eden, 1909V

Kudurmus bir deniz, kan kirmizisi bir gékyiizii, yanan bir glines, atesten bir ufuk, fir-
tinada bir gemi, etobur baliklar, suda bogulmus bedenler, zincire vurulmus bacaklar,
sert bir riizgar; bu birkag sozciik Joseph Mallord William Turner'in 1840 yilinda Londra
Kraliyet Akademisi’nde sergiledigi tablosunu betimleyebilir. Oliileri ve Can Cekisenleri
Denize Atan Kéle Tacirleri, ingiliz ressamin, kélelik karsiti hareketin 16. ila 19. yiizyil-
larda diinya tarihinde silinmez bir iz birakan kolelik siddetini acik¢a sorguladigr bir
politik baglamda yarattigi bir tuvaldir (90,8 x 122,6 cm). 1839°'da Thomas J. Clarkson’in
Afrika Kéle Ticaretinin Feshinin Yiikselisi, Tirmanisi ve Tamamlanisi (1808) isimli kitabi-
nin yeni bir basimi yapilir ve Turner daha fazla yanki uyandirmasi igin resmini yapmayi
yedler. Baslik bir eylemi betimler (bedenleri denize atan kole tacirleri) ve yaklasan
bir firtinay1 haber verir, ancak bir zaman ve yer belirtmez. Tasvirin yapildidi an simdiki
zamandir ve bu, eylemin gecmiste kaldiginin altini gizer (bedenler coktan suya diis-
miustiir); ancak gokyiiziinde alevden bir kili¢ gibi gériinen giines deniz lizerine yansi-
mis, 6n planda yer alan 61im sahnesini aydinlatacak sekilde kabaca denizi ikiye bél-
mustir. Sudan ¢ikan gergin eller, yiizen zincirler, biledi prangaya vurulmus bir bacak
tablonun sagd bolimiini alt Ust etmektedir; dikkatlice bakildiginda bunun dalgalar
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tarafindan yutulan kasiimis bir bedene ait bir kadin bacagi oldugu anlasilir. Neredeyse
insan gozlerine sahip garip baliklar felaket kurbani insanlara saldiriyorlardir. Turner
sahneyi ele gegirip sasirtici bir glincellige yerlestirir. Bu giincellik, hem déneminin
simdiki zamani, hem de binlerce gé¢menin Akdeniz'de boguldugu giinimiiziin giin-
celligidir.

Sanatginin resmettigi olayin ilham kaynagi 1781'de yasanmis gergek bir hikayedir.
Kéle ticaretinin doruk noktasina eristigi bu yilin 10 Subat’inda Britanya bandirali kéle
gemisi Alert, Middleburg yakinlarinda Hollanda bandirali kdle gemisi Zorgue'u, tasidi-
g1 Afrikali tutsaklarla birlikte ele gecirir. 25 ya da 26 Subat'a dogru Alert, Zorgue ve Hol-
landa bandirali diger iki gemiyle birlikte Cote d’Or (bugtinkii Gana) tizerinde bulunan
Cape Coast Castle’a varir. Zorgue (yeni adiyla Zong) Mart ay1 basinda kdle tiiccari Ri-
chard Nanley tarafindan 244 koleyle birlikte satin alinmistir. 18 Haziran'da Zong, Cape
Coast Castle’dan ayrilir ve 21 Haziran'da Annamaboe’ya gelir, 18 Agustos’ta Akra’dan
442 kole ve 17 murettebat ile tekrar denize acilr.

Yolculugun istikameti Jamaika'dir. 27-28 Kasim gibi Jamaika 45 kilometre uzakta g6-
rinmektedir. Ancak Hispaniola (bugiinki Haiti) ile karistiriimistir ve Zong geri doner.
Tarihgiler, bunun yolculugun tiim kaderini degistirecek dénim noktasi oldugu ko-
nusunda hemfikir.® Katedilecek mesafe icin (Jamaika-Haiti arasi 500 kilometredir)
yetersiz olan su stokunu gézeten mirettebat sefieri, kdleleri suya atmaya karar verir;
bu sekilde kdle ticareti icin 6dedikleri sigorta bedelini geri almayr da ummaktadirlar
(her kéle 30 Lira degerindedir). Bu meblag sadece bogulma halinde 6denecek, ko-
leler agliktan, susuzluktan, hastaliktan hayatlarini kaybettikleri takdirde herhangi bir
6deme yapilmayacaktir. Kélelerden 62’si zaten yolda 6Imis, bdylece kéle gemisinde
geriye 380 kole kalmistir. 29 Kasim 1781'de saatler aksamin sekizini gosterirken 44 ka-
din ve cocuk kamaralarin pencerelerinden denize atilir. Bunun icin gemi miirettebati-
nin nébet degisim saati secilmistir. 1 Aralik’'ta, bu sefer sadece erkeklerden olusan 44
kole ayni sekilde arka kdpriiden suya atilir. Takip eden giinlerde 36 erkek daha siralari
geldikge ayni sekilde dldiriilur ve 10 kadar kéle de denize atlayarak intihar eder. Gre-
enwich'teki Ulusal Denizcilik Miizesi'nin koleksiyon arsivlerinde bulunan 1783 yilina
ait elyazmasinda Zong'daki kéle tacirlerinin yaptigi katliami takiben Yiiksek ingiliz
Mahkemesi tarafindan agilan davayla ilgili s6yle denmektedir:

Hilary Déneminde [11-31 Ocak] Maliye Mahkemesi’ne yazilmis

bir dilek¢ede (ibraname no. 1) ve gecen Trinity Déneminde [22
Mayis-12 Haziran] Cinayet ve Siyasi Suglar Mahkemesine, Gilbert
vd.’ne kars1 Gregson vd. Davasinda (Tutanaklarin stenosunun bir
kopyast i¢in bkz. ibraname no. 2) yeni bir yargilama icin verilen
teklif izerine savunmalarda belirtilen, 132 Zenci Kolenin, Efendi
Nate ve Zong veya Zurg adli geminin tayfasi tarafindan katline ilis-
kin belli bagh kosullarin bir dékiimi; ve bu insanlik disi muameleyi
hakli géstermeye kalkisan seckin bir avukatin savunmasina dair
bazi yorumlar da eklenmistir.®

132 kole Karayip Denizi'nde, firtinada bogulmaya mahkum edilmistir. Glinimuzde,
Turner'in Oliileri ve Can Cekisenleri Denize Atan Kéle Tacirlerinde betimledigi yeri
cografi olarak konumlandirabiliyoruz ama eserin basliginin aksine katil kdle tacir-
lerinin denize attiklarinin yalnizca dlenler ya da can ¢ekisenler olmadigi da bilini-
yor. Kronoloji, bahsi gegen tayfunun, yagmurlarn 1 Aralik 1781'de baslayan o tayfun
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oldugunu dogruluyor. Turner'in resmettigi sahne, kadin ve cocuklarin bogularak
oldigi 29 Kasim'da veya diger kdlelerin can verdigi, gokle denizin birbirine girdigi,
dalga ve boralarin ¢arpistigi, hortumun yiikseldigi ve zincire vurulmus bedenleri ezip
gectigi 1 Aralik guinii cereyan etmis olabilir. Her sey suya donusur, her yer sudur, aqua,
acqua, agua, agua, vepd, paani, ea, eau, io, awi, water, nuoc, maa, maim, ama, omi, ab,
voda, wasser, vasser, shui, tchour, maji, dlo. Yagmur suyu denizi dévmekte, teknede
su tiikenmekte, kdleler susuzluktan kinlmaktadir; suya atilirlar. Zong, Jamaika'da Black
Rivera 22 Aralik 1781 de teknedeki 208 kdleyle yanasir. Saklanmaya calisilan tarihsel
gercekler ne olursa olsun, alegori parcgalari, izler ve anlatilar hafizayi karsilamaya gel-
mektedir. Turner'in resmettigi kompozisyonun &n planina bakilip konu edilenin agirli-
g1 kavrandiginda; sonsuza dek ortadan kaldirilan bu bedenlerin gercekte Amerika'ya
dogru surgiin edilen 12 milyon Afrikalidan olusan bir ticaret oldugu, bu bedenlerin
suya gdmiilme sebebinin insan siddeti oldugu anlasildiginda hicbir kelime, hicbir s6z
bu vahsi zulmiin hissini uyandirmaya muktedir degildir. Hi¢ siiphesiz yalnizca sanat-
cilar ve sairler hayal giict ve soyutlama giicii olmadan kavranamayacak bu hissi ya-
kalamay1 basarabilirler. Zong drami yasandiginda, romantizmin ¢agdasi, heniiz gocuk
yasta olan Turner, bu tablo 6zelinde de gériilecegi gibi Fredric Jameson’in Postmoder-
nizm ya da Geg Kapitalizmin Kiiltiirel Mantigrnda (1984) belirttigi gibi “bugtinii tarihsel
dusiinen” sanatgilar ailesindendi.** Birkag ylizyil sonra, 1930°'da Antillerde diinyaya
gelen Derek Walcott da gecmisin hayaletlerinin izini stirer. “Deniz Tarihtir” isimli siirin-
de kendi kreol mirasini bastan asagi ele alir ve dizeleri, belgeleri, acilari, par¢alanmis
bedenleri carpistirir.

Gog.

Kemik kemige kaynamig mercanla,
mozaikler

kopekbaliginin golgesinin takdisiyle ortuli,

Ahit Sandigrydi.
Geldi sonra gerilmis tellerinden
deniz tabanindaki giines 1s181n1n,

Babil’deki esaretin inleyen arplari,
beyaz deniz kabuklari kelepceler gibi toplandi
bogulan kadinlarin tizerinde,

ve fildisinden bileziklerdi bunlar
Stileyman’in Ezgisi’nde gecen,

ama okyanus bos sayfalari ¢evirip duruyor,
Tarih’i artyordu.”

Birlesen kemik ve mercan, kadinlarin kelepcelere doéniisen bileklerine yapi-
san denizkabuklari, titregsen hiicreler, i¢ ice gegen alanlar ve yine de neredeyse
her zaman sessizlik, yazilacak tarihin bos sayfalarini ¢eviren bu okyanus. Jules

** Jameson'in ilkin makale olarak kaleme aldigi bu eseri 1984 yilinda New Left Review'da yayimlanmis, daha
sonra yazar tarafindan genisletilerek 1991 yilinda kitaplastinimistir. Fredric Jameson, Postmodernizm ya da Geg
Kapitalizmin Ktiltiirel Mantigii, gev. Selman Biyik, Ankara: Nirengi Kitap, 2000. (e.n.)
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Verne’in Turner’in 8limiinden 18 yil sonra yazdid, bilimkurguya, kesfe ve denizci-
lik bilimine g6z kirpan Denizler Altinda Yirmi Bin Fersah (1869) romani da okyanus-
tan bir animsama ve unutma yeri olarak bahseder; kaleme aldidi sahne 300 metre
derinlikteki denizde ge¢cmektedir:

Her seyi anladim. Bu diizliik bir mezarlikti, bu delik bir mezar, bu
uzun nesne, gecenin i¢ginde 6lmus adamin bedeni! Kaptan Nemo
ve adamlari, yoldaslarini bu ortak bariaga, okyanusun ulasilmaz
derinligine gémdiiler!®

Jules Verne’in ¢ilgin hayal gicll bu “cografi” kitapta yolculugu, kolonyal donemin
ortasindaki bir t6z olarak ele alir ve tam bir tersine cevirmeyle, yer tstiinde hiikim
siiren dayanilmaz esitsizlikten uzak bir denizalti yasami insa etmeyi secer.

Derek Walcott da Homeros'un anlatisini Ege Denizi'nden yola ¢ikip Karayip Denizi'ne
dodru uzatarak ¢aplari ne kadar dar olursa olsun bu iki deniz bdlgesinin simgesel ve
tarihsel nemlerinden hicbir sey yitirmediginin altini ¢izdigi Odysseus yorumu Ome-
ros (1990) isimli eseriyle bunu gerceklestirir. Siirini (stanza, yahut kitalarin Dantevari
terza rima’ya*** dénustigi 7 kitap, 64 boliim, 300°den fazla sayfadan olusur) bir belle-
gin etaplar gibi yapilandirir. Bu yiizden Afrikali kdkenlere ve kdleligin yasadidi cok da
uzak olmayan yiizyillara gdnderme yapmak ayni zamanda diinya tizerinde yapilan bir
yolculuk anlamina gelir. Omeros’un babasinin tavsiyeleri iizerine istanbul’'u, Venedik’i,
Londra’yi kesfe ¢ikan sair karakteri gibi, diinyay! siirde yer alan baska bir karakterin
kahince ve geriye doniik bakis agisiyla anlamlandiririz: Seven Seas [Yedi Denizler].
Kor ve yasli denizci ayni zamanda anlatici ve Omeros/Homeros'un alter egosudur.

Afolabe’nin kéyiuiniin katledilisine taniklik etmis Afrikali bir griot
ve Amerika’nin uzayip giden duzliklerinde benzer olaylara sahit
olmus bir Siyu samaninda da somutlagsmaktadir o. Ayni zamanda
Londra’da sayfalari kivrilmig bir yazmaya sarilmis yasl, hirpani
bir mavnaci ve hatta bir anligina ¢agimizin Omeros’u James Joyce
olarak belirivermektedir.®

Seven Seas, baglam ve dénemlere uyan (6z)dénusim olanaklarina iyilik dolu ve ¢o-
gul bir bakis getirecek bir bilgenin adini tasir. Paul Gilroy’un Siyah Atlantik’te andigi
gibi, John Ruskin, Turner’in tablosunu artik bdylesine rahatsiz edici bir konuya sahip
bir eseri barindiramayacagina ikna olana dek 27 yil boyunca elinde tutar ve sonunda
satmanin yollarini aramaya baslar. Fazla yiikli ismini birakan Kéle Gemisi, 1872'de zen-
gin bir Amerikan koleksiyonuna girer ve Boston Giizel Sanatlar Miizesi’ne bagislanir.
Paul Gilroy’un altini ¢izdigi gibi: “Kilturel ve siyasi bir sistem olarak Atlas Okyanusu'na
duyulan ilgi, plantasyon kéleliginin —“Ustl ¢iplak kapitalizm”- 6zel bir ani teskil ettigi
ekonomik ve tarihsel matris tarafindan siyah tarihyazimina ve distince tarihine da-
yatilmistir”.” Kéle ticareti, ekonomik bir sémiirii diizeni baglaminda ayni zamanda
muamelelerin bigimini de ima eder. 17. ve 18. yiizyll tarih kayitlarinda denizlerde kéle
ticaretiyle ugrasanlarin eylemleri korsanlik kodlarina yakinlasir. Ruhlari ve tinleri cal-
mak, sirmek ve koklerinden koparmak, insanlara en biyik zulimleri yasatmak, ger-
ceklikleri bastirmak fakat bellegin atesini séndiirmeyi basaramamak.

***(Jcer misralik bentlerle yazilan bir nazim bigimi. (¢.n.)
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2007 Temmuz'unda, giinlik Jamaica Gleaner gazetesi 1781 tarihindeki Zong katlia-
minin 2007 Aralik'indaki anma térenini haber veren bir yazi yayinlar, baslik séyledir:
“Feshetme Nébeti, Zong’da Katliam, insanlik ayibi”.®® Bu etkinlikle tam olarak ayni
zamanda, 2007 Aralik'inda, ABD’deki Indiana Universitesi'nde denizalti arkeolojisi
profesdrii Charles Beeker ve arastirma ekibi 1698 Ocak’inda Britanyali korsan Kap-
tan William Kidd tarafindan Hindistan sularinda kagirnilan 17. yiizyila ait bir Ermeni
gemisini, Quedagh Merchant’i ortaya ¢ikarir. Gemi, 1699°da cinayet ve korsanlik su-
cundan tutuklanan Kidd'in ortaklari tarafindan kanitlar ortadan kaldirmak icin ayni
yil batinlmistir. Ug yiiz yil sonra Dominik Cumhuriyeti yakinlarinda, bir arkeolog eki-
bi Karayip Denizi'nin yetmis kiisur metre altindaki geminin kalintilarini ve bilhassa
glilleleri buldu.®” Onlar atalarindan kalan bu eski nesneyi mercanlardan sékerken
goérmek kuvvetli bir duygu acida ¢ikariyor, derin ve yesil dalgalarin arasinda hareket
ediyorlar, sessizlikleri duyuluyor, kalplerinin suyun icinde attigi anlasiliyor. “Engin,
leylak rengi bir bosluk denizi yatistirdi” diye yazar Walcott Omeros'u’® sonlandi-
rirken. Bosluk renksiz degil; sair, okyanuslar kadar derin ve engin bir anlatiya ekle-
yecegi bir goriintu yaratiyor. Jameson, simdiki zamani tarihsel olarak diistinmenin
gerekliliginde i1srarci olmakta hakl.™

Ceviren Ceyda Akas Kabaday1

Elvan Zabunyan

Water Inside

‘Down, down, he swam till his arms and legs grew tired and hardly
moved. He knew that he was deep. The pressure on his ear-drums was a
pain, and there was a buzzing in his head. His endurance was faltering,
but he compelled his arms and legs to drive him deeper until his will
snapped and the air drove from his lungs in a great explosive rush. The
bubbles rubbed and bounded like tiny balloons against his cheeks and
eyes as they took their upward flight. Then came pain and strangulation.
This hurt was not death, was the thought that oscillated through his
reeling consciousness. Death did not hurt. It was life, the pangs of life, this
awful, suffocating feeling; it was the last blow life could deal him.

His wilful hands and feet began to beat and to churn about, spasmodic-
ally and feebly. But he had fooled them and the will to live that made them
beat and churn. He was too deep down. They could never bring him to the
surface. He seemed floating languidly in a sea of dreamy vision. Colors
and radiances surrounded him and bathed him and pervaded him. What
was that? It seemed a lighthouse; but it was inside his brain- a flashing,
bright white light. It flashed swifter and swifter. There was a long rumble
of sound, and it seemed to him that he was falling down a vast and
interminable stairway. And somewhere at the

bottom he fell into darkness. That much he knew. He had fallen into
darkness. And at the instant he knew, he ceased to know.”

— Jack London, Martin Eden, 1909
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Raging sea, a blood-red sky, a scorching sun, the horizon in flames, a vessel amidst
turmoil, carnivorous fish, drowned bodies, shackled limbs, a ferocious wind: these
few words could provide one of the primary descriptions of the painting by Joseph
Mallord William Turner exhibited at the Royal Academy of Arts, London, in 1840. Sla-
vers Throwing Overboard the Dead and Dying, Typhoon Coming On (90.8 x 122.6 cm)
is a canvas by the English artist created within a political context where the abolitionist
movement was unequivocally challenging the violence of slavery, which had left its
indelible mark on world history from the sixteenth century onwards. In 1839, a new
edition of the Thomas Clarkson novel The History of the Rise, Progress, and Accom-
plishment of the Abolition of the African Slave-Trade (1808) had appeared, and Turner
chose to echo itin his painting.

The title describes an action (slavers throwing bodies overboard) and signals a storm
close by (the typhoon arriving) but does not denote an exact place or time. The time
is therefore that of the representation itself, and in this way the work underlines the
fact that the action has passed: the corpses are already in the water and the vessel
is already in the distance, occupying a small area to the left of the canvas. The sun,
like a flame in the shape of a sword hanging in the sky, brutally splits the sea in two,
illuminating the gruesome foreground. The right side of the canvas explodes with
Joseph Mallord William Turner

Kéle Gemisi (Oliileri ve Can Gekisenleri Denize Atan Kéle Tacirleri) /

Slave Ship (Slavers Throwing Overboard the Dead and Dying, Typhoon Coming On), 1840

Tuval lizerine yagliboya / Oil on canvas 90.8 x 122.6 cm

Henry Lillie Pierce Fund, 99.22

Fotograf / Photograph © 2015, Guizel Sanatlar Miizesi / Museum of Fine Arts, Boston
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hands reaching up out of the water, chains still floating, and a shackled leg. On closer
inspection, itis the leg of a woman, whose convulsed body is being swallowed by the
waves; her bare chest is recognisable. Bizarre fish with human-like eyes attack the
bodies in distress. Turner seizes the scene and projects it in its striking actuality. That
actuality is the present of his times as well as the present of our times — the hundreds
of migrants shipwrecked in the Mediterranean.

The event depicted by the artist is inspired by a real story that took place in 1781. On
February 10 of that year, when the slave trade hits its peak, the British-flagged slaver
Alert captures Zorgue, another slaver flying the Dutch flag, with a cargo of African pris-
oners, near Middleburg. Around 25/26 February, Alert arrives at Cape Coast Castle on
the Gold Coast (today Ghana) along with Zorgue and two other Dutch vessels. At the
beginning of March, Zorgue (renamed Zong), with its cargo of 244 slaves, is acquired
by the slave trader Richard Hanley. Zong leaves Cape Coast Castle on 18 June and
arrives in Annamboe on 21 June; the vessel sets sail from Accra on 18 August with 442
slaves and seventeen crew members aboard.

The voyage is destined for Jamaica. On 27 or 28 November, Jamaica is spotted at a
distance of 45 kilometers, but is mistaken for Hispaniola (today Haiti) and Zong turns
around. Historians concur that this is the decisive moment of the voyage when every-
thing overturns.® The heads of the crew claim that the water supplies will not suffice
for the distance to be travelled (500 kilometers between Jamaica and Haiti) and, hop-
ing to be recompensed by the insurance contract signed for the slaver and its cargo
(£30 per slave), decide to throw the slaves into the sea. This sum is only payable in the
case of drowning; slaves’ deaths due to famine, thirst or diseases are not covered by
insurance ... With sixty-two already dead during the voyage there remain 380 slaves
aboard. At around eight o’clock in the evening of 29 November 1781, forty-four slaves
are jettisoned through the cabin windows, all women and children. The timing is care-
fully chosen since this is the moment when the men are relieved at the end of their
shift. On 1 December, another forty-four slaves suffer the same fate and are thrown
from the afterdeck. During the days that follow, thirty-six more men die in the same
fashion and another dozen commit suicide by jumping into the sea. In the archives

Karadeniz'de Yagan Yagmur, istanbul, 2014 / Rain on the Black Sea, Istanbul, 2014 © Thierry Lefébure
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within the collections of the National Maritime Museum in Greenwich, a manuscript
dated 1783 relating to the legal proceedings of the British Supreme Court after the
massacre committed by the slave traders of Zong reads:

An account of the principal circumstances stated in a petition to
the Court of Exchequer in Hilary Term 1783 (see Voucher no.1) & in
the Arguments on a Motion last Trinity Term in the Court of King’s
Bench, for a new Trial in the Case of Gregson & Others against
Gilbert & Others (See Voucher no. 2 being a Copy of the Proceedings
taken in short hand) respecting the Murder of 132 Negro Slaves,

by the Master Nate & Crew of the Ship Zong or Zurg; to which are
added some remarks on the Argument of an eminent Lawyer who
attempted to justify the inhuman Transaction.®

132 slaves were condemned to death by drowning and carried away by a storm in
the Caribbean Sea. Today, it is known that despite the title of Turner’s work, it was not
just the dead and dying that the criminal slavers threw overboard. The chronology
indicates that the rain started to fall on 1 December 1781; that is the announced ty-
phoon. The scene painted by Turner either takes place on 29 November, the day that
the women and children drown, or on 1 December, the moment when the other slaves
perish, the sea and the heavens collide, the waves and the gusts of wind strike, the
stormy whirlwind rises and comes crashing down on the corpses in shackles.
Everything turns to water, everything comes from water, aqua, acqua, agua, agua,
vepd, paani, ea, io, awi, water, nuoc, maa, maim, ama, omi, ab, voda, wasser, vasser,
shui, su, tchour, maji, dlo. Rainwater slams onto the sea, but there is insufficient water
aboard, the slaves, exhausted from thirst, are cast into the water. Zong berths at Black
River in Jamaica on 22 December 1781 with 208 slaves aboard.

Whatever the facts of history one seeks to bury may be, fragments of allegories, traces
and stories converge in the memory. Looking at the foreground of Turner’s composi-
tion, one grasps the gravity of what is being represented: that these people would be
wiped out forever as part of the reality of a trade that deported fifteen million Africans to
the Americas, and that their corpses would be swallowed by the water due to human
violence. No image, no word, no voice can make sense of this savage oppression.
Only artists and poets can manage to create this sense, which is inconceivable with-
out the forces of abstraction and imagination. While still an infant when the drama
of Zong unfolded, Turner as a contemporary of Romanticism, belongs to a family of
artists — especially with this canvas — who ‘think the present historically’, to allude to
Fredric Jameson's words in Postmodernism, or, The Cultural Logic of Late Capitalism
(1984). Born in 1930 in the Antilles, Derek Walcott also questions the phantoms of
the past, albeit a few centuries later. In his poem “The Sea is History’ he embraces his
Creole heritage through colliding verses, materials, pains and broken bodies:

Exodus.

Bone soldered by coral to bone,

mosaics

mantled by the benediction of the shark’s shadow,
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that was the Ark of the Covenant.
Then came from the plucked wires
of sunlight on the sea floor

the plangent harps of the Babylonian bondage,
as the white cowries clustered like manacles
on the drowned women,

and those were the ivory bracelets

of the Song of Solomon,

but the ocean kept turning blank pages
looking for History.®

The bone and the coral becoming one, seashells metamorphosing into shackles of the
sea gripping on the women’s wrists, all cells resonating, zones touching each other and
yet still mostly silent, the ocean turns the empty pages of history yet to be written.

A cross between science-fiction, exploration and maritime sciences, 20,000 Leagues
underthe Sea (1869), the novel written by Jules Verne eighteen years after the death of
Turner, also depicts the ocean as a place of remembrance and forgetting. The scene
Verne describes is situated 300 meters deep into the sea:

[understood alll This glade was a cemetery, this hole a tomb, this
oblong object the body of the man who had died in the night! The
Captain and his men had come to bury their companion in this gen-
eral resting-place, at the bottom of this inaccessible ocean!®

\erne’s extravagant imagination in this book of ‘geography’ takes the voyage as the
epitome of the colonial era and chooses to construct an underwater life through a com-
plete reversal, untouched by the intolerable inequality reigning over the land.

This is also what Derek Walcott achieves in creating Omeros (1990), his version of the
Odyssey with Homer’s writing transposed from the Aegean Sea to the Caribbean, at the
same time underlining the fact that the minor scale of these two marine zones lessens
their importance neither symbolically nor historically. He structures his poem (com-
posed of seven books, sixty-four chapters and more than 300 pages, where the stan-
zas take up the Dantesque terza rima) like the stages of the reconstruction of remem-
brance. Therefore, returning to the not so distant centuries of slavery and African origins
is also a means of moving around the world. While the poet character in Omeros travels
to discover Istanbul, Venice and London upon his father’s advice, one apprehends the
world through the prophetic and retroactive visions of another character in the poem:
Seven Seas. The blind old mariner is the narrator and alter ego of Omeros/Homer.

He is also incarnated in the form of the African griot who witnessed
the massacre of Afolabe’s village and the Sioux shaman who wit-
nessed similar events in the plains of the advancing United States.
He also turns up as a tattered old bargeman in London hugging a
dog-eared manuscript and even momentarily as James Joyce, our
age’s Omeros.©
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Seven Seas bears the name of a sage who takes a benevolent and varied view on the
possibilities of transforming (oneself) through the changing of epochs and contexts. As
pointed out by Paul Gilroy in The Black Atlantic, Turner’s canvas was in John Ruskin's pos-
session for twenty-seven years until he decided he could not keep the representation of
a subject so disturbing and thus sought to sell it. The work was retitled The Slave Ship
and, relieved of its overly charged title, incorporated into the collection of a rich American
in 1872, who loaned it to the Museum of Fine Arts in Boston. Paul Gilroy underlines the
fact that ‘a concern with the Atlantic as a cultural and political system has been forced
on black historiography and intellectual history by the economic and historical matrix in
which plantation slavery — “capitalism with its clothes off’ — was one special moment’.”
The slave trade within this account of a system of economic exploitation also involves the
form of transactions. Historical records from the seventeenth and eighteenth centuries
document how the slavers’ actions on the sea are akin to piracy. Stealing souls and spir-
its, initiating deportation and deracination, subjecting individuals to the worst atrocities,
denying the truths but ultimately failing to extinguish the fire from the memory.

In July 2007, the daily Jamaica Gleaner published an article titled ‘Abolition Watch, Mas-
sacre on the Zong, outrage against humanity’, announcing a commemoration in Decem-
ber 2007 of the massacre in December 1781.® At the exact same time as this event in
December 2007, Charles Beeker, a professor of underwater archaeology at the University
of Indiana, and his research team, unveiled the discovery of the Armenian vessel Qued-
agh Merchant, taken by the British pirate Captain William Kidd near the coasts of India in
the seventeenth century. The ship was sunk by Kidd's associates in order to destroy the
evidence when Kidd was arrested in 1699 for piracy and murder. Three centuries later, in
the waters of the Caribbean Sea, near the Dominican Republic, the team of archaeolo-
gists found the remains of the ship and its canons at a depth of 70 meters.”> Watching
the images of the redeeming of this ancestral object from the coral reefs produces strong
emotion: they move in deep green waves; their silence is audible and one knows that
their hearts are beating hard under the water. At the end of Omeros, Walcott writes, ‘An
immense lilac emptiness settled the sea.™ The void is coloured; the poet creates an
image that connects to an infinite story as vast and abyssal as the expanse of the oceans.
Jameson is right to insist on the necessity of thinking of the present historically. ™

Translated by Kerem Kabaday:
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Bu metnin yazimindan 14 giin sonra 56. Venedik Bienali'nde Uluslararasi Pavyon'da gosterilen

John Akomfarah'in Vertigo Sea (2015) filminin kesfi bu hikayenin giincelligini ve sasirtici bir sekilde
zaman siniri tanimadigini ispatladi.

Fourteen days after the writing of this text, the authors’ discovery of the film Vertigo Sea (2015) by John
Akomfrah presented at the International Pavilion of the 56th Venice Biennale confirmed at once the
contemporaneousness and capsizing of temporalities.
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“Okyanusta Kiiciik Bir Teknede Otururken’:
Gecisteki Ters-Akintilar

1.

insan gecislerinin izledigi rotalar, denizleri, yasamin pek cok yoldan —harcanabi-
lir, terk edilmis, kar edilebilir ya da alinip satilabilir olarak— yeniden yaratiimasina
vesile olan coklu ters-akintilarin® mekanlari haline getirmistir. Kesif arayislari ve
iyimser yayllmacilik, beraberinde sémiirgeciligin yikiciigini getirmistir. isgal edi-
len topraklara terra nullius [hi¢ kimseye ait olmayan topraklar] olarak el konulma-
sina izin veren istilalar gemilerle taginmis ve insan kinmi imparatorlugun gelisimi
olarak anlasiimistir. Denizde 6lim riskine maruz birakilan insan yasami, uluslar
icin bir risk olarak yeniden yapilandiriimis, insani felaketler sinir savunusunun ge-
rekcelerine donustiriimustar.

Kendi kolelik deneyimini yazan Bati Afrikali Olaudah Equiano, ailesinden kopa-
rilmasini, kendisine birden ¢ok kez yeniden isim verilmesini ve sonra, basta ona
anlasilmaz “ruhlar” gibi goriinen tiiccarlar ve denizciler igin nasil “canh yiik” haline
geldigini anlatir.® Hortense Spillers’in deyisiyle, “kdle gemisi insan yiikiini [Afri-
kal aileyi] aldiginda” 6zel isimler ve akrabalik “okyanusta tam manasiyla askiya
alinirken,”® kélelerin eti damgalanabilir bir sey olarak, prangalarin ve iskence
araclarinin potansiyel malzemesine déniisiir.” Spillers, Orta Gegit'in ters-akintila-
rinda cinsel farklihgin da bir unsur oldugunu hatirlatir. Kadinlar hem cinsel siddete
ve siddetin cinsiyetlenmesine, hem de insanliktan edilmeleriyle de iliskilendirilen
bir cinsel farklilik yitimine maruz kalabilirler.®) Birlesmenin yasaklanmasi, ailelerin
ayri disuriilmesi ve statiiniin anne soyundan devralindigi, dolayisiyla annenin
kolelestiriimesinin cocugunun statusiini de belirledigi varsayimiyla annelik hak-
kinin yitimi s6z konusu olabilir.

Tipki paradoksal bicimde —ama ayni zamanda yeni yollardan- satildiklari ve
nakledildiklerinde oldugu gibi, kadinlarin cinsellikle ve tremeyle iliskisi hem
dnemsizlestirilir hem de vurgulanir.® Kadinlarin itaatkarlastirimasinin getirdigi
paradokslari kéleligin ters-akintilarina yerlestirmek, Equiano’nun yerlisi oldugu
Essaka'daki ev ici yasama dair anlatisinda oynadiklari roli unutmak anlamina gel-
mez.” Bu ayni zamanda, kadinlarin iffet ve kirlenme, ideallestirilen ve degersiz-
lestirilen gibi kosut anlamlarla iliskilendirildigi bir baglamdir.

1.

Alman filozof Friedrich Nietzsche, insanin “lstinsan’a doniisme olanagini kesfe
ciktiginda, kadinlarin bélinmis ve ¢cogul temsillerinin en bilindik tarihsel 6rnek-
lemelerinden bazilar da elde hazir bulunuyordu. Nietzsche, kadinlari, doniisime
dodru geciste miicadele edilmesi gereken tehditkar ve c¢ekici, ayartici ve tehlikeli
kuvvetler arasinda sayiyordu. Bu degisik bicimler, Nietzsche’nin hem bizzat oldu-
gu hem de korktugu igdis edilmis kadin, igdis edici kadin ve olumlayici kadin ola-
rak nitelendirilmistir: “Ayni anda, eszamanli ya da ardisik olarak, kendi bedeninin
yerlerine ve dykusiniin durumlarina bagh olarak, Nietzsche bunlarin timuydu.
Nietzsche, kendi icinde, kendi disinda pek cok kadinla bas etti.”®
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Bu kadin imgeleri, Nietzsche’nin kadinlara “uzaktan bir etki” (Wirkung in die Ferne)
kapasitesi atfetmesini icerir. Kadinlar bu etkilerini belli bir mesafeden gercekles-
tirdigi 6lclide, uzaktan, hareket halindeki yelkenli gemilere benzetilebilir —haya-
letimsi, mest edici glizellikler. Gdzlemcilerin icine gémuldiigu biyik giriltinin
ortasinda, kadinlar ufukta “stizlilip gegen, sakin, mest edici varliklar” olarak beli-
rebilir.® Luce Irigaray, ufuktaki yelkenli gemilere benzetilen bu Nietzsche kadin-
larina, éncelikle izleyenlerin duyular lizerinde etkide bulunabilme gibi faydal bir
kapasite atfederek, onlar “deniz asiklari” olarak tanimlar. Nietzsche icin mesele,
bu gibi olasi etkilerin duyumsal tesirlerini olumlu yonde koruyabilmek i¢in kendini
nasil ydnetmesi gerektigi sorusudur.

Nietzsche, insanlari ve ¢evresel kosullari, yaratabilecekleri ¢esitli etkiler bakimin-
dan degerlendirdi. Algi acikligini gézeterek kendini ydnetmek, insanin duyarli
oldugu etkileri ve kendini maruz biraktigi sartlar yénetebilmesi demekti.'” Nietz-
sche igin “tek bir kadin” olmamasina kosut olarak, kadinlar ¢oklu etkiler yarata-
bilmeye muktedir kabul ediliyordu. Kadinlarin similasyon etkileri, onlarin uyarim
etkilerine baglydi. Kadinlar ayni zamanda, Nietzsche’nin onlara dair en olumlayi-
ci ifadelerinde bahsettigi iliskileri yogunlastiran kuvvetin paylasilabilecegdi olasi
partnerlerdi de. Peki ama s6z konusu olan kimin perspektifiydi? Kadinlarin ¢oklu
olanaklari ve etkilerine ragmen Nietzsche’'nin anlatimi, kadinlarin sadece erkekler
tzerindeki etkileri ile sinirlydi. Bizzat kadinlarin (ister igdis edici, ister simiilasyon
etkili, isterse olumlayici olsun) denizde nasil varoldugu ya da denize nasil ¢ika-
bildigi sorusunu es ge¢misti. Kadinlar baskalarinin duyu merkezi uyarimiyla ilis-
kilendirildiginden, Nietzsche’nin sorusu mesafenin nasil korunacagi ve bodylece
yakinliklarinin uyarici etkisinin en iyi nasil siirduriilecegiydi. Bu bakimdan kadin-
larin kapasiteleri etkilenmekten ziyade etkilemeye indirgenmisti. Hatta Nietzsche
kadinlar icin kendine kadin haklari savunucusunu referans aldiginda bile,™” asil
mesele feministin diderleri Uizerinde yaptigi etki olarak kalmistir. Peki ya Nietzs-
che, kadinlarin baskalari tizerindeki potansiyel etkisini sorgulamak yerine, bizzat
onlarin duyusal alimlama yetileri Gzerine diisiinseydi?

Nietzsche’nin déneminde bile birtakim Nietzscheci feministler, onun ¢alismasinin
yoruingesini, kendi fizyolojileri, kisilikleri veya bireyselliklerinin gelisimsel ihtiyag-
lari Gizerine bir diisiinceye dogru kaydirdilar.!® Peki bunun icin en uygun gevreler
neydi? Irigaray Nietzsche'ye yanit verdigi Amante Marine’de®™, bu sorunun pesi-
ne kadinlarin denizle olan iliskisini hayal ederek diiser. Irigaray da, Nietzsche’nin
deniz asigi kadinlarini deniz yaratiklari olarak yeniden kurgularken, kadinlarin
cevrelerine donik tepki yetilerini arastirmis ve olus kosullariyla cok daha olum-
layici bir tarzda ilgilenmistir.

1.

Bir yuizyll 5nce Mary Wollstonecraft, kadin haklari taleplerini uygun kosullara ve gev-
reye duyulan ihtiyacla iliskilendirdi. Farkl disil 6zellikleri ve oluslari tahayyiil etmek,
ayni zamanda kadinlar igin farkli cevreler tahayyiil edebilmek demekti. Wollstonec-
raft, kadinlarin temiz havaya, egzersize, hareket 6zgirliigine, rahat giysilere, zihin-
sel uyarima ve yapilandiriimis egitimlere erisimi gibi kaygilar tasimaktaydi. Kadinla-
rin gelismesini, meyve veren agaclarin, blytdikleri veya yetistirildikleri kosullara
gore serpilip gelismesine ya da bodur kalmasina benzeten organik metaforlar kul-
laniyordu. Bazi cevresel kosullar, kadinlarda dogal gelisimi ¢arpitarak, yapay bir yu-
zeysellik ve gosteris egilimi uyandirarak onlara zarar verebiliyordu. Wollstonecraft,
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disillik normlarinin, tipki dogal olmayan ydntemlerle yetistirilen bitkiler gibi, kadinla-
ri “zorladigini” 6ne siiriiyordu. Kadinlar “dogadaki giizel kusurlar” haline gelmisti.!
Cocuklar egitim formasyonu, terbiye, fiziksel ve manevi olgunlasma, karakter gelisi-
mi ve ilerleyen bilgi ediniminin uygun asamalarina gore yetistirilmeliydi ve bunlarin
hicbiri zarara yol agmadan hizlandirilamazdi. Burada da ¢ocuklar bitkilere benzer bir
yasam siirmekteydi: “Deneyimin, fidan yapraklar heniiz clkmadan meyve vermesini
saglamak icin gosterilen beyhude ¢abalar, fidanin giiclinii tiketmekten 6teye git-
mez ve onun dogal bicimini almasini engeller.”®®

Wollstonecraft, kadinlara sirf sls ¢icegi gibi davranildigina dair kaygilarini dile
getirmisse de, kadinlar ve bitki yasami arasinda, kadinlarin egitimine dair savu-
nusunun lehine isleyen farkl bir iliski kurar. “Analojiden yola ¢ikarsak,” demistir,
“etrafimizdaki her sey bir ilerleme halindedir.” Kadinlarin bitkilere benzerligi artik,
Wollstonecraft'in “etrafimizdaki her sey” gibi insanlarin da, gelisme kosullari ke-
sintiye ugratiimadiginda daha da guiglendiklerini, bdylece hem kok salabildiklerini
hem de “firtinalara meydan okuyabildiklerini” 6ne surebilmesine izin vermektedir.
Cunku, der Wollstonecraft, “artik agaclarimizin vahsi bir giirliikle yayllmasina izin
var; gengligin lituflarini zamanin hasmetli nisanlariyla zorla birlestirmeyi umuyor
da degiliz; ama onlar derinlere kdk salana ve bir firtinaya meydan okuyana kadar
sabirla bekleyin. O halde, sahip oldudu sayginlikla karsilastinldiginda miikem-
mellige ¢cok daha yavas ilerlemekte olan zihne daha mi az itibar etmek gerekir?”®
Cevre etkisi ve insan gelisimi arasindaki iliski, birka¢ yil sonra Wollstonecraft de-
nize acilip gemiyle isvec’e seyahate ciktiginda farkli bir mecraya kaydi. Yaptigi yol-
culuklarda kendini defalarca “okyanustaki kii¢lik bir tekne”de buldu ve bu onun, ilk
etapta etkileri bakimindan degerlendirilen dogal ve gevresel kosullari anlatisal bir
odak haline getirmesini sagladi. Bu yolculuklar, ¢cevrenin failligi Gzerine diisiince-
lerini harekete gecirmis olan Kadin Haklarinin Gerekgelendirilmesi’'ndeki agac ve
bitki imgelerine de geri dondugu yazilarindan olusan Voyages to Sweden, Norway
and Denmark'ta [isvec, Norveg ve Danimarka’ya Deniz Seyahatleri] anlatilir.

IV.

Wollstonecraft, Analytical Review i¢in Equiano’nun Voyage'i lizerine bir degerlen-
dirme yazisi kaleme almis ve kole ticaretini uzun uzadiya yermisti. Yine de kendi de-
niz yolculuklarinin betimlemesine giristiginde Wollstonecraft'in ilgisi, deniz yoluyla
kéle tasimaciiginin 6neminden uzaklasmis gorindr. Artik okyanus, Wollstonec-
raft'in kisisel yolculugunu 6ne cikaran farkl tiirden bir gegit haline gelmistir. Ama
koéleligin ters-akintilarinin ilk bakista gérindiigi kadar uzak olmadigi goriilecektir.
Wollstonecraft, Voyages'taki bu analojik adaclara ve bitki yasamina farkli sekillerde
geri donecek, “varolus miicadelesi veren” fidanlar, dallari blyiyen ulu cam agaclari,
derin toprak arzusuyla miicadele veren kdknarlar, kimi zaman savasan unsurlar yliziin-
den harap olan vahsi ormanlar bulacaktir.!™ Bu miicadeleler, ne cok kolay ne de gok
zor olan, tam olarak makul ¢evre kosullarina duyulan bir ihtiyaci dile getirmekteydi.
Artik bituin halklar, tipki bitkiler gibi, 6zel yetisme kosullarina ve siresine sahip
varliklar olarak betimleniyordu. Simdi insanlarin gelisimi de, cocuklarin gelisim
kosullariniyavasca buyuyen agagclarin intiyaclariyla benzestirdigi Kadin Haklarrn-
da oldugu gibi, (insanlar arasindaki, ulusal ya da yerel olarak veya toprak temelin-
de anlasilan sinirlarla birlikte) bitkilerle anlasiliyordu.

Wollstonecraft uluslarin veya halklarin gelisimi i¢cin uygun kosullarin miinfe-
rit olarak degderlendirilmesi gerektigini ileri strtiyordu. Bunlar birbirinin yerine
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gecemezdi ve bireysel gelisimde oldugu gibi zorla olamazdi. Benzer sekilde poli-
tik kosullar da zarara yol agmaksizin kesintiye ugratilamayacak dogal déngiilere
bagliydi. Wollstonecraft, yolculuklar sirasinda tanidigi farkli halklarin bilgisi, fiz-
yolojisi, zevkleri ve manevi duyarliiginin ilerleyen gelisme asamalarindan bahse-
der. Almanya’nin bir bolgesinden gecerken Wollstonecraft, “yetilerinin, tembellik-
ten uyusmak ya da bicarelikten kdlelige meyletmek yerine kendiliginden gelisip
ortaya cikacadi bir déneme erismis olan’®® insanlar anlatir. Bunu geciktirebile-
cek faktorler, yoksulluk ve kéleliktir. ™

Halk ve uluslann politik ve manevi duyarliliinin gelisimini bah¢ivanhga 6zgu
bir yaklasimla ele alan Wollstonecraft, baskalarinin ilerleme diizeyini hizlandir-
mayi umut edebilecek olanlari da uyarir. Bu insanlarin dogal gelisme dénemleri
zamanla onlarin ényargilarini yikacaktir, ama nasil ki hicbir bitki bllylimeye zorla-
namiyorsa, bu siirec de hizlandirlamaz: “Insan irkina duyulan coskun sevecenlik,
sevkli karakterleri yasalarda ve hiikiimette zamanindan 6nce degisiklik yapmaya
heveslendirir. Bunlarin yararl ve kalici olabilmesi icin kendi 6zgiin topraklarinin
mahsulii olmalari, halkin dodal olmayan bir fermantasyon zoruyla degil de zaman-
la serpilen anlayisinin asamali olarak olgunlasan meyveleri olmalari gerekir.”®
Wollstonecraft, olumsuz anlamda (Kadin Haklar’nda egitimsiz bazi kadinlar igin
de iddia ettigi gibi), bazi insanlarin insandan asagi, hayvan veya bitki benzeri bir
durumda oldugunu diisinmustir. Bu insanlar insani gelismenin ilkel evrelerini
henliz ge¢cmemis veya bu durumlara geri dismdslerdir. Wollstonecraft, bu tir
indirgenmis insanlik durumlarini hayvan-benzeri durumlara yaklastirir, ama bu
durumlari toprak, camur veya bitkilerle analojik veya metonimik bir yakinlik i¢cinde
sunabildigi de gorlir:

Butin glgclerini sadece yasamlarini stirdiirebilmeleri i¢in gereken
yiyecegi bulmaya harcadiklarindan neredeyse vahsi mahliklar
katinda kalan o insanlarin, onlar1 mahliklarin efendisi mertebesine
yiikselten zekanin zayif piriltilarinin meyve vermesi i¢in gereken
meraki uyandirmaya dair bir tahayyiilden pek az nasiplendigini ya
da hi¢ nasiplenmedigini anlamam zaman aldi -bundan nasiplerini
almis olsalar, isengecce ekip bictikleri topraklarda bu kadar mem-
nuniyetle kalamazlar.®”

Wollstonecraft'in harekete gecirilemeyecedini hissettigi “miskin koyluler”, sade-
ce “kaba vahsi hayvanlar” degil, duragan ¢camura ¢cok daha yakin olan “yari canli
varliklar’dir —gercek canliliktan yoksun ciplak yasamlar.?? Aksine Wollstonecraft,
kendi tahayyilinin niteligine tekrar tekrar egilir. Kendi zihninin etkin sezgisini
gOsterebilmek icin, degisik cevreleri ve onlarin insanlara yonelik tepkilerini ele alir.
Boylece Wollstonecraft’in calismasinda baska bir ters-akinti ortaya ¢ikar. Bitki-
ler kadar ilkel bir diizeyde bulunmamasi gereken insanlar ile bazi insanlardan
¢ok daha canli olarak betimlenen bitkiler arasindaki tuhaf iliski goriinur hale
gelir. Wollstonecraft'in insanlari-6zellikle Letters’ta tanimladigi insanlar- fevka-
lade miskinken, doga mithis bir canhhkla tasvir edilir. Onun dog@a tasvirleriyle
ilk karsilasildiginda, doganin hem bu denli bir fail gibi hem de bu kadar antro-
pomorfiklestirilmis bir bicimde sunulmasi oldukca ¢arpici gelir. Wollstonec-
raft'in nehirleri acele eder, sakince asirir, kendini kaybeder; glines oyalanir veya
parildamaktan korkar; manzara uykuya dalmak icin kendini yatistirir. Ormanlar
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dylesine canlidir ki Wollstonecraft “onlarin varolus bilincinin olmadigina”®® bir
turlt akil erdiremez. Bunun yaninda baziinsanlar o kadar camuru andirmaktadir-
lar ki onlarin bilin¢li olduguna inanmakta gu¢liik ceker.

V.

Bu durum, Wollstonecraft'in tasvir etmis oldugu, insanlar Gizerindeki etkileri cesitli
bicimlerde anlasilabilecek canli cevrelere cogul bir deger kazandirir.

insani gelisimin derecesi, cevrelerden etkilenebilme kapasitesinin niteligi ile
belirlendigi icin, bu cevreler sadece canli olmakla kalmaz. Mesele daha ziya-
de, insanin boyle bir canliligi deneyimlemesi ve ondan olumlu bir sekilde etki-
lenebilmesi i¢in gereken yetiskinlige sahip olup olmadididir. Wollstonecraft’i
siriikleyen cevresel kosullardir ve bunlarin arasinda okyanus kosullarini zaman
zaman giizel veya yiice bulur. Fakat Wollstonecraft’a gére bu kosullar, ancak bir
kimsenin sezme gliciine sahip tahayyuline nitelik kazandiran insani gelisim
asamasi sayesinde giizel ya da yiice olabilir. Wollstonecraft'in hor goérdiigu
bitki ve camura benzeyen insanlara atfettigi sinirliliklar dahilinde bu insanlar,
dadlarin, ormanlarin, denizlerin ve nehirlerin canhih@ini algilama yetenegdinden
yoksundurlar. Dolayisiyla is basinda olan bir tiir ara-eylemdir. insanlar, bitkiye
benzer bir insanlik durumunun 6tesine gegcemedikleri zaman cevresel ve bit-
kisel yasamin canliigini takdir edemezler. Oteki taraftan bu canlilik deneyimi,
insanlarin diizenli tahayyliinii cok daha iyi bir etki yaratmak lzere uyarmistir.
Gizel ve yiice arasindaki ayrim ise ancak, Wollstonecraft'in bitki ve camura ben-
zeyen insanlara atfetmedigi rasyonel gelisim yardimiyla yetisen ve topyekin
olusan tahayyul kapasiteleri tarafindan ortaya konulabilmistir.

VI

Bu noktada denizde iki gegis vardir: Wollstonecraft (ve ayrica, Wollstonecraft'in,
Interesting Narrative adli calismasini degerlendiren Equiano) tarafindan yerilen
kéle tagimaciliginin olusturdugu gegis ve Wollstonecraft'in A Short Residence’ta
kendiimgesel, rasyonel ve manevi kapasitelerinin uyarimina misait hale gelme-
siyle birlikte riskle ve macerayla 6riilmus kisisel yoriingesi. Wollstonecraft bu
deniz gegislerini birbirinden ayri ele aldigi i¢in bu anlatilar ilk bakista tamamen
iki farkli diinyaya aitmis gibi gortindr. Biri, Equiano’nun ve sonra da Wollstonec-
raft’in yerdigi kole gemisi, digeri ise bizzat Wollstonecraft'in “denizde kii¢ik bir
tekne” ile yaptig@i cesur atilimdir.

Peki bu ikisi arasindaki iliski nedir? Aslinda hem Wollstonecraft hem de Equiano,
insanlarin ve yeteneklerin gelisimsel bir hiyerarsisi oldugunu varsayarlar. ikisi de
kolelerin gelisiminin geciktirildigini, fakat benzer sekilde kéleligin de, onlari alip
satan, gemiyle tasiyan, denetleyen ve onlara sahip olanlarin manevi gelisimini
tahrif ettigini duistindirler.?® Kéle tiiccar, kéle sahibi, denetci ve kélelerin hepsi-
nin, kendi manevi kapasiteleri, akillari ve tahayydillerinin tam manasiyla sekillene-
bilecegi kosullardan yoksun olduklari kabul edilir.??

Wollstonecraft'in Orta Gegit'te asili kalan kdlelere doniik endiselerine ragmen,
yazilarindaki bir ters-akinti, bizzat kendisinin bu gecisten etkilenebilme kapa-
sitesini 6ne cikarnr. Guzel ve yice olandan etkilenebilme kapasitesine devamli
olarak atfettigi 6nem, koleligin dehsetini tartma ¢abasinin (onun anladigi haliyle)
manevi anlamiyla dogrudan iligkilendirilmez.®® Wollstonecraft icin kéleligin okya-
nus gibi diisiinulebilecegdi 6zel bir anlam vardir: Yazarin her ikisine de uygun tepki
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verebilme kapasitesi, aklinin ve tahayyiliiniin gelismislik diizeyinin bir gdstergesi
olarak distiniilir. Equiano’nun ilerleme diizeyinin, becerilerini bir ingiliz makinistin
yapabileceklerinden daha ustiin kilmadigina kesin goézilyle bakmasindan dolayi
Wollstonecraft'in, bu gelismislik diizeyini Equiano’nun kendisine atfedip etmeyece-
§i belirsizdir.?” Wollstonecraft, Equiano’nun kéle tasiyan gemide duydugu dehseti,
bizzat yasadigi ve digerlerinin de basina geldigini gorduigu zullimleri, haksizliklari ve
felaketleri anlattidi dykusund incelemistir. Bununla birlikte Wollstonecraft, kdlelige
karsi duydugu tiksintiyi, ona gosterilecek toleransin Avrupalilarin gelisimini geciktir-
digi (Avrupali kadinlarin ilerlemesini geciktiren pek ¢ok faktdre dair analiziyle uyum
halinde) oranda manevi olarak anlamli kilabilmistir. Wollstonecraft, bizzat tiksinti
duyabilme kapasitesinin 6nemini savunmustur. Clinkii kélelik, apolojistin manevi,
rasyonel ve imgesel kapasitelerini engellemistir. Equiano’nun kéleligi, tam da bu
anlamda Wollstonecraft'in okyanusuna paraleldir. Her ikisi de bir baskasinin ilerici
gelisimine isaret eden tepkileri kiskirtmistir.

Dolaysiz anlamiyla koleligi, onu inkar etmeyenlerin manevi koleligi olarak gordigi
seyle benzestirmeye meyilli olmasina ragmen,®® Wollstonecraft'in calismasinda ca-
tisan ters-akintilara rastlanir. Wollstonecraft'in diisiincelerinde, bu tuhaf acimasizhig
kayda gegirebilme kapasitesinin Avrupa’nin manevi gelisiminin bir gdstergesi haline
geldigi noktada, dikkati de Orta Gegit'teki karmasik askida kalmalardan uzaklasmis
ve bunun yerine kendi tepkilerinin dogasi ve niteligine yogunlasmistir. Buna, Iriga-
ray’in ancak uzaktan bir etkiye yol agabilen Nietzscheci yelkenlilere vermis oldugu
yanita benzer bir yanit verilebilir. Irigaray, digerlerinin doniisiimiine etki eden kadin fi-
glrlerine yapilan vurgunun yoniini, bu kadinlarin olus kosullarinin sorgusuna dogru
cevirmisti. Benzer sekilde Equiano’nun okyanustaki saskinligi ve kdle gemisinde ya-
sadig1 dehset, Wollstonecraft'in calismasinda sakli olan fakat g6z ardi edilmis kosut
bir direnis alani haline gelir. Wollstonecraft'in calismasi, farkli bir ydriingeye ve onun
analitik perspektifini yeniden konumlandirmaya ydnelik bir cagndir.

Ceviren Miinevver Celik

Penelope Deutscher

Sitting Then in a Little Boat in the Ocean’:
Cross-Currents of Passage

l.

The routes of human passage have rendered seas the spaces of multiple cross-currents®
through which life is remade in many ways: as disposable, abandoned, profitable, or trad-
able. Quests of discovery and optimistic expansionism have simultaneously brought the
devastation of colonisation. Ships have transported invasions through which occupied
land is appropriated as terra nullius and human decimation has been understood as the
flourishing of Empire. Human life exposed to mortal risk at sea has been remade as a risk
posed to nations; human disasters has been converted into cases for border defence.
Narrating his experience of slavery, the West-African Olaudah Equiano describes
being separated from his family, and multiply renamed, then becoming ‘live cargo’ to
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the traders and seafarers who are at first, for him, incomprehensible ‘spirits’.® In the
words of Hortense Spillers, by the time ‘a slave vessel took on its human cargo’, the Af-
rican family, proper names and kinship had been ‘literally suspended in the oceanic’,®
while the slaves’ flesh was made over as brandable, the potential medium of irons and
instruments of torture.® Spillers reminds that sexual difference is also to be factored
inthe cross-currents of the Middle Passage. Women might be exposed both to sexual
violence, and to a sexualisation of violence, and to a loss of gender distinction also
associated with their dehumanisation.® There might be a prohibition on union, a sep-
aration of families, and a loss of maternal right effected by the very supposition that
matrilineal status determined the status of an enslaved woman'’s child. Women'’s as-
sociation with sex and reproduction could be both minimised and foregrounded, just
as paradoxically — but also in new ways — when sold or transported.® To locate the
paradoxes of women’s subordination in the cross-currents of slavery is not to forget
that they also played a role in Equiano’s account of domestic life in his native Essaka.®
This is also a context in which women are associated with concurrent meanings of
purity and contamination, the idealised and the devalued.

1.

When the German philosopher Friedrich Nietzsche explored the possibility of a human
transformation to the ‘overman’, some of the best-known historical instantiations of the
divided and plural representations of women were also close to hand. He depicted
women as among the threatening and appealing, tempting and dangerous forces with
which one must contend in the passage of transformation. These variants have been
characterised both as Nietzsche’s being and dreading the castrated woman, the castrat-
ing woman, and the affirming woman: ‘at once, simultaneously or successively, depend-
ing on the places of his body and the situations of his story, Nietzsche was all of these.
Within himself, outside of himself, Nietzsche dealt with so many women."®

These images of women included Nietzsche’s attribution to them of the capacity for
‘action at a distance’ (Wirkung in die Ferne). So long as they worked their effect at a
distance, women might be likened, from afar, to sailing ships in motion — ghostly, en-
chanting beauties. In the midst of the great noise in which observers were immersed,
women might appear on the horizon as ‘calm, enchanting beings glid[ing] past’.®”
Luce Irigaray has described these Nietzschean women-as-sailing-ships on the hori-
zon as ‘marine lovers’, primarily offering a salutary capacity to work effects on the
senses of the viewer. For Nietzsche, the question was how to conduct oneself around
such possible effects, so as to sustain their sensory impact positively.

Nietzsche assessed humans and environmental conditions in terms of the various ef-
fects they could render. To conduct oneself with a view to receptivity was to manage
the effects to which one is susceptible and the circumstances to which one exposed
oneself. 99 There being, for Nietzsche, ‘no one woman’, women were deemed capa-
ble of working multiple effects. Their effects of simulation belonged to their effects
of stimulation. They were also possible partners with whom one might share force,
intensifying relations characterised in his most affirmative accounts of women. But
whose perspective was in question? Notwithstanding women’s multiple possibilities
and effects, Nietzsche's account was limited to their effects on men. He omitted to ask
how women (whether castrating, simulating, affirmative) might themselves be at sea,
or might take to the sea. Because they belonged to the stimulation of the sensorium
of others, Nietzsche’s question was how to maintain distance and so best sustain the
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stimulating impact of their proximity. In this respect, women’s capacities were reduced
to affecting, rather than being affected. Even when Nietzsche’s reference for women
was the women's-rights claimant,™” the primary question remained the effect the fem-
inist worked on others. But what if, instead of interrogating their potential impact on
others, Nietzsche had thought about their own sensory receptivity?

For even in his day, a number of Nietzschean feminists rerouted his work to a reflection
on their own developmental needs — those of their physiology, personality or individu-
ality. 9 What were their optimal environments? When Irigaray answered Nietzsche in
Amante Marine™ she pursued this question by imagining women’s own relation to the
sea. When Nietzsche’s women as marine lovers were reconfigured by Irigaray as sea
creatures, she too interrogated their environmental responsiveness and asked more
affirmatively after their own conditions of becoming.

1.

A century earlier, Mary Wollstonecraft associated women's rights claims with the need
for propitious conditions and circumstances. To imagine different feminine characters
and becomings was also to imagine different environments for women. Her concerns
included women’s access to fresh air, exercise, freedom of movement, looseness of
clothing, mental stimulation, and access to structured educations. She used organic
metaphors, likening women'’s development to fruiting trees that flourish or have stunt-
ed growth according to the conditions in which they grow or are cultivated. Some en-
vironmental conditions could be harmful, distorting natural development, stimulating
in women an artificial superficiality and concern with show. The norms of femininity
“forced” women, she argued, like unnaturally cultivated plants. They became ‘beau-
tiful flaws in nature’. ™ Children needed to be brought up according to appropriate
stages in educational formation, upbringing, physical, moral and character develop-
ment and the progressive acquisition of knowledge, none of which could be accel-
erated without harm. In this too, they were akin to plant life: ‘the vain attempt to bring
forth the fruit of experience, before the sapling has thrown out its leaves, only exhausts
its strength, and prevents its assuming a natural form’ 4%

While Wollstonecraft could express concerns that women were treated as mere or-
namental flowers, a different association between women and plant life worked in
favour of her argument for women’s education. ‘To argue from analogy’, she explained,
‘every thing around us is in a progressive state’. The likeness of women to plants now
allowed her to claim that humans, like ‘everything around us’, became stronger when
their development conditions were not interrupted, so they could both strike down
roots and ‘brave storms’. For, argued Wollstonecraft, ‘our trees are now allowed to
spread with wild luxuriance, nor do we expect by force to combine the majestic marks
of time with youthful graces; but wait patiently till they have struck deep their root, and
braved many a storm. Is the mind then, which, in proportion to its dignity advances
more slowly towards perfection, to be treated with less respect?’19

The relationship between environment impact and human development was differently
pursued several years later, when Wollstonecraft took to the sea, journeying by ship to
Sweden. Her travels would repeatedly place her in a fittle boat in the ocean’, giving her
a narrative focus on natural and environmental conditions primarily assessed in terms of
effect. They were depicted in Voyages to Sweden, Norway and Denmark, writings in which
Wollstonecraft also returned to the images of trees and plants embedded in Vindication
of the Rights of Woman, which had stimulated her reflections on environmental agency.
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IV.

Wollstonecraft had reviewed Equiano’s Voyage for the Analytical Review, and had long
decried the slave trade. Yet the significance of its sea transports seems far from her con-
cerns when she undertakes the description of her own voyages. Now, the ocean has be-
come a different kind of passage, foregrounding Wollstonecraft’s personal expedition.
But it will be seen that the cross-currents of slavery are less distant than first appears.
Wollstonecraft would return to these analogical trees and plant life in Voyages in a
number of ways, finding saplings ‘struggling for existence’, nobles pines spreading
branches, firs struggling for want of deep soil, savage forests sometimes devastated
by warring elements.” These struggles suggested a need for just the right environ-
mental conditions, neither too easy, nor too hard.

Like plants, now whole peoples were depicted as having particular growth conditions
and temporalities. Whereas Vindication had likened children’s developmental condi-
tions to the needs of slow-growing trees, now the development of peoples was similarly
likened (with the boundaries between these peoples understood nationally or locally or
by virtue of territory). She argued that the optimal conditions for the growth of nations or
peoples must be appreciated as specific. They were not interchangeable, and, as with
individual development, could not be forced. Similarly, political conditions belonged to
natural cycles that could not be interrupted without harm. She referred to the progres-
sive states of development of the knowledge, physiology, tastes and moral sensibility
of different peoples in the course of her travels. Passing through one part of Germany,
Wollstonecraft describes the people as ‘having arrived at that period when the faculties
will unfold themselves, neither congealed by indolence, nor bent down by wretched-
ness to servility’.™® The factors that could retard this included poverty, and slavery.%
Taking a horticultural approach to the advance of political and moral sensibility, of peo-
ples and nations, Wollstonecraft also cautioned those who might hope to hurry the rate
of progress of others. Their natural period of growth would, in time, root out their preju-
dice, but one could not accelerate this process: ‘an ardent affection for the human race
makes enthusiastic characters eager to produce alteration in laws and governments
prematurely. To render them useful and permanent they must be the growth of each par-
ticular soil, and the gradual fruit of the ripening understanding of the nation, matured by
time, not forced by an unnatural fermentation.’®

In a negative sense (as she had also claimed of some uneducated women in Vindica-
tion) she also considered some peoples to be in particularly sub-human, animal-like or
plant-like states. They had not yet departed rudimentary states of human development,
or they had regressed to them. Wollstonecraft likened such reduced states of humanity
to the animal-like, but could also present them in analogical or metonymic proximity with
earth, clay or the vegetable:

[ did not immediately recollect that men who remain so near the brute
creation, as only to exert themselves to find the food necessary to
sustain life, have little or no imagination to call forth the curiosity
necessary to fructify the faint glimmerings of mind which entitles
them to rank as lords of the creation - Had they either, they could not
contentedly remain in the clods they so indolently cultivate.®"

The ‘sluggish peasants’ whom she felt could not be stimulated into action were not
only ‘churlish brutes’, but “half alive beings’, nearer to inert clay — bare life without real
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animation.®® By contrast, Wollstonecraft gives reiterated attention to the quality of her
own imagination. She takes her differentiated reactions to environments and humans
to show the active discernment of her own mind.

So itis that another cross-current emerges in her work. A strange relationship reveals it-
self between the humans who ought not be as rudimentary as the plants, and the plants
depicted as more lively than some humans. While Wollstonecraft's humans, particularly
those described in the Letters, are extraordinary sluggish, she describes nature as ex-
traordinarily animate. When first encountering her depictions of nature, we are struck by
the extent to which it is both agential and anthropomorphised. Her rivers make haste,
steal peacefully, lose themselves, the sun loiters or fears to shine, the scenery lulls itself
to sleep. The forests are so animate that Wollstonecraft can ‘scarcely conceive they are
without consciousness of existence’.®® But at the same time, she considers some hu-
mans to be so close to non-animate mud she can hardly believe they are conscious.

V.

This gives a multiple valence to the animate environments depicted by Wollstonecraft,
whose effects on humans could be understood in a number of ways. Because the de-
gree of human progress was indicated by the quality of one’s capacity to be affected
by environments, the latter were not simply animate. The issue was more whether one
possessed the necessary cultivation to experience such animation and be positively ef-
fected by it. Wollstonecraft is propelled through environmental conditions, among them
the oceanic, intermittently experienced by her as beautiful or sublime. Yet they can only
be beautiful or sublime by virtue of the state of human development that accounted, in
her view, for the quality of one’s discerning imagination. Amongst the limitations she
attributed to the vegetable and clay-like humans she disparaged, they would be inca-
pable of perceiving the animation of mountains, forests, seas and rivers. Thus a kind
of intra-action is at work. Humans could not appreciate the animation of environmental
and vegetal life unless they had developed beyond a vegetal-like state of humanity. That
experience of animation in turn stimulated the ordered imagination of humans to ev-
er-better effect. The distinction between the beautiful and sublime could be established
only by capacities of imagination cultivated and properly formed through a rational de-
velopment that Wollstonecraft did not attribute to vegetable and clay-like humans.

VI

Two passages are at sea at this point: the passage of slave transportation decried by
Wollstonecraft (and by Equiano, whose Interesting Narrative Wollstonecraft had re-
viewed), and her personal trajectory of risk, adventure and exposure to the stimulation of
her imaginative, rational and moral capacities in A Short Residence. At first, these narra-
tives seem to inhabit two entirely different worlds as Wollstonecraft holds these sea pas-
sages at distance from each other. The one is the slave ship decried by Equiano and in
turn by Wollstonecraft, the other is her own hardy undertaking in the ‘little boat in the sea’.
What is the relationship between these? In fact, both Wollstonecraft and Equiano will
assume a developmental hierarchy of peoples and abilities. Both consider that the de-
velopment of slaves is retarded, but that slavery similarly distorts the moral development
of those who trade, ship, oversee and own them.¥ The slave-trader, slave-owner, over-
seer and slave are all considered to be deprived of the conditions through which their
moral capacity, reason and imagination could properly take shape.®®
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Notwithstanding her concern about the slaves suspended in the Middle Passage, a
cross-current in Wollstonecraft's writing foregrounds her own capacity to be affected
by passage. She does not directly associate the importance she repeatedly attributes to
her own capacity to be affected by the beautiful and sublime with the moral significance
(as she sees it) of her gauging the horror of slavery.®® But there is a particular sense in
which slavery, for Wollstonecraft, could be considered like the ocean: her capacity for
adequate reaction to both are considered indicative of the advanced state of her rea-
son and imagination. It is not clear that she will attribute this advanced state to Equiano
himself, having taken it for granted that his state of development placed his accomplish-
ments no higher than those possible for an English mechanic.%” She had reviewed the
narrative in which Equiano recounted his horror at the slave-owning ship, the atrocities,
injustices and catastrophes befalling him, and which he observed befalling others. But
it is also insofar as she demarcates tolerance for slavery as retarding the progress of
Europeans (concurrent with her analysis of the many factors retarding the progress of
European women) that she takes her own abhorrence to be morally significant. She will
argue for the significance of the very capacity to abhor. For slavery inhibited the apolo-
gist's moral, rational and imaginative capacity. This is the sense in which Equiano’s slav-
ery was also a parallel to Wollstonecraft's ocean. Both provoked the reactions indicating
another’s progressive development.

Prone as she was to analogise literal slavery with what she deemed the moral slavery of
those who did not repudiate it,*® her work manifested conflicting cross-currents in this
regard. At the point in her reflections where capacity to register the grotesquely cruel
became an indication of European moral progress, her attention was distracted from the
complex suspensions of the Middle Passage and captured, instead, by the nature and
quality of her own reactions. One could respond as Irigaray once did to the Nietzschean
sailing ships effecting action at a distance. Irigaray rerouted the foregrounding of these
female figures effecting the transformation of others into an interrogation of the former’s
own conditions of becoming. Similarly, Equiano’s astonishment at the ocean and his
horror of the slave ship becomes a concurrent field of resistance in Wollstonecraft’s
work, embedded but overlooked. It called for a different trajectory, and a reorienting of
her analytical perspective.
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Adrian Parr

Mayim Chayim: Hayat Sulart

“Ozgiir olmayan bir diinyayla bas etmenin tek yolu, kendi varolusu-
nu bir bagkaldir1 haline getirecek kadar 6zgtr olmaktir.”
— Albert Camus

Bu hikaye barisi korumaktan barisi insa etmeye gegise dair. Sulari, insanlari ve
topragi 6zgurlestirici yollardan siirsel olarak bir araya getiren duygulanimsal poli-
tik cografyalarin, fakat 6teki taraftan iktidarin hikayesi: Sinirlandirma ve gozetleme
eylemleri, ekolojik akislarin ¢itlenmesi ve kiilttrel belleklerle toplumsal hikayele-
rin silinmesi yoluyla uygulanan bir tepki kuvveti olarak iktidarin. Bu, kaniksanmis
siddet sistemleri ve giivenliklestirme mantiginin orta yerinde bariscil kosullar
yaratmaya dair umut dolu bir hikaye; Bati Seria’yl cevreleyen ayrim duvarinin ge-
nisletiimesine engel olmak icin birlikte calisan Filistinlilerin ve israil Yahudilerinin
umut yeserten hikayesi. Bu, ayni zamanda Birlesmis Milletler'in (BM) havza yone-
timi ve kilturel varliklar koruma yoluyla el altindan yiruttugl baris sirecinin bir
karsi-anlatisi. Bu, BM Egitim, Bilim ve Kiiltiir Orgiiti'niin (UNESCO) Diinya Mirasi
programini, altinda bariscillik kosullarinin yaratilabilecegi politik bir semsiye ola-
rak kullanan cevrecilerin olagandisi hikayesi.

Bin Yayla'da Gilles Deleuze ve Félix Guattari, devlet aygitinin uzamlarini pirtiikli
uzamlar olarak betimlerler.’” Metrik élciime ve yasaya dayali bu yerlesik uzamlari,
piriizsiizuzamlarin (okyanus, ¢oller ve bozkirlar) metrik olmayan, dokunsal ve gége-
be niteliklerinden ayirt ederler. Bati $eria’daki toplumsal yasam, giivenlik ve gozetle-
me gibi pirtikli uzamlarin arasinda hiyerarsik olarak diizenlenmistir. Beytiillahim’in
eteklerinde durup bakislarinizi Filistin ¢iftlik ve evlerinin dizildigi civar vadilerden,
sadece Yahudilerin yasadigi hayli miistahkem Israil yerlesimlerinin ya da Israil Sa-
vunma Kuvvetleri garnizonlarinin kapladigi tepelere cevirdiginizde, askerilestirilmis
Bati Seriadaki glindelik yasamin acimasiz gerceklerini derhal kavrayabilirsiniz. He-
men sagimdaki gdzetleme kulesinin gézi 6niinde Filistinli arkadasimla konusurken
benim de fotograflandigimi, fislendigimi ve sabikamin tarandigini fark eder etmez
sapkami indiriyorum. Bati Seria’da giindelik yasami denetleyen bu sistem, haliyle,
insana kapatiimanin ve politik tecridin getirdigi sindirilmislik hissini asiliyor.
Partiklendirme, Filistin manzarasinin —-Edward Said’e atifla— “sarklilastirildidr”, Filis-
tin-israil'ine iliskin Kitab-1 Mukaddes dénemindeki Batil tahayyiil tarafindan sémiir-
gelestirildigi yaklasik son yetmis yildir devam ediyor. Biitiin diinyada Noel’in simge-
si haline gelen Avrupa kozalakli agaci (Christbaum), Kitab-1 Mukaddes'in Filistin'e
dair Avrupali tahayyiliinde merkezi bir yere sahip. Jan van Eyck ve kardesi Hubert
van Eyck’in Mistik Kuzunun Tapinmasi (1432) adli Gent Mihrap Panosu, Albrecht Du-
rer'in Carmihtaki [sa’si (1494-97) ve Leonardo da Vinciile Andrea del Verrocchio’nun
(1472-75) Besaret'i bu agaca rastlanan eserlerden yalnizca birkagi. Kitab-1 Mukad-
des zamanlarina iliskin bu Avrupall tahayyiil, yavas yavas sizarak Filistin'in zeytin
(baladi, nabali, souri ve malisi), kegiboynuzu, Yafa portakali ve samfistigi agagla-
rinin yerini aldi. Yahudi Ulusal Fonu'nun ¢oli agaglandirarak yesillendirme ve hizli
biyuyen ¢cam agaclariyla ormanlar yaratma politikasi, Filistin kdylerinin yikintilari
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Uzerinde dikim yaparak Uzerlerini 6rtmek amaciyla kullaniliyor. Yillardir siiregelen
Filistin ihmalinin ardindan ¢6li yeniden dirilttikleri yoniindeki Siyonist mesaj, Sa-
id’'in deyisiyle, “Filistinlilere tarihsel bir mevcudiyet” tanimamaktir.® Filistin-israil'in
neyden mitevellit olduguna dair Batili imge lizerinden Filistin’i yeniden-sunma/
temsil etme siireci, Filistin'in tarim geleneklerinin ve gida 6zerkliginin yitirilmesi bir
yana, belleklerinin ve tarihinin de silindigi anlamina geliyor.®’

Pirtliklendirme, Sabat giinlerinde yerlesimlerden gelen lagim sulari tastiginda da
tekrarlanir, ¢linkd Yahudilerin istirahat gliniinde aritma tesisinde kimse ¢alismadi-
gindan bu agili camur yamaclardan akarak Filistinlilerin tarlalarina kansir. Yeralti
sulari ise Israil Yénetimi tarafindan Israil yerlesimlerine ya da Filistin Yénetimi
tarafindan kirsaldaki Filistinlileri ve gocebe Bedevileri susuzluktan kavurmak pa-
hasina, Bati Seria’nin yogun niifuslu boélgelerine yonlendirilmek lzere zapt edil-
diginde pirtiiklendiriimektedir. Topraktan ¢ikip tarlalari besleyen yeralti pinarlari
icin de aynisi gecerlidir, zira tipki Asag Urdiin Vadisi'ndeki Auja'da oldugu gibi,
sulari ¢ekilip alindiginda toprak kurur ve ¢él buydr.

Givenliklestirme mantiginin zamansal bir yoni de bulunuyor. Filistinlilerin hareket-
liligi hicbir zaman tekdiize degil. Her an bir kontrol noktasinda keyfi yere durdurulup
saatlerce ve hatta bazen guinlerce alikonabiliyorlar. Yahudi yerlesimciler siniri dile-
dikleri gibi gegebilirken, Filistinli insanlarla mallarinin Bati Seria’ya giris ve cikislar-
da mitemadiyen miidahaleye ugramasi, Filistinlilerin glindelik yasamini belirsizlige
siiriikltiyor. Filistinlilerin okul servislerinin bile israil Savunma Kuvvetleri’nin kontro-
1t altindaki ana yollardan gecmesi engellenerek 6grenciler, bir cocuk igin besbelli
tehlikeli olan bir trafikte uzun mesafeler ylriimeye zorlaniyor. Bu kosullar altinda,
azicik rutin bile onlara hasret kalinan bir rahatlama sagliyor.””

2014'te BM Genel Sekreteri Ban Ki-Moon, israil Bagbakani Benjamin Netanyahu’yu,
yeni yerlesimler kurmak lizere Bati Seria’da Gvaot yakinlarindaki yaklasik dort hek-
tarlik topraga el konmasi nedeniyle siddetle kinadi. Bunun, “BM’nin ¢ok kereler yi-
neledigi gibi, uluslararasi hukuka aykiri ve iki devletli ¢6ziim arayislarina tamamen
ters dusen sekilde yeni yerlesimlerin olusturulmasinin 6niinii agma tehlikesi” do-
Jurdugunu dile getirdi.® israil'in Bati Seria’daki toprak gasplari, her iki tarafta da
barisin éniine bariz engeller dikmektedir. israil Yénetimi'ni sézlii olarak kinasa da,
barisi koruyan ve uluslararasi hukuk altinda insan haklarini savunan diger pek cok
kurulus gibi, BM’'nin de Bati Seria topraklarinin temelliikiini dogrudan durdurabile-
cek bir giicli yok. Ama bu yeni bir durum degil. Aslina bakilirsa, BM’nin barisi koru-
ma ¢abalari, pek ¢ok politik ve etnik siddet olayini durdurma ve hatta dizginlemekte
bile aciz kalmasi yiiziinden adir elestirilere maruz kalmistir.® Yine de BM’nin barisi
koruma ¢abalarinin, mali kaynaklarin yetersizligi, kara birliklerinin sinirli olmasi, si-
yasi niifuzunun zayifligi ve baris giiclerinin sadece 6z-savunma igin ¢arpismayla
sinirh yetkisi yuiziinden felce ugradigini teslim etmek gerek. Peki bu, ¢codu kisinin
dedigi gibi, barisi saglamak gibi 6zgil bir amagla olusturulan uluslararasi bir kuru-
lus olarak BM'nin artik islevsiz oldugu anlamina mi geliyor?™ Aslinda hayir. BM'nin
islevselligini ve etkililigini, sivilleri ve milkleri siddetten koruyup koruyamadigina
badli olarak degerlendirmek, bu 6rgiiti nihai Madde 22* senaryosuna sikistirmak
anlamina gelir; ¢linkii bdylece, korumakla gorevli olduklar adina tepki verme

*Joseph Heller'in Ikinci Diinya Savasi sirasinda gecen ayni adli romanindan sonra dile de yerlesen,
“bir seyi, baska bir seyi yapmadan yapamayacaginiz, ama bu baska seyi de 6tekini yapmadan
yapamayacaginiz, i¢inden ¢ikilmaz, imkansiz bir durum”u anlatan bir deyis. (¢.n.)
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glictinden mahrum birakilmasina ragmen, ona tepkisel bir rol bigilmis olur. Sadece
kendini korumak icin tepki verebilir. Peki ya vurgu, guivenlik olarak baristan, bariscil-
Iigin ortaya ¢ikmasini saglamaya kaydirilsa? O zaman ne olurdu?

UNESCO Diinya Mirasi alanlarindan Bati Seria’daki Battir, baris insasinin temeli
olarak kdiltlirel-cevreciligin carpici drneklerinden birini olusturur. Battir'in widian’
(yamaglar), Kudiis’in birka¢ mil glineybatisinda Filistin'in Bati Seria topraklarin-
da yer alir. Roma dénemine ait yaklasik 4.000 yillik tas duvarlar, bu egimli cog-
rafyayi katederek, yeralti pinarlarindan ¢ikan ve Filistinli giftcilerin yiizlerce yildir
yetistirdigi bag, bostan ve zeytin agaglarini besleyen sulara oluk olan taragalar
olusturur. Battirde Bati Seria’yi Israil’den ayiran toprak siniri; su havzasi ve Roma
taragalarinin yani sira, sinirin her iki yaninda yer alan tanim alanlarini eken Filis-
tinliler tarafindan da delinir. Asagidaki vadiden Tel Aviv-Kudis tren yolu gecer.
Israilliler ve Filistinliler arasindaki jeopolitik durum kétiiye gittikce ve Filistinlilerin
yasam kosullar kétiilesmeye devam ettikce, Battir'in cocuklari da éfkelerini vadi-
den gecerken tasladiklari trenden cikariyor. Buna cevaben, israil ordusu Giivenlik
Duvarrni vadi boyunca uzatmayi planladi; bu plan, ciftgileri topraklarindan kopar-
tacadi gibi kadim bir havzaya da geri déniilmez zararlar verecekti. Su, tarim faali-
yetleri, kiilturel bellek, yerli hayvan ve bitki varlidi ile gida 6zerkligini de icine alan
cetrefil bir uzam-zamansal dagilim sistemiydi mevzu bahis olan.

13 Aralik 2012'de Israil Yiiksek Mahkemesi, Ortadogu Topraginin Dostlar (FoE-
ME) adl sivil toplum kurulusunun, ayrim duvarini Battir vadisi boyunca uzatmayi
dngéren askeri planlarin durdurulmasi icin yapti§i basvuru lehine karar verdi.®
israilli, Filistinli ve Urdiinlii tiyelerden olusan FOEME érgiitii, bu dilekce calisma-
sinda Battir K&y Konseyi ile Israil Doga ve Parklar idaresi’yle (NPA) isbirligi yapti.
20 Haziran 2014’te, UNESCO Diinya Mirasi Komisyonu’nun 38. oturumunda Battir,
Diinya Mirasi listesine alindi ve Israil Yilksek Mahkemesi’nin 4 Ocak 2015'te duva-
rin insasini durdurma karari vermesine neden oldu.®

UNESCO Diinya Mirasi programi, kiiresel mirasi koruma ve surdiirme amacini
tasir. Bunun arkasinda, dogal ya da insan yapimi bir harikanin, politik ¢ikarlar ve
ulusal sinirlarin étesinde ve mevcut kiiltiirel momenti asan evrensel bir kilturel
degere sahip oldugu fikri yatar. Burada ekolojik ve kulturel tretimin siregleri ve
ogeleri, politik potansiyelle yuklu bir alandaki tekillikler olarak isler. Battir'in ta-
racalar ve havzasinin 2014 UNESCO Diinya Mirasi listesine alinmasinin basarisi,
iste kiiltur ve cevre mirasinin tekil karakterinin bariscilhigin tesisinin bir araci ola-
rak glindeme getirilmesinde cisimlesen bu alisiimadik bilesimdir.

Battirde, mavi, yesil ve gri altyapilar birleserek karmasik sosyo-kiiltiirel ekoloji-
ler olusturur. Roma su kemerleri, zeytin ve mese agaglari, yerli Griinler, pinarlar,
yeralti sular ve Battir'in yamaclarina yayillmis tas taracalar hep birlikte, yumusak
ve sert ylizeylerin etkilesimlerinden olusan yaratici bir matris tretir ve bu matris-
ten, gozetleme, milksuzlestirme ve tahakkimdinkine karsit bir uzam-zamansal
kosulu tesvik eden farkli bir ekolojik politik kayit dogar. Battir’in verimli, bere-
ketli, giir, sulak dirimselligi, gecirimsiz bicimler ve statik yapilarla katilr; yerel
manzaralari ve yasam bicimlerini kati bir sekilde degistirmis olan bdlinme, isgal
ve denetim kuvvetlerine clretle meydan okur.

Filistinli bir bakis agisindan, eger bariscillik, isgal ve miilksiizlestirmenin purtiikli
uzamlari arasinda purtizsiiz uzamlar etkinlestirmek ve bununla beraber zamani
yeniden diizenlemek ve rutinlestirmek demekse, UNESCO Diinya Mirasi listesine
alinmanin, bu ikisinin de gerceklesebilmesi icin gerekli kosullar sagladigi agiktir.
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Battirin UNESCO Diinya Mirasi listesine adaylik ve kabul siireci, doga ile kulturd,
su ve toprak, catisma ve baris, sinir cizme ve mistereklesme, kolonizasyon ve de-
kolonizasyon akislarinin birbirlerini karsi yonlerde ¢ekmelerine vesile olan tekillik-
ler olarak ele almistir. "2 UNESCO listelemesi, bu alanin, belki Deleuze’iin diyecegi
gibi, duyarl ekolojik noktalarin bir kiimelenisi oldugunu; bunlarin, tarafsizliklar
itibariyla, politik manzarayi farkl bir yonde biikebilecek toplumsal “déniim nokta-
lar” olusturdugunu kabul eder. Hidrolojik déngiler, sulama, ekim, hasat, mutfak
ve yerellesmis bellekler karsilastik¢a ve birbirleriyle yankilandik¢a, politik bir du-
rumu yerinden eden, yeniden dagitan ve donistiiren -Deleuze’uin tekilliklerin nasil
isledigi lizerine diisiincelerini tekrarlarsak— “iraksak diziler” tretilir.®” Artik baris,
“glivenlik olarak baris” bigimindeki tepkisel modelin ima ettigi gibi, bicimsizlige ve
kaosa birlesik, sabit bir bicim dayatmak olarak anlasiimaz. Bunun yerine baris da,
siddet, bereket ya da serpilmek gibi diger tekilliklerin yaninda bir tekillik olarak ele
alinir. Potansiyeller olarak, hepsi de toplumsal alani isgal ederler.

Deleuze ve Guattari’nin plrtiklu ve plrlizsiiz uzamlar arasinda yaptigi ayrimin bir
uzami digeri karsisinda hiyerarsik olarak konumlandirdigini dusiiniirsek yaniliriz,
cunku her biri digerine icerilmis haldedir. Purtiikliide, daima piriizsiiz uzamsal bir
potansiyel, piiriizsiizde de daima purtiiklii uzamsal bir potansiyel vardir. Battirde
dislama, ayirma ve militarizm purtikli uzamlari ile acik ve igerici hareketlerin piriiz-
siiz uzamlari, birbirinin arasinda belli belirsiz mevcuttur. Battir'in su akiglar, yeralti
kaynaklari, serpilen ekolojileri, gida 6zerkligi, kolektif bellekleri ve ortak enerjileri, je-
opolitik purtiiklenmenin hatlarini inatla piriizsuzlestirir. UNESCO listelemesi, bu iki
cok farkli uzamsal pratik arasindaki catismayi, bunlarin igkin iliskisinin politik eylem
icin bir temel islevi gorebilecegini kabul ederek ele almistir. Militarizm ve ¢itlenme-
nin pirtikli uzamlarina igkin plriizsiiz uzamlar adeta ovarcasina, kurulu bir baski
iktidar olan seyi, 6zerkligin ve kurtulusun kurucu bir gliciine dénustirmustur. Do-
layisiyla, siddet icermeyen bu sonuca, baska hallerde diisman olan ama simdi ortak
bir cevresel ve killtiirel cikarla harekete gecen aktdrler —Israilliler ve Filistinliler— ara-
sindaki alisiimadik bir ortaklik sayesinde ulasiimasi dikkat ¢ekicidir. Buna mukabil,
Filistin-israil iliskilerine ickin olan diismanhigin dayanismaci hale gelebilme potan-
siyeli tasidigi da gozler 6niine serilmistir; her sey toplumsal enerijilerin, kiltiirel duy-
gulanimlarin ve jeopolitik kuvvetlerin nasil ise kosulduguna baghdir. Bu bakimdan,
purizsiiz ve purtiikli uzamlar arasindaki ickin iliski olumlanmistir. Bu olumlama, yeni
tipte bir glictin serbest kalmasindan dogan bariscilligin bir ifadesidir: Savunmasizla-
r giiclendirmek yoniindeki romantik ve bir nevi basmakalip gériise karsi, (ekolojik,
kiltirel, belleksel) savunmasizligin ¢cok yonlii ve kurucu giici.

Battir'in piiriizsiiz ylizeyleri, israil devletinin giivenliklestirme ve askerilestirme aygi-
tinin purtiklendirici pratikleri tarafindan ezilmekteydi. UNESCO Diinya Mirasi listele-
mesi, bu niteliksel farklari, sinirlandirmak ve ¢itlenmek amaciyla sabit bir toprak par-
casini 6lcmeye yarayan niceliksel seyler olarak almak yerine —ki tum bunlar Battirde
giindelik yasamin kurucusu olan uzamsal ve zamansal akislarin bogulmasindan
bagka bir yere varmayacakti- ritmik ekolojik varyasyonun ve kdilturel savunmasizli-
gin zamansal dogasini yeni bir dagilima tabi tutmus ve tiim bunlar devlet giidimli
siddeti pekistirmek yerine zayiflatmanin hizmetine sunmustur. Savunmasizliklarin
bu duygulanimsal yeginlesmesinden, yerellesmis bir onur duygusunu yeniden tesis
eden uzam-zamansal bir bariscillik kipligi dogmustur.

Ceviren Miinevver Celik
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Mayim Chayim: Living Waters

“The only way to deal with an unfree world is to become so absolutely
free that your very existence is an act of rebellion.”
— Albert Camus

This is a story of peacemaking replacing peacekeeping. It is a story of affective polit-
ical geographies that poetically combine water, people and land in liberatory ways.
It is also a story of power: power as a reactive force undertaken through acts of bor-
dering and surveillance, the enclosure of ecological flows, and the erasure of cultural
memories and social histories. It is a promising story about the creation of peaceful
conditions amidst otherwise entrenched systems of violence and the logic of secu-
ritisation. It is a hopeful story of Palestinians and Jewish Israelis successfully working
together to halt the expansion of the separation barrier enclosing the West Bank. It is
also a counter-narrative of United Nations (UN) peacemaking that took place through
the back door of watershed management and cultural conservation. It is an unlikely
story of environmentalists using the UN Education, Science and Cultural Organization
(UNESCO) World Heritage programme as a political umbrella under which the condi-
tions for peacefulness could be created.

In A Thousand Plateaus, Gilles Deleuze and Félix Guattari describe the spaces of a
state apparatus as striated spaces. They distinguish these sedentary spaces of met-
ric measurement and the law from the non-metric, haptic and nomadic qualities of
smooth spaces (ocean, deserts and steppes). Amidst the striated spaces of security
and surveillance, social life in the West Bank is hierarchically organised. Standing on
the outskirts of Bethlehem looking out across the surrounding valleys of Palestinian
farms and homes to the hilltops occupied by either highly fortified Jewish-only Israeli
settlements or Israel Defence Force (IDF) stations, one quickly grasps the grim real-
ities of everyday life in the militarised West Bank. | lower my cap with the realisation
that | too am being photographed, documented and background-checked as | stand
speaking to my Palestinian friend in full view of the watchtower immediately to my
right. Unsurprisingly, this ongoing system of policing everyday life in the West Bank
instils a debilitating sense of confinement and political isolation.

Striation has occurred over the past seventy years or so as the Palestinian landscape
has gradually been ‘Orientalised’, to borrow from Edward Said, colonised by a West-
ern imagination of Palestine-Israel during biblical times. The European conifer, now
a worldwide symbol of Christmas (Christbaum) is central to the European imaginary
of biblical Palestine. It appears in the Ghent Altarpeice The Adoration of the Mystic
Lamb (c. 1432) by Jan van Eyck and his brother Hubert van Eyck, in Albrecht Direr’s
Christ at the Cross (c.1494-97) and in The Annunciation (c. 1472-75) by Leonardo da
Vinci and Andrea del Verrocchio, to name just a few examples. This European image
of biblical times has little by little infiltrated and replaced the Palestinian olive (baladi,
nabali, souri and mallisi), carob, Shamouti orange and pistachio trees. The Jewish Na-
tional Fund’s policy of greening the desert by planting trees and creating forests with
fast-growing pine trees is used to plant on top of and cover over the ruins of Palestin-
ian villages. The Zionist message that it has made the desert bloom again after years
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of Palestinian neglect is, in the words of Said, denying ‘the Palestinians a historical
presence’.® This process of re-presenting Palestine under a Western image of what
constitutes Palestine-Israel means that not only are Palestinian farming traditions and
food autonomy lost, but that Palestinian memories and history are erased as well.®
Striation also occurs as sewerage from the settlements overflows on shabbos (Sab-
bath) because no-one works at the plant on the Jewish day of rest so the toxic muck
trickles down the hillside and into Palestinian farmland. Underground water currents
are striated when they are captured and diverted to Israeli settlements by the Israeli
Administration or to more densely populated areas of the West Bank by the Palestin-
ian Authority, leaving rural Palestinians and the nomadic Bedouins parched with thirst.
The same applies to the underground springs that burst through the earth nourishing
farmland, for when tapped the ground is drained and the desert grows, as is the case
in Auja in the Lower Jordan Valley region.

The logic of securitisation has a temporal condition as well. The movement of Pales-
tinians is never routine. They are always on the verge of being arbitrarily stopped at a
checkpoint for hours and sometimes even days. The continual interruption of Pales-
tinian people and goods in and out of the West Bank, as Jewish settlers freely move
across the divide, fills everyday Palestinian life with uncertainty. Not even Palestinian
school buses can travel the main roads guarded by the IDF, forcing school children to
walk long distances in what is clearly dangerous traffic for a child to navigate. In this
context, any amount of routine is a welcome relief.®

In 2014, UN Secretary General Ban Ki-Moon vehemently condemned Israeli Prime Min-
ister Benjamin Netanyahu for the appropriation of approximately 1,000 acres of land near
Gvaot in the West Bank to establish new settlements. He explained that this ‘risks paving
the way for further settlement activity, which — as the United Nations has reiterated on
many occasions —is illegal under international law and runs totally counter to the pursuit
of atwo-state solution. Israeli land-grabs in the West Bank present obvious barriers to
peace on both sides. Despite verbally condemning the Israeli Administration, the UN,
as with so many other bodies keeping the peace and upholding human rights under
international law, does not have the power to directly stop the appropriation of West
Bank land. But this situation is nothing new. Indeed, the peacekeeping efforts of the UN
have come under heavy criticism for failing to stop, or even curb, numerous instances of
political and ethnic violence.®® To be fair, the UN's peacekeeping efforts are paralysed
by a lack of financial resources, a shortage of ground troops, weak political clout, and
a restrictive mandate that allows peacekeepers only to fight in self-defence. Does this
mean, as many argue, that the UN as an international body formed with the specific aim
of maintaining peace is now irrelevant?® Not necessarily. To assess the relevance and
effectiveness of the UN on the basis of whether or not it can safeguard civilians and prop-
erty from violence places the organisation in the ultimate Catch-22 scenario because it
gives it a reactive role, while denying it the power to react on behalf of those it is instruct-
ed to protect. It can only react to protect itself. What would happen, then, if the emphasis
shifted away from peace-as-security onto enabling peacefulness to emerge?

The UNESCO world heritage site of Battir in the West Bank is a compelling example
of cultural-environmentalism as the basis for peace building. The widian (hillsides)
of Battir are situated a few miles southwest of Jerusalem in the Palestinian territory
of the West Bank. The approximately 4,000 year-old Roman stone walls follow the
sloping geography, forming terraces that channel water from underground springs ir-
rigating fields of vegetables, olive trees and grape vines that Palestinian farmers have
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cultivated for hundreds of years. In Battir, the territorial boundary separating the West
Bank from Israelis perforated by the watershed and Roman terraces, as well as the Pal-
estinians who farm fields located on both sides of the dividing line. In the valley below
runs a railway line for the Tel-Aviv to Jerusalem train. As the geopolitical situation be-
tween Israelis and Palestinians worsens and the living conditions of Palestinians con-
tinues to deteriorate, the children of Battir have been taking their frustrations out on
the train as it passes through the valley by throwing rocks at it. In response, the Israeli
military planned to extend the Security Barrier through the valley, which would have
cut farmers off from the land along with inflicting irreversible damage upon an ancient
watershed. At stake was an intricate spatio-temporal distribution system of water,
farming practices, cultural memory, indigenous flora and fauna, and food autonomy.
On 13 December 2012, Israel’s High Court of Justice ruled in favour of a petition pre-
sented to it by the non-governmental organisation Friends of the Earth Middle East
(FOEME) to halt military plans to extend the separation barrier through the valley of
Battir.® FOEME members include Israelis, Palestinians and Jordanians, and the organ-
isation collaborated on the petition with the Battir Village Council and the Israel Nature
and Parks Authority (NPA). On 20 June 2014, at the 38th session of the UNESCO World
Heritage Commission, Battir was listed as a World Heritage Site, prompting the Israeli
High Court of Justice to freeze the construction of the wall on 4 January 2015

The goal of the UNESCO World Heritage programme is to protect and preserve global
heritage. This is based upon the idea that a natural or manmade wonder has a univer-
sal cultural value that exceeds political interests and national borders and transcends
the current moment. The processes and elements of ecological and cultural produc-
tion hereby operate as singularities in a field pregnant with political potential. It is this
unlikely combination of invoking the singular character of cultural and environmental
heritage as a means through which peacefulness can occur that the 2014 UNESCO
World Heritage listing of Battir's terraces and watershed achieves.

In Battir, blue, green and grey infrastructures combine to form complex sociocultur-
al ecologies. The mixture of Roman aqueducts, olive and oak trees, local produce,
springs, underground currents and stone terraces along the Battir hillsides produce
a creative matrix that consists of interplays between soft and hard surfaces out of
which a different ecological political register emerges, encouraging a spatio-temporal
condition counter to that of surveillance, dispossession and domination. Battir's exu-
berant, abundant and lush, watered vitality participates with impermeable forms and
static structures, defiantly challenging the forces of division, occupation and control
that have decisively changed local landscapes and ways of life.

If, from a Palestinian perspective, peacefulness consists of activating smooth spaces
amidst the striated spaces of occupation and dispossession and concomitantly reor-
ganising and routinising time, then the UNESCO World Heritage listing has provided
the conditions necessary for both to be realised. The process of nominating and list-
ing Battir as a UNESCO World Heritage Site treated nature and culture as singularities
whereby the flows of water and earth, conflict and peace, bordering and commoning,
colonisation and decolonisation pull against each other."” The UNESCO listing rec-
ognises that the site is a conglomeration of sensitive ecological points, as Deleuze
might describe it, that in their neutrality present social ‘turning points’ that have the
capacity to inflect the political landscape differently. As hydrological cycles, irrigation,
planting, harvesting, cooking and localised memories encounter and resonate with
each other, ‘divergent series’ are generated — to paraphrase Deleuze’s thoughts on
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how singularities operate — displacing, redistributing and transforming a political state
of affairs.!’ Peace is no longer conceived of as imposing a unified, fixed form on form-
lessness and chaos as the more reactive model of peace-as-security suggests. In-
stead, peace is treated as a singularity alongside other singularities such as violence,
abundance or flourishing. All occupy the social field as potentialities.

It would be erroneous to think that the distinction made by Deleuze and Guattari be-
tween striated and smooth spaces hierarchically pits one kind of space against the
other, for each is enmeshed in the other. Within striation, there is always a smooth
spatial potentiality, and vice versa. In Battir, striated spaces of exclusion, separation
and militarism, and smooth spaces of open and inclusive movements tenuously exist
amidst each other. Water flows, underground springs, flourishing ecologies, food au-
tonomy, collective memories and the common energies of Battir persistently smooth
the lines of geopolitical striation. The UNESCO listing tackled the confrontation be-
tween these two very different spatial practices, recognising that their immanent re-
lationship could provide the basis for political action. Massaging the smooth spaces
immanent to the striated spaces of militarism and enclosure, an otherwise constituted
power of oppression was accordingly transformed into a constitutive power of auton-
omy and emancipation. It is therefore interesting to note that it was through an unlikely
partnership between otherwise hostile actors — Israelis and Palestinians — motivated
by a shared environmental and cultural interest, that a nonviolent outcome arose. In
turn, the hostility immanent to Palestinian-Israeli relations was exposed as having
the potential to become collaborative; it all depends on how social energies, cultural
affections and geopolitical forces are put to work. In this respect, the immanent rela-
tionship between smooth and striated spaces was affirmed. The affirmation constitut-
ed an expression of peacefulness that arose from releasing a new kind of power: the
multifaceted and constitutive power of vulnerability (ecological, cultural, mnemonic),
countering the romantic and somewhat clichéd view of empowering the vulnerable.
The smooth spaces of Battir were being overwhelmed by the striating practices of the
Israeli state apparatus of securitisation and militarisation. Rather than treat these qual-
itative differences as quantitative entities that would measure out a fixed parcel of terri-
tory for delimitation and enclosure, all of which would have strangulated the spatial and
temporal flows constitutive of everyday life in Battir, the UNESCO World Heritage listing
redistributed the temporary nature of rhythmic ecological variation and cultural vulner-
ability, placing these in the service of weakening as opposed to consolidating state-led
violence. Out of this affective intensification of vulnerabilities arose a spatiotemporal
modality of peacefulness through which a sense of localised dignity was restored.
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Carriance, Copoiesis ve Gereek-alti

“Once / 6niimde / yiiziimden énce [lifney]” yerine “benim 6ncemden
/ 6niimden / yliztimiin oncesinden bile [6nce] [milfaney]” olsun de-
mistir O - ¢linki yliztin / ytiziin iginde ytzler(i) / yanlar(1) / haller(i)
vardir, o sebeple de gérinir yizler ve gériinmez ylzler vardir.”

— Rab. Azriel®

I.

Soyut gergek-alti uzantilar, insani ve kozmik olanla birlikte yankilanir. Birlikte-6-
rilen goériinmez teller, goériinir diizlemin icine-dogru yerler bulur. Duyumsanan
ve 6te-duyumsanan [transsense] carriance® tamamen-kériiklenmis olan arzu-
ya eristiginde, Sembolik, Gergek-altina agilir.

Carriance’la ahenkli giiven ve direng —aginim.

Tanikhik/birliktelik** ve gériinmez vizyon, renk-1sik ve gercek-alti duygu-formlari.
Mekanin ve elestirinin zuhur edisi, “gercek” agisindan taniklik/birliktelikten ta-
nikhda gecise katilir. Isiktaki tin-formlar gorseli bozar, aska ve dirence hayatin
hakikatini katar.

Carriance-mekan olarak Ozne ile taslyiclyl tasiyan mekan-6zne, gercek-alti-
ya duyarli ve imgesel ézdeslige direncli olan kiplerdir. icteki cekirdeklerin si-
nir-baglanisini/zincirlenisini [borderlinking] duyumsayabilmek i¢in ylzey ilis-
kiselliginden geri ¢ekilis, gercek-alti ve sembolik karsilasma-olaylari yansitan
figlrselliklere yer acar. Mekan-carriance-6zne iceride ¢alisir ve 6tekinin, oteki
0znenin, 6teki nesnenin igiyle birlikte yankilanir. Cekirdekle yiiz yiize olan ce-
kirdek.

Resmin derinligi ayrica matrissel bir mekanda, resimlerin icinde-arasinda da
calisir. Goriinlr olan, farkh bir sekilde zuhur etmek Uzere, ortada ve kenarlarda,
goriinmez gekirdeginin/cekirdeklerinin icine geri cekilir. Aginim iste budur.
“Oznenin 6limii”"nden sonra dzne, “yaraticinin 6limii"nden sonra sanatcl, “res-
min 6limi”nden sonra ressam —carriance 6zgurluk-yariklarina giden yolu gos-
terir, hissiz zorbaligin tekrarina karsi savasimi baslatir.

Zamanin —zaman disi— kalp atisi, mekanin —derinlik olarak mekan disi- gebe
kalmasi gibi gériiniir —derinligin 6znesi olarak sinir-araligi [borderspace] —carri-
ance’in mekani olarak 6zne.

Carriance ve ihtiva etmek ayri seylerdir. ibranicede yara (petza) ve zuhur (hap-
htza’a) ayni kokten gelir. Birlikte-zuhur bir gelecek acar, birlikte-zuhur ise kanar.

*Ettinger'in, Kabil’e verilen “tagi” [carry] emrinin orijinal Ibranice karsiigini yeniden cevirerek tiirettigi
kavram. (¢.n.)

**Ettinger, “taniklik” anlamina gelen witness ile “birlikte” anlamini veren with s6zcuikleri arasindaki
ses benzerliginden yararlanarak yeni bir birlesik sézciik olusturur: wit(h)ness. Ettinger, metnin geri
kalaninda da sézctiklerin tireli kullanimindan yararlanarak bizi her defasinda ¢okanlamli diisiinmeye
davet edecek. Ceviride, tiresiz ve tireli okunuslarin yarattigi birden ¢ok anlami, sirasiyla (/) ile
gosterecegiz. (¢.n.)
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P Y

Onun inkari, travmaya yol acar, yutuculugu ise travmatiktir. Transjektivite’den
O0zne ve nesneye gegis, yanit-verebilirlikten [response-ability] sorumluluga
[responsibility], tanikhk/birliktelikten tanikliga gegisteki bir geri ¢ekilistir; ya-
samsizlik ve 6liim arasindaki farki ve yasamsizliktan yasama gegisi ayirt edebi-
len bir geri ¢ekilis. Ama karakterini matrissellikten almasiyla, carriance’l iistlen-
mesiyle birlikte, 6zne artik déniismiis haldedir.

Mekanin ¢ekirdedine dogru geri ¢ekilisin goziu stiziilmektedir. Resimde ve resim
dizilerinde, goriiniir olan ve olmayan arasinda her defasinda sinir-araligi olarak
birakilan mesafeler, sinir-baglanislarindaki fasilalari 6rer. Goziin otist-calismasi
hafifler. Baska bir mekandaki, yasamimdaki fasilalari 6rmek. Giivenilen uzanti-
lar. Bu uzantilarin, izlerin ve algilanamayan intibalarin bulustugu psisik derinlige
sizmalarina izin ver. Yeni intibalarla i¢ ice gecen, agcimlanan travma izlerinin ak-
tarim ve islenme mekani olarak sanat.

Bir psise-ruh 6tekiye ve yasama nasil glivenecektir? Bizim kusagimiza dag gibi
bir agit miras kaldi ve bu kusak, bu agitin icinden gecerek-yamacinda-onunla
birlikte-iginde yasiyor. Giivenin sonundan sonra gliven, konu-madde-seyleri 1sik
formlariyla agimlama-algilamaya hazir 6zne-rahim-mekani, 6zne-carriance’r igerir.
Yalnizhgr geri ¢ekmek, umursanir/birlikte-ayirt edilir [con-cern]. Sinir-baglani-
s1 devam eder hala. Hazine gz kamastirir. Carriance’la tanik/birlikte olmak, hi¢
istismarsiz bir giiven dogurur. Erkek kardesinin ruhu, Evridiki’ninki gibi, seninki
gibi, isik 1sinlarini arlyor. Havva'ya bir bak: Bir oglu katil, bir oglu maktul olmusken,
yeniden tasimak igin yasama giivendi; tasidigi oglana Sit [Shet] (‘tasima” olarak
da okunur) adini verdi. Ve Sit Enos’u, “insan”i dogurdu. Bu bagin bedenselligi ve
soku, onun dogaya havale edilmesini ve sembolik bir deger ve anlam kazanabil-
mesine mani olunmasini kolaylastirdi. Carriance’in sembolik degeri, insani zaman
okyanusunun derinlerinde, sefkatin sembolik degerine komsudur.

Bir ibrahim éncesi, Musa éncesi, isa éncesi, Muhammed 6ncesi —tarih ya da
mitolojik anlati bakimindan degil, insan 6znesinin yapisindaki kutup olarak bir
once. Sadece lifnei ya da lefanai, yani diiz anlamiyla yiiziimden énce degil, be-
nim zamandan énceki zaman olarak anladigim, diiz anlamiyla ytiziimiin 6ncesin-
den bile demek olan milefnei -milefanai.

Ben/Ben-olmayan transjektivitesi tarafindan gebe birakilan 6zne; ézneyi, ken-
disiyle-kendinde ve ayrica birisiyle-birinde yuvalandigi, birlikte-oturdugu, bir-
likte-zuhur ettigi, birlikte-dogdugu ve cekirdekleri bizimkilerle yankilanan nes-
nelerle ortuistigu haliyle ayirt eder. Her biri kendi ¢ekirdegine geri ¢ekilirken,
sinir-baglanan/zincirlenen iceriyle yliz ylize gelen igeri.

Varim, 8yleyse tasinmisim. Vanim, 8yleyse tasiyacagim. Vanim, dyleyse Gergekte
tasinmisim, bir-6teki daima-halihazirda bana taniklik etmis/onunla birlikteymi-
sim ve tekil sinir-bagin yiceltilmesi, diistince-bic¢imi ve buradan itibaren de ya-
pilar ve semalar olusturabilir. Onlari renk-isik olarak bilirim.

Birlikte-desme, birlikte-icleme —birlikte-zuhur eden birlikte-i¢cleme, renk-isikta/
renk-1sikla birbirini birbirinde ¢ekirdek ¢ekirdege bilmek. Olumsal bir gercek-al-
ti karsilasma, gercek carriance’in sirekliliginde-siresinde karsilagma-olaya

ty s6zcliguni, sub-ject (6zne/alta atilan-altta yatan) ve ob-ject (nesne/karsiya
atilan-karsiya konan) sozciiklerinin de icerdigi, “atmak, firlatmak, kurmak, koymak” gibi anlamlara
gelen Latince iacio sézcugii ile “asiri, 6te, iginden” gibi anlamlari olan “trans” 6n-ekini birlestirerek
olusturur. Bu “transjektivite” sézcugliyle, 6znellik (subjectivity) ve nesnelligin (objectivity) 6tesinde,
yeni bir ontolojik boyuta isaret eder. (¢.n.)
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donisur. Bu, glivenin sonundan sonra sanat-giivenle ilgilidir.

Carriance = bakim + yanit-verebilirlik + kendi kendini kirilganlastirirken taniklik/
birliktelik, dogrudan etige ¢ikar: Savunmasiz 6tekiye tanik olmak ve sorumluluk
duymak.

Varim, dyleyse Gergekte tasinmisim, bir-6teki daima-halihazirda bana tanikhk
etmig/onunla birlikteymisim ve tekil sinir-bagin (reliance-bord) yiiceltilmesi,
insanda nesneyi [obje], 6zneyi [sije] ve transje’yi olusturabilir. Glizellik, nesne-
lerde ve diinyadadir. Yuice iste orada, beklemektedir. Glizelligin ve yiiceligin bize
ihtiyaci yoktur... Sanat-¢alismasi, insan icin daima icinde-birliktedir, bize ihtiya¢
duyar. ihtiyacim olan, sanat seyleridir. Boyun egmek degil tasimak —boyundu-
ruktan kurtulmus Oznenin anlami iste budur.**** Olim dirtiisii degil, yalnizca
yasam dirtlistidir bir gelecek icin ¢alisan. Agit ve Carriance —sanat dokunusu-
nun proto-etik yikd.

Gercek-alticilik [subrealism], duyu-algi esiginin 6tesindeki farkli 6geler arasin-
daki baglanti-asirilik [transconnectedness] diizeyinin farkina varabilmek igin ve
transjektivitedeki 6zne-6ncesi 6gelerin temsile ve bilgiye gegisine izin vermek
icin kendi kendini kirilganlastirmaya dayanir.

Ozne ve dzneler ya da nesneler ya da seyler arasinda titreyen telleri hisset-
mek-bilmek, psisenin duyargalarinin 6zlem ¢ekmesidir. Matrissel mekanin ce-
kirdeginin Sembolige gecisi, onun, politik hesap verebilirlige varincaya kadar,
kiilttirel olarak kabul gérmesine imkan verir.

Resim, gercek-altini yakaladiginda ve gercek-altiligi ayirt ettiginde sagalticidir.
O halde resim, Seyin, karsilasma-olay-Seyin ve nesne-Seyin seffaf askinhidina
delalet eder. Sanat, donisiim-yuiceltmeyi uyandirdiginda ve kiltirel imgelemin
sinirlarini kirmaya yarayacak olan yaklasik semboliklestirme icin zihinsel bir
alan ac¢tiginda, “dusiinmek” anlamina gelir. Duyu-algi esiginin altinda kalan ger-
¢ek-alti akislar yoluyla aktarilan seydir o, ama onun farkindayizdir. Mamemen-
to fluidis: Yasama-birlikte-dogmanin akicih@ini hatirla. Bilingdisina karakterini
veren, gergek-altidir. Cekirdek cekirdege denk distugiinde/birlikte-yanit-ver-
diginde [co-respond], birbirimizi dénusturiyoruz/bicimimizi-asiyoruz [trans-
form] demektir: Ben sende hissediyorum, sen bende disiiniiyorsun, ben sende
biliyorum, sen benimle gliveniyorsun. Resim, ¢ekirdedi kendi icindeki ve/veya
baska resimlerdeki gekirdeklerle “iletisim kurdugunda” i¢ ve dis mekani donis-
tardr. Sinir-baglama/sinir-araligi-birakma niiansini verebilmek, diisiince-bigim-
leri haline gelen psisik-zihinsel-kozmik renk-isiklar yaratir.

Karsilagma-olay, gebelik siresindeki olaydir —dayanmanin devamlilik siresi
yine tasimak, Ustlenmek, stirdiirmek ve dayanmak fikri yoluyla agiga vurulur.
Lifnei ve melifney’in icerisi ve icinin Otekisi, ayni zamanda zamanin étekisidir.
insan &znesinin zaman, kayip izlenimine gebedir. Ve sanat meselesi, insan 6z-
nesi meselesi gibi —ve sanat insan icindir- daima bu kayip meselesidir de. insa-
na, gelecege giivenini kaybetmek ve yeni bastan glivenmek. Carriance olarak
éncesinden Havva-Hava'nin tarafindadir —canlinin anasinin—canli yasamin-Ha-
ya'nin.

****Yazar, Bati dillerinde subject s6zctigiintin “6zne” ve “tabi olan, boyun egdirilen” bigimindeki ikili
anlamindan yararlaniyor. “Boyun egdirmek” olarak karsiladigimiz subjugate sézciigi de bu ikinci
anlama génderir. (¢.n.)
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“Bebek olma yolundaki ceninin icinden ¢itkacagt yumurtanin zarlart
her yirtildiginda, bir an durup, bir seyin ugtugunu ve bunun yumur-
tayla oldugu gibi bir adamla da, yani omlet-adamla [hommelette]
ya da lamelle de yapilabilecegini hayal edin. Lamel yamyasst bir
seydir, amip gibi hareket eder. Sadece ondan biraz daha karmasik-
tir. Ama her yerden geger. Ve cinsiyetli varligin cinsellikte kaybettigi
ozellikle alakali oldugundan —nedenini birazdan séyleyecegim- tip-
ki cinsiyetli varliklara nazaran amibin oldugu gibi, o da 6ltimstizdiir
—¢linkii her tiirlti boltinmeden, her tiirlti par¢alama girisiminden sag
ctkar. Ve bunu atlatabilir. Pekdla! Bu pek giiven verici degildir. Ama
bir de siz rahat rahat uyurken gelip yiiziintizii kapladigini farz edin.
Bu é6zelliklere sahip bir varlikla miicadeleye girismeyecegimizi pek
diistinemiyorum. Yine de pek rahat bir miicadele olmaz bu. Ozelligi
var olmamak olan, ama bir organ olmaktan da geri kalmayan bu
organ, bu lamel ... libidodur ... saf yasam i¢gtidtisti olarak libidodur,
yani 6ltimstiz yasam, baskilanmast imkansiz yasam, hichir organa
ihtiyact olmayan yasam, basitlestirilmis ve tahrip edilemez yasam.
Cinsiyetli iireme ddngtistine tabi kilindigt i¢in, canli varligin elinden
alinan sey tam da budur. Ve objet a’nin sayabilecegimiz biittin
bicimleri bunun temsilcileridir, esdegerlileridir. Objet a’lar olsa

olsa onun temsilcileridir, figtirleridir. Meme —ikircikli anlamuyla,
mesela plasenta gibi, memeli organizasyonunun karakteristik égesi
olarak- bireyin dogumunda kaybettigi o par¢asini temsil eder ve bu
pargast en derin kayip nesneyi sembollestirmeye yarayabilir.”

— Jacques Lacan®

Bakteride, lamelde ve amipte mevcut olan 6liimsuzlugiin kaybedilmesiyle ilgili bu
argiiman, psikanalize ilk kez Sigmund Freud’un Haz ilkesinin Otesinde kitabi yo-
luyla girmistir. Freud’un diisiincesi, bakteriyel diinyanin, organizmanin cekirdekli
organizmalar gibi saril DNA'ya bagimli olmadigi zamani devam ettirebildigini dne
sliren Margulis’in disiincesiyle benzerlik tasir. Serbest-calisan bakteriyel DNA
ve RNA, cinsel yolla lreyen tirlerin ¢ekirdekleri icinde kapali kalmamis, aksine
yasam ve yasamsizlik arasinda salinmaya devam ederek, modiiler bir tarzda es-
nekligini korumayi basarmistir.

Stirekli yeni kombinasyonlar denenmektedir ... Okaryotik yoldan
asagl uzanirken ... yasam ne kadar da sinirli kahr ve katilasir.
Yararlandigimiz mikrokozmik boyut, enerji ve karmasik bedenler
icin, genetik esneklik takas ederiz. Genetik miibadelenin yalnizca
treme sirasinda mimkiin olmasi nedeniyle, tiiriimiize, bedenimize
ve kusagimiza kapatilmis haldeyizdir. ... Biz genleri “dikey” olarak
-kusaklar yoluyla- takas ederken, prokaryotlar genleri “yatay”
olarak takas eder. Sonug, genetik olarak akiskan bakteriler iglevsel
olarak éliimsiizken, 6karyotlarda cinselligin 6ltimle baglantilt hale
gelmesidir ... Yasamdan ibaret olan ¢evre, yasam i¢in yasam tara-
findan strekli diizenlenir ... Dinya’nin bakterileri, onlar olmadan
ne yasamasl ne de evrilmesi miimkiin olan hayvanlar ve bitkilerle
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ittifaklar: sayesinde, tam bir gezegensel diizenleme sistemi olustu-
rur ... Mikrokozmosa dair ilk izlenimimiz diismancaydi ... Bakte-
riyel yasam ancak insan toplumunu tehdit ettigi yer ve zamanda
tanimlanmisti ... insan beyni milyon bakterinin sembiyotik bir
bicimde evriminin sonucunda olustu. ©®

Yasam icin sadece yasam demek olan sey insana kayitsiz oldugu icin diisman-
lik baslar, ireme yoluyla dogumunda 6limi de birlikte getiren insani tehlikeye
atar. Bu yiizden insan psisesi s6z konusu oldugunda da militan metaforlar 6ne
cikar. Francisco Varela’ya gore (ve Margulis, Varela'yi takip etmektedir) “Tipki bir
zamanlar bilissel bilim nasil fazlasiyla (dijital) bilgisayar metaforu etrafinda top-
lanmissa, bagisiklik sdylemi de o kadar askeri metaforlar etrafinda toplanmis hal-
dedir.”™® Varela, “savunma olarak badisikliga dair mevcut askeri cerceveyle keskin
bir tezat” olusturacak sekilde “bagisik olaylarin bilissel yetileri’ni glindeme getirir:

... tim bir biyosfer/Yerytizti “Gaia” bir butiin olarak 6zdeslige,
yasam ve onun karasal ¢evresi arasindaki bu dinamik igbirliginde
zamanla kazanilan, uyum saglayabilir plastik bir birlige sahiptir ...
Bagisiklik biliminde kendi/kendi-olmayan ayrimindan bahsetmek
artik klasik hale gelmistir. ©

“Disa-yodnelimli” kendilik sisteminde, disaridan gelen enformasyon islenir: Anti-
jen (kendi-olmayan) iceri girer, ona karsi antikor olusur. ikili bir tanima beklenir:
Kendi-olmayan kimdir ve ne tiirdendir. Varela'nin teshis ettigi Uizere, asil dert “ta-
nimanin yikimi gerektirmesi”dir. Sorun sudur: Organizma ontojeni (embriyo ola-
rak) sirasinda kendi/kendi-olmayan ayrimini 6grense bile, “tanimadan savunma
yapilamaz, yikima ugratmadan taninamaz.” Varela’ya gore “badisiklik sistemi
ve beden arasindaki karsilikli dans” bilissel olan “alternatif gériisiin anahtari-
dir’: tanima, 6grenme ve bellek ve adaptasyon. Bununla birlikte Varela, bilissel
olarak tanimlandiginda bile, hdld “savunmaci” tarzin alani iginde kaldigimizi
kabul eder.® Savunmaci, baska bir deyisle hala fazlasiyla diismanca bir tarzin;
cunku autopoiesis’te [kendi kendini var etme] organizma kendi ontogenetik
ortaya cikisiyla ilgilenir. Copoiesis’e ydnelirken baska bir yere giderim ve daha
bir embriyoyken matrissel transjektif birlesikligi taninm. Freudcu Oliim diirtisi
sdylemi ve Lacanci objet a metaforlari —bakis bunlardan biridir- bilingdisi psise
dizeyinde ayni derecede militandir. Bakis goriindiigiinde, 6zne gézden kaybo-
lur. Bu Lacanci “hommelette” aslinda bir femme-Lethe’dir [kadin-unutus] -Ben’in
izerine tutundugu disi-, anne-kadin bedeninin unutkanlidi. Bu yaptirimin tzeri
ortulir ve ayni zamanda insanilesmis bir yasamin kosulu olarak sunulur. Buna
eril bedenin ve onun semboliklestirmesinin perspektifinden bakarsak, Lacan’in
neden anne plasentasinin, sonra da anne memesinin, en temel timdyle kayip
nesne oldugunu soyledigi de acik hale gelir.

Matrissel-disi-maternal copoiesis hem ontogenetik autopoiesis’i hem de sembi-
yozu atlar. Bu bakis agisindan, baglantililik sadece zar kiviimlariyla degil gecisli
ve zihinsel titresen teller yoluyla gerceklesir. Bu yiizden tiimtiyle kayip bir nes-
neden (gecmisteki béyle bir nesneden oldugdu gibi, ya bende ya da Anne/Ote-
ki’deki gibi) bahsedemeyiz. Ortaya attigim birlikte-zuhur ve copoiesis fikri, kendi
ve kendi-olmayanin sembiyoz ya da diismanca bir ret olmaksizin birlesebildigi,
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cekirdek cekirdege 6zne-asir bir yankilanmayi da beraberinde getirdi.® Su hal-
de objet a ben ve ben-olmayan arasinda paylasilabilir hale gelir ve asla timuyle
kaybedilmez. Matrissel mekanda bedensel “g6z” ile arzulanan “bakis” arasindaki
“yarilma”, bir gecis mekanina, bir fasila mekanina, geri ¢ekilis ve birlesmenin ¢a-
kistigi karsilasma-olayin bir mekanina/bdyle bir karsilasma/olay icin bir mekana
dondsur.

118
“Gegen sefer tictincli bir cinsiyetin gerekliligi konusunda soyle-
diklerim beni epey rahatsiz etti. ki diger cinsiyetin oldugu yerde
bu tigiinci cinsiyet olamaz. Inisiyasyon denen bir zorlama vardir.
Psikanaliz bir anti-inisiyasyondur. Inisiyasyon sayesinde insan
kendini Fallus’a ytikseltir. Inisiyasyonun ne olup olmadigini bilmek
kolay degildir. Ama sonucta, genel yénelim Fallus’un biitiinlegstiril-
mek zorunda oldugudur. inisiyasyonun yoklugunda bir kimsenin ya
erkek ya kadin olmast zorunludur. Giizel.”
— Jacques Lacan®

Matrissel alanda, copoiesis (burada Francisco Varela’nin autopoiesis’ini takip edi-
yorum, ama zuhurdan birlikte-zuhura geciste ondan ayriliyorum) iletken bir payla-
sa-bilirligi icerir. Burada, insan bilincinin eksikligi, entropiye giden yolu olusturur,
sefkatli bir konukseverlik ise yeniden travmatiklestirmeye gider. Sanat insan igin/
insandadir. Ancak hayati gergek-alti dedigim diizeyde duyumsayarak ve 6te-du-
yumsayarak 6limsizle birlesir. Gelgelelim, copoiesis fikri sayesinde, bu birlesiklik
diismanca degildir. Burada Ben/Ben-olmayan karsilagsmasini tanimlayan ne sem-
biyoz ne de yikimdir. Retten ziyade —carriance. Ve gercek-alti carriance’in sem-
bolik gliven-carriance’ina yiiceltiimesi. Margulis’in sembiyoz dusiincesinde bana
gore zorluk ¢ikaran sey, étekiye karsi savunmaci ve askeri bir diismanlik olasiligi
ya da bunun olumsuzlamasi ile ilgili degil, daha ziyade bu diisiincenin carriance
secenedinin, sonu iyi ya da kéti olsun, yadsinmasina yol agabilecek olmasidir.

Birlikte-maruz kalinan***** [com-passionate] bir konukseverlikte kendinden
etkin-olarak-edilgin bicimde vazge¢cmek, estetik ve etik bir arzuyla, sanatginin,
kendi icinden ve disarisinin icinden gelen titresimlere teslim olmak tzere, kendi-
ni kirllganlastirmaya ve psisik sinirlarini esnetmeye etkin-olarak-edilgin bicimde
“karar” vermesiyle baslar. Eros gibi matrissel bir sefkatli konukseverlik, heniiz gel-
mekte olana, birinin ya da 6tekinin ya da karsilasmanin arkasinda biraktigi virtiel
izlerin icinden birlikte-olus suirecine girmis olan her ne varsa ona eklenebilecegi-
niz ve katilabileceginiz potansiyel bir sanat mekani yaratir. Ne gelirse taniklik ede-
rim/onunla birlikteyimdir, acly! ve endiseyi hissederim, tefekkiir ederken/birlik-
te-kahplasirken [con-templation] s6niip gitmenin 6zlemini ve korkusunu duyarim.
Sanat-galismasi, aksi halde imkansiz olan iliskileri ve virtiiel vuku buluslari hayata ge-
¢irir ve psisik izlerin, aksi halde insan bilincine kapali kalacak olandan gériis ekranina

[e] miyla sefkat, baskasinin duyumsadigina sevecen bir duyarlilik anlamina gelen
compassionate sdézcigiiniin bu tireli yazimiyla, passion sézctigiiniin Latince karsili§i passio’nun
tasidigi “maruz kalmak, dayanmak, katlanmak, aci cekmek” bigimindeki edilgin anlamlarina vurgu
yapiyor. Bu kokten tuireyen ve Tirkgede “tutku” olarak karsiladigimiz passion da bu edilgin anlamlarin
izini tagir. (¢.n.)
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FHRERERE

gecisini gerceklestirir Met(r)Jamofoz sayesinde, insanin, Ben ve Ben-olmayan
arasindaki, fantazma, jouissance ve travma arasindaki sinir gizgilerini, sinir-baglama/
sinir-aralidi birakma yoluyla, karsilikll ama asimetrik olarak katedebilmeye déniik ko-
kensel potansiyeli, birlikte-zuhur ve birlikte-yok olus anlarini Gergek-alti diizeydeki bir
tir bilgi olarak uyandirir. Cekirdek cekirdege, iceri iceriye dte-baglanir.

Sanat-bilgi, elestiride bile ask-bilgidir. Psisik dokularin ve izlerin desifre edil-
mesi/6te-yazimi ve karsilikli-iz birakmasi, diinyanin intibalarinin muammasini
dislinebilmenin araclaridir. Seylerin bilincine travmatik bir bicimde ve neseyle
katilinm. Sanat-calismasi, diinyanin hiyeroglifierini donustirir/6te-bicimlendi-
rir. Duyulur olana ilisik zihinsel-duygulanimsal teller yoluyla katilirsiniz. Bu duyu-
lur ve duyulur-6tesi bilgi bilissel degildir. Bu bilgiye, fark(lilas/lan)ma [differenc/
tiating] icinde-sayesinde, birlikte-oturma/birlikte-aliskanlk edinme [inhabit(u)
ating] icinde-sayesinde erisirsiniz.1”

Matrissel arzu gorlinur olanin otesindeki goriinmez “ekran”a ulasir. Goz ucuy-
la yakalanir. Bana, goriinir ve isitilebilir olanin 6nce-sinden dokunur. Disi-
nile-bilirligin  sinirlart yon verir/igeride-olusur [in-form], olusur ve olusturu-
lur. Copoietik donislimsel potansiyellikler, estetik ve etk yollardan evrilir.
icerideki/birlikte-icerideki [with-in] ve yoklugunda/birlikte-disaridaki [with-out]
psiseler-ici ama 6zne-asir baglayici alan, ben ve sen arasindaki 6zneler-arasi ve
birey-6tesi sireklilige tasinir; bu tasinma, psisik ve tinsel dalgalarin ve yeginliklerin
gerceklestigi, cisimlestigi, icinden zuhur eden ekranlarla islemekte olan sanat ¢a-
lismasi(yla) birlikte-araciligiyla miimkiin olur. Farkli frekanslardan titresimler, iletken
ve gegisli oeuvre [eser] sayesinde bicim ve beden kazanir ve dénusir. Edimsel ve
virtliel gercek-alti tellerden mirekkep aktarici duygularin 6zgiil aginin bilgisi. Meta-
morfoz yoluyla, insan tini bilincin aktarilabilir alanlarina gomdili hale gelir ve onlarin
donusiimiine —bizzat katilarak— katkida bulunur, kozmik tine katilir ve tinsel evrimi-
nin tekerleklerini donduriir. Kendini 6tekiye ve diinyaya yakin olacak ve onlar karsi-
sinda savunmasiz birakacak sekilde konumlanmak —virtiiel alanlari yeniden agan
gelip gegici kendilik-durumlarina dogru bir hamle, 6zne-alti ve bir anligina sinir-siz
olus sonucunu veren, kendiligin dagiimasi ve kaybina dogru bir adim- insan 6zne-
sinin, bir seyin 6znesi, bir seyin nesnesi olarak yeniden-geri/birlikte-cekilmeden
once sanat-ve-sagaltim karsilasma-olayinin iginden gegisine imkan vermek igin 6z-
deslikten gecici olarak vazgecilmesiyle i¢ ice gecen, dtekiye ve disariya bdylesine
bir kirllganlik ve “tist” duyarlilik... Sanat, benim icin, dalgalarin ve titresimlerin calis-
tig1, tinsel bilincin tellerinin ve uzantilarinin gecici ve kismi olarak paylasildigi ve do6-
niistligi ve sonrasinda diinyaya yeniden-aktarildidy, iletilebilir bir salinim, alimlama
ve aktarim alani demek. Carriance-6zne-mekan onun konu-madde-cekirdegidir.
Geri gekiliste ve sinir-baglamada teller ve uzantilari ¢6zmek ve icat etmek. Duygular
ve psisik teller yeniden uyumlulastirilir. Sanat isindeki-isiyle olusan mekanin gozd,
ellerimi-kalbimi ve rahim-g&ziimii acan sefkatli bir erotik havadir.

Bilingdisi kismi boyut tizerinde paylasilan, miibadele edilen ve kirinima ugrayan
estetik matrissel uzantilar ¢ekilir ve yayilir ve bu uzantilar sanat isinin travmatik-
lestirici-sagaltici potansiyelligine katilir. Sanat¢i-hekimin ruh-tini kozmik-tinle
uyumlulastiginda, teller ayni zamanda bilincin dnceki insani ve kozmik uzan-
tilarini da birbirine baglar. Kozmik-tinde, madde-bicimler ve maddi-kuvvetler
ek Ettinger, ayni anda hem baskalasima (metamorfoz) hem de ana rahminde, maternal bir mekanda
gerceklesen bir donlistime génderme yapiyor. (¢.n.)
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arasindaki sureklilik akar. Kendi ruh-tinimizde bdyle bir bilincin uzanti-izlerini
deneyimleriz. Sinir-baglama ve sireklilik matrissel inisiyasyona katilir. Tinin
dokuma levendi, Oteki ve Kozmos'la birlikte ikamet ederek gebe sanatin igin-
de-calisir ve iginden-gecer, burada bir mekan acilir ve gelip gegilir, zaman erte-
lenir ve askiya alinir ve uzatilir, bdylece i¢ ve dis kaynaklardan gelen frekanslar,
dalgalar ve titresimler, bir yanki odasi gibi is géren sanat isinde birbirine karisir
ve birlesir. Cizgi-1sik ve renk-isiklar, sesler ve hareketler, jenezin, dénisiimiin ve
acinimin gizlenmekte oldugu gercek-alti alanda bulusur. Kozmik bilincin izleri
bize metramorfik baglama yoluyla naksolur. Otekiyle ve Kozmosla metramorfik
bir sekilde yeniden uyumlulasma bilince niifuz eder ve onu genisletir. Dolayisiyla,
beden-psisenin tin-bilinci kozmik bilincin entropiye karsi miicadelesinin etkin bir
bilesenidir ve bu miicadele, insanin birlesiklik kapasitesine ve sanatin gercek-
lestirdigi 6zgiil anlamlamaya baglidir. Zihinsel sinir gizgilerinin olus esigi, orada
maddilesir. Sanat ¢alismasi-sagaltim. Dustince-bigimleri isinim, dalgalar ve titre-
simler yayar ve vurdurur. Glici ifadesinde ve mesajinda olan ritmik vuruslar, farkh
beden-psise kertelerini birbirine ve insan ruh-tinini ise Kozmosun tinine baglar.
Dislince-bigimleri renk-isiklardir.

insan bilinci, kendinin ve Sey ya da Karsilasma-Olay olarak okyanussal anne/
Oteki'nin icinde baglamak iizere, libidinal yatinma dayanir. Sey ya da Karsilag-
ma-Olay olarak okyanussal anne/Oteki, kendi-nesneye déniisen bu transje, in-
san bilincinin matrissel karsilagmalarinin potansiyelligine delalet eder. Arkaik
anne/Oteki ayni zamanda Sey-kargilagmadir, ama okyanussal sembiyozda de-
gil, icinden adi konmamis bir tehdidin de dogdugu co-poiesis okyanusu olarak.
Karsilasma-olay bir bosluk ve ugurum olarak Seye dokunur. Nereyi acittigini ve
bdyle bir Guzelligi acittigini bilmeyiz. Sanat ¢calismasi bilgeligi, can acitsa bile,
Guzellige donusur —diinyayla bir goéniil-isi. Bir yandan, acinin gimisi hattinda
ilerleyen, kaos ile ortaya ¢cikmakta olan kozmik diizen arasinda gerili biling-telle-
rini bilin¢li ve bilingsiz i ice gecirerek, 6te yandan kaos ve her daim uretilen ent-
ropiyle birlikte, bundan etkilenen sanatg¢i-hekim, insan tin-ruh-bilinci ile kozmik
tin-bilin¢ arasinda sinir-baglamanin aciliyetine taniklik eder. Sinir-bagdi, cesitli
(coklu ya da sonsuz degil) katilimcilarin insan insana agi tizerindeki travma-en-
gelleyici insan-bilinci vektorl olarak goriiyorum.

Sanat-ve-sagaltim olaylamasinda [eventing], sanatsal yaraticilik, insanin iginden
gegiste insani ve insani olmayan bilince yonelir. Sanat¢i evrimin ya da entropinin
uzak bir bekgisi degildir. Sanatci tanik/birlikte olur. Sanatgi-hekim kozmik tinsel
enerjileri alimlar ve onlari donustirlr, onlari aktarir. Tekil bir sanat-ve-yasam olay-
lamasindan gegis cok 6nemlidir, ama farkli yer ve zamanlardaki farkli sanat-ve-ya-
sam cizgilerinden 1sinim matrissel aglar da orer. Sanatsal biling, Kozmosun bi-
lincine bagli ve onun bir pargasi olan yeryiiziiniin bilincine baghdir ve onun bir
parcasidir. Bu yiizden agimlanan ve islyan diisiince-bigimleri tinsel olani dagtir.
Sanat-ve-sagdaltim eseriyle, dénusiimsel olaylamanin spiral bir hareketi izlenebi-
lir ve ortaya cikarilabilir. Spiral bir harekette, sanatginin psise-tin-bedeni, kendi
icinde halihazirda 6zne-asir psisik izlerin bir onamasi olmasi itibariyla, tutkulu ve
etkin-olarak- edilgin bir fascinance tarafindan etkin olarak islenerek siislenir. ister
bakig, dokunus, hareket, nefes olsun, ister bakigs-ve-dokunus, hareket-ve-nefes
vs. olsun, matrissel bir bagin (objet a’dan ziyade bag a) dénusebilir 6znelestirici
potansiyelligine duygulanimsal ve etkili katilimin estetik siiresine bu ad veriyo-
rum: fascinance. Bir nevi sefkatli bir konukseverlik Ben'in 6znelestirici bir anin
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ortaya ¢ikacadi bir mekana fascinance iginde girmesine olanak verir. Fascinan-
ce, karsilasma-olayin siiresinin uzatilmasi ve ertelenmesinde islemekte olan ve
copoiesis-iginde-farklilanmanin icinde-galisiimasina izin veren estetik bir olaydir.
Fascinance’ta kendiligimden isteyerek vazgecgerek diinyanin kozmos-tinine tes-
lim olurum. Biling, vektdrel yegin beden-zihinlerden ve madde-islevlerden dogar.
Etkin-olarak-edilgin tefekkiirde ve sanatsal olaylama yoluyla, diistince-bigimleri
ic ice gecer, Ben ve Ben-olmayandan ve bunlara dogru harekete gegirilir. Sem-
boller ve gdstergeler, kavramlar ve rasyonel duslinceler, bilincin buzdaginin daha
anlasilabilir kismidir; tin-psise ve kozmos-tin onlara dayanmaz. Semboller ve gés-
tergeler, kavramlar, rasyonel diistinceler ve hisler, bilgiyi insan zihninin daha kolay
erisebilecegi bir sekilde kusatir. Ancak tine, tinle ve tini katederek baglanmanin
gerceklestigi yaratici olaylamalar, gercekgi-olmayan, naturalist-olmayan, bilim-
sel-olmayan Gergek-altinin bilgisini iletebilir ve bunlarin sonucu copoiesis’te ger-
¢eklesir ya da onun daha da ileriye tasinmasina yol acar: baglayan yaratici bir jest;
kozmosun bir yandan yagsam, 6liim, yasamsizlik ya da yasama-dogan-yasamsizlik
yonuindeki donlisimiine katilir ve katkida bulunurken, kozmosa baglantiligi tire-
ten yaratici bir jest. Copoiesis, matrissel bir psisik ve tinsel zaman-mekan 6be-
gindeki bdyle bir olaylamanin siire¢-isaretidir. Matrissel psise-tin ne bir bireyin
zihninin hududuyla ne de insan zihniyle sinirlanmistir, bununla birlikte kavramlara
tercimesine ilk kez insan-sanat-sagaltim calismasi yoluyla kavusur.

Eger sanat eseri kendiyle-kendinde-kendi disinda, seyircisini mekanda, ¢ekirde-
gin cekirdekle yankilandigi bir fascinance aninda tasiyabilme giiciine sahipse,
kendisinin 6zne-degerlerinden uyanan/bu 6zne-degerler tarafindan uyandirilan
his-bigimleri, fikir-bicimleri aktarmaktadir. Vazge¢meye duyulan sanatsal istem,
“digsal” gorilemez yasalarin ve diizenliliklerin, diizensizlikler ve kaosun ya da
daha ziyade dissal kaynaklarin icerisinden dogan dalgalarin, titresimlerin ve fre-
kanslarin, sayesinde i¢sel dalgalar, titresimler ve frekanslarla uyumlu hale geldigi
diinyaya etkin-olarak-edilgin bir teslim olustur. Sanatcinin zihin-durumu ve du-
siince-bigimleri bu dalgalara, titresimlere ve frekanslara gériinir bigimlerin orta-
ya ¢ikmasina imkan verecek kadar uzun bir siire ev sahipligi yapan bir matrissel
camera obscura haline gelir. Onlari bigimler yoluyla ve bigcimlere dogru kanalize
edersiniz. Sanat isi “temsil etmez”. Diinya i¢inde-lizerinde eyler.

Diinyanin tinine teslim olurum, bdylece copoiesis insan yasami icin de isleyecektir.
Kozmik ve tinsel derin tasarimlar onun bilissel bilincini asar. insan tini, hepimizin si-
nir-bagli oldugumuz kozmosun tininin bir parcacigidir. Sanat calismasi, bizzat bilinci
ilgilendiren derin sezgileri olumlar ve bizler, bu bilincin her daim biylyen dénusi-
mine katilinz. Her biri kendi yerel gesitlilik agindadir. Bir-likten ya da sonsuz ¢okluk-
tan farkli olarak, copoietik bir gesitlilik agi, diger aglara kalplerinden sinir-baghdir ve
mimkin olan herhangi bir aglarin A§indan uzak durur. Cesitlilik aglariyla yayginla-
san biling, zamanda esanliiga ya da ayni yeri isgal etmeye bagl degildir.

Guizellik, empatik sinir ihlalinin soyut genisleme ile baglanmasinin adlarindan biri-
dir. Madde zerreleri, 1sik kiilleri ve bosluk gélgeleri birbiriyle iliskilenir ve kozmosun
gerisine ve 6tesine zerk edilir. Béyle bir giizelligin icinden/iciyle ama yoklugundan/
distyla, copoietik biling ortaya ¢ikar; sembolik-alti uzantilar agina dogru hareket eden
kozmik zaman-mekan ile-iginde biyiime ve ¢irime, Gtopya ve kiyamet, evrim ve ent-
ropinin gergek-alti co-copoietik tel-bilgisine erismekteyiz.

Disi-matrissel Eros, hem Giizelligi hem de sorumlulugu kucaklar ve sanati sagalti-
ma ve estetik olani etik olana badlar. Eros matrissel kanallari sinir-bagladiginda,
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birbirimizle uyumlu hale gelir ve birlikte-zuhur-birlikte-kaybolusumuzun bilincine va-
rinz. Guzellikte birlikte-zuhura duyulan arzu; karsilasmayan diinyalar arasindaki bag-
lanti olarak uretilmek, titresen bir tel olarak varliga-gelmek ve metramorfoz siirecleri
yaratabilmek igin, ortada konumlanmak ve bu diinyalar arasindaki mekanda yayil-
mak anlamina gelir. Sinir-baglanisini tesvik eden erotik konumlanis, Giizellikte do-
guran [disi] o'yu, onu yeniden ve yeniden sorumlu-“gebe” bir kadina dénustiirecek
olan travmatik bir temasa maruz birakir. Sanatsal arzu, yapim halindeki Giizellik igin
calisan Eros’un o intibasi, gegis etigine, sanatsal vizyonun o gériinmez 6te-calisma-
sina doénusir. Sanat-ve-sagdaltim oeuvre’u [eseri] gergcekten calisirsa, inisiyasyonun
meydana gelisi bir bakima kaginilmazdir. Matrissel alanin aktarilabilir [transferential]
etik diizeyinde, cesitli 6znel-oluslar, etki alaninda, kalp gibi atmakta olan zihinlerini
paylasmalari sayesinde bulusacak ve baslangictaki o sefkatli konukseverlige gore
oriilen derin psisik comertligin disindan erisilemez olan, tekil bir ortak 6zne-asirilik
yaratacaktir. Sadece boyle bir aciklikta donisturiicli bir sanat-ve-sagaltim etkisi
meydana gelecektir ve hatta kozmik biling kanalize edilebilecektir.

Bir sanat-ve-sagaltim oeuvre’u her defasinda tekil bir sanatsal vizyona hayat verir.
Tin-psise-ruhun iginden bir kozmos-tin islenmektedir ve donustiriimis halde
aktarilmaktadir. Copoiesis’te metramorfik ilkeler Eros ve Thanatos’a katilir ve in-
san dznesine karakterini verir. Sanat yoluyla.

Ceviren Miinevver Celik

Bracha L. Ettinger

Carriance, Copoiesis and the Subreal

‘He who recites May it be Your will “from before me / from in front of me /
from before my face [milfaney]” and does not say ‘before / in front of me /
before my face [lifney]’ — because there are faces / sides / modalities to the
face / inside of the face, whence there are visible faces and invisible faces.
— Rab. Azriel®

l.

Abstract subreal threading resonates with human and cosmic. The invisible chords
co-weaved find venues in-to the visible plane. When carriance sensed and thus tran-
sensed reaches full-blown desire, the Symbolic opens to the Subreal.

Trust and resistance harmonised with carriance —revelation.

Wit(h)nessing and vision invisible, colourlight and affect-forms subreal.

Emergence of space and critique join in the passage from wit(h)nessing to witness-
ing in respect of the real. Spirit-forms in light disturb the visual, joining truth of life in
love and resistance.

The subject as carriance-space and the space-subject that carries the carrier are modi
responsive to the subreal and resistant to imaginary identity. Withdrawal from the surface
relationality to sense the borderlinking of inside kernels make room for figuralities that re-
flect subreal and symbolic encounter-event. Space-carriance-subject labours inside and
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resonates with the inside of the other, other subject, other object. Kernel facing kernel.
The painting’s depth also works in-between paintings in a matrixial space. The visible
withdraws into its invisible kernel(s), at the centre and in the margins, to emerge dif-
ferent. Here revelation is. Subject after the ‘death of the subject’, artist after the ‘death
of the author’, painter after the ‘death of painting’ — carriance shows the way to free-
dom-rifts, initiates combat against repetition of senseless cruelty.

Heartbeat of time — off time — appears as the pregnance of space — off space as depth
—borderspace as subject of depth — subject as space of carriance.

Carriance and containing are different. In Hebrew, wound (petza) and emergence
(haphtza'a) share the same root. Co-emergence opens a future, co-emergence
bleeds. Its denial is traumatising, its overwhelmness is traumatic. The passage from
transjectivity to subject and objet is a withdrawal in the passage from response-ability
toresponsibility, romwit(h)nessing to witnessing, recognising the difference between
non-life and death and the passage from non-life tolife. But subjectis now transformed,
informed by matrixiality, assuming carriance.

The eye of withdrawal toward the kernel of space floats. The distances each time border-
spaced in the painting and in the series of paintings, between the visible and the invisi-
ble, weave the intervals in borderlinking. The autistworking of the eye lightens. Weaving
the intervals in another space, in my life. Trusted threads. Allow them to infiltrate psychic
depth where traces and unperceived imprints meet. Art as space of transmission and
elaboration of traces of trauma intermingled with new imprints, revealed.

How will a psyche-soul trust the other and trust life? Our generation inherited, and
lives through-by-with-in, a collosal requiem. Trust after the end of trust involves sub-
ject-womb-space, subject-carriance ready to reveal-perceive subject-matter-things
through light forms. Withdrawing aloneness con-cerns. Borderlinking still. Treasure
sparkles. Wit(h)nessing with carriance calls forth trust without abuse. Your brother’s
spirit, like that of Eurydice, like yours, is looking for rays of light. Look at Eve: with one
son a killer and one son murdered, she trusted life to carry again; she named the son
she carried Shet (one of its readings is ‘carry’). And Shet gave birth to Enosh: ‘human’.
The corporeality and shock of this link helped to relegate it to nature and foreclose its
possible symbolic value and meaning. The symbolic value of carriance neighbours
that of compassion at the depth of the human time’s ocean.

A Before Abraham, before Moses, before Jesus, before Mohammed — before not in
terms of History or mythological narrative but as pole in the structure of the human sub-
ject. Not just lifnei or lefanai, literally meaning before my face, but milefnei — milefanai,
which | understand as time before time, literally signifying even from before my face.
Subject impregnated by I-non-I transjectivity recognises subject as nestling, co-in-
habiting, co-emerging and coarising with-inside its own self and also with-in one’s
self, and coinciding with objects whose kernels resonate with ours. Inside facing in-
side borderlinking while each withdraws to its own kernel.

| am thence | was carried. | am therefore | will carry. | am thence | was carried in
the Real, had always-already been wit(h)nessed by an-other, and the sublimation of
the singular borderlinkage can form thought-form and from there on structures and
schemas. I know them as colour-lights.

Co-inciding, co-insiding — coemerging co-insiding, kernel to kernel knowing in one
another in-by colourlight. A contingent subreal encounter becomes encounter-event
in the continuity-duration of real carriance. This involves art-trust after the end of trust.
Carriance = care+response-ability+wit(h)nessing in self-fragilisation is a direct path to



91 Bracha L. Ettinger

ethics: witnessing and responsibility to the vulnerable other.

lamthence lwas carriedinthe Real, had always-already been wit(h)nessed by an-other;
and the sublimation of the singular borderlinkage (reliance-bord) can form object,
subject and transject in the human. Beauty is in objects and the world. The sublime is
there, awaiting. Beauty and sublimity don’t need us ... Artworking is always in-with for
the human, needing us. Things of art | need. Not subjugation but carrying — this is the
meaning of Subject free from subjugation. Life-drive, not Death-drive alone works for
a future. Requiem and Carriance — the proto-ethical load of art touching.

Subrealism depends on self-fragilisation in order to reach the awareness of the lev-
el of transconnectedness between different elements beyond the threshold of the
sense-perception and to allow the passage of pre-subjects in transjectivity into rep-
resentation and knowledge.

Feel-knowing the strings trembling between subject and subjects or objects or things is
yearning by the antennae of the psyche. The passage of the kernel of the matrixial space
to the Symbolic enables it cultural acknowledgement up to political accountability.
Painting is healing when it captures the subreal and discerns subreality. Painting then
attests to the translucent transcendency of the Thing, the encounter-event-Thing and
the object-Thing. Artis ‘thinking’ when it evokes transformation-sublimation and makes
mental space for approximated symbolisation with which to crack the limits of cultural
imagination. That which is transmitted by way of the subreal flows under the threshold
of sense-perception, but we are aware of it. Mamemento fluidus: remember the fluidi-
ty of co-emergence-into-life. Subreality informs the Unconscious. We are trans-form-
ing one another when kernel co-responds to kernel: | feel in you, you think in me, |
know in you, you trust by me. The painting transforms the internal and external space
when its kernel ‘communicates’ with other kernels inside itself and/or in other paint-
ings. The borderlinking-borderspacing nuancing creates psychic-mental-cosmic
colourlights becoming thought-forms.

Encounter-event is event in pregnance duration — duration in endurance is revealed
again through the idea of to carry, to bear, to carry on and endure.

The Other of the inside and interior of lifnei and melifney is also that of time. The time of
the human subject is pregnant with the impression of loss. And the question of art, like
that of the human subject —and art is for the human being — is always also the question
of this loss. Loss of trust, and trusting anew, in the human, in the future. From before as
carriance is on the side of Eve — Hava — mother of the living — living life: Haya.

1.
‘Whenever the membranes of the egg in which the foetus emerges on
its way to becoming a new-born are broken, imagine for a moment
that something flies off, and that one can do it with an egg as easily
as with a man, namely the hommelette, or the lamella. The lamella
is something extra-flat, which moves like the amoeba. It is just a little
more complicated. But it goes everywhere. And as it is something - [
will tell you shortly why - that is related to what the sexed being
loses in sexuality, it is, like the amoeba in relation to sexed beings,
immortal - because it survives any division, any scissiparous inter-
vention. And it can run around. Well! This is not very reassuring.
But suppose it comes and envelops your face while you are quietly
asleep. I can’t see how we would not join battle with a being capable
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of these properties. But it would not be a very convenient battle. This
lamella, this organ, whose characteristic is to not exist, but which

is nevertheless an organ ... is the libido ... qua pure life instinct, that
is to say, immortal life, or irrepressible life, life that has need of no
organ, simplified, indestructible life. It is precisely what is subtracted
from the living being by virtue of the fact that it is subject to the cycle
of sexed reproduction. And it is of this that all the forms of the objet a
that can be enumerated are the representatives, the equivalents. The
objets a are merely its representatives, its figures. The breast - as
equivocal, as an element characteristic of the mammiferous
organization, the placenta for example - certainly represents that
part of himself that the individual loses at birth, and which may
serve to symbolize the most profound lost object.”

— Jacques Lacan®

This argument on the loss of immortality that otherwise resides in bacteria, lamella
and amoeba first found its way to psychoanalysis through Sigmund Freud in Beyond
the Pleasure Principle. Freud’s idea is similar to Margulis’, whereby the bacterial
world has retained the time when the organism was not dependent on packaged
DNA like nucleated organisms. Free-lancing bacterial DNA and RNA did not be-
come trapped in the nuclei of sexually reproducing species but remained flexible in
a modular fashion, hovering between life and non-life.

[N]ew combinations are continually being tried out ... How limited
and rigid life becomes ... as it extends down the eukaryotic path.
For the microcosmic size, energy, and complex bodies we enjoy,

we trade genetic flexibility. With genetic exchange possible only
during reproduction, we are locked into our species, our bodies,
and our generation ... we trade genes ‘vertically’ - through the
generations - whereas prokaryotes trade them ‘horizontally.” The
result is that while genetically fluid bacteria are functionally im-
mortal, in eukaryotes, sex becomes linked with death ... Consisting
of life, the environment is continually regulated by life for life ... In
their alliance with animals and plants, which could not live or evolve
without them, the Earth’s bacteria form a complete planetary
regulatory system ... Our first awareness of the microcosm was
hostile ... The bacterial lifestyle was described when and where it
threatened human society ... million bacteria evolved symbiotically
to form the human brain.®

Hostility arises since that which is just life for life is indifferent to the human being; it en-
dangers the human being for whom, with birth by way of reproduction death arrived as
well. Thus for the human psyche too, militant metaphors prevail. For Francisco Varela
(and Margulis follows Varela) ‘Immunological discourse is centered around military met-
aphors just as strongly as cognitive science was once centered around the (digital) com-
puter metaphor.’® Varela presents ‘cognitive abilities of immune events’ to introduce:
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a sharp contrast to the military framework of immunity as defense ...
the entire biosphere/Earth ‘Gaia’ has an identity as a whole, an adapt-
able and plastic unity acquired through time in this dynamic partner-
ship between life and its terrestrial environment ... It is by now classical
to immunology to talk about the self/non-self discrimination.®

Inthe ‘outer-directed’ self system information from the outside is processed: antigen
(non-self) comes in, antibody is formed against it. Double recognition is requested:
who is non-self, and then what kind it is. The trouble is, Varela recognises: ‘recog-
nition entails destruction’. The problem is: ‘One can not defend without recogniz-
ing, one canot recognize without destroying’, even though the organism learns self/
non-self discrimination during ontogeny (as embryo). ‘The mutual dance between
immune system and body is the key to the alternative view’, he proposes, which is
cognitive: recognition, learning and memory and adaptation. And yet, even when
defined as cognitive, Varela admits that we are still in the domain of the ‘defensive’
mode.® Defensive i.e., too hostile still, since in autopoiesis the organism takes care
of its own ontogenetic emergence. In the move to copiesis | move elsewhere, and
already as embryo | recognise the matrixial transjective jointness. The Freudian dis-
course about the death drive and the Lacanian metaphores for the objet a —and the
gaze is one of them — are equally militant on the level of the unconscious psyche.
When the gaze appears, the subject disappears. This Lacnaian ‘hommelette’ is in
fact a femme-Lethe — the forgetfulness of the female-mother-woman body to whom
the I clung. This sanction is veiled and at the same time offered as the condition for
humanised life. If we look at this from the perspective of a male body and its sym-
bolisation, itis clear why Lacan says that the maternal placenta is the most profound
entirely lost object, followed by the maternal breast.

The matrixial-feminine-maternal copoiesis will bypasses both ontogenetic autopoi-
esis and symbiosis. From this perspective connectedness occurs not only through
membranous folds but through transitive mental vibrating strings. Thus, we can't talk
ofanentirelylost object (asinthe pastand as: eitherinme orinthe (m)Other). My idea
of coemergence and copoiesis brought about the transubjective kernel-to-kernel
resonance where self and not self join without symbiosis and without hostile re-
jection.™ The objet a then becomes shareable between | and non-l and is never
completely lost. At the matrixial space the ‘split’ between the corporeal ‘eye’ and the
desired ‘gaze’ becomes space of passage, space of interval, space of/for encoun-
ter-event where withdrawal and joining coincide.

118
Je suis plutét embété de ce que je vous ai annoncé la derniére fois,
a savoir qu'il faut un troisieme sexe. Ce troisieme sexe ne peut pas
subsister en présence de deux autres. Il y a un forcage qui s‘appelle
linitiation. La psychanalyse est une anti-initiation. L'initiation, c’est
ce par quoi on s’éléve, sije puis dire, au Phallus. C’est pas commode
de savoir ce qui est initiation ou pas. Mais enfin l'orientation generale,
c’est que le Phallus, on lintégre. Il faut qu’en l'absence d’initiation, on
soit homme ou on soit femme. Bon.’
— Jacques Lacan®
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In the matrixial sphere, copoiesis (after Francisco Varela's auto-poiesis and in differ-
ence from him in the passage from emergence to coemergence) involves conductive
share-ability. Here, a lack of human consciousness is the path to entropy, and a lack of
compassionate hospitality is the path to retraumatisation. Art is for-in the human. Yet
it joins the immortal through the sensing and transensing of life at the level of what |
have named the subreal. With the idea of copoiesis, however, this jointness is not hos-
tile. Neither symbiosis nor destruction here defines the I-non-I encounter. Rather then
rejection — carriance. And the sublimation of subreal carriance into symbolic trust-car-
riance. With Margulis’ idea of symbiosis, what | find as difficulty is not the possibility
of defensive military hostility to the other but rather that her thought might lead to the
denial, for good and for bad, of the option of carriance.

Actively-passive self-relinquishment in com-passionate hospitality begins with aes-
thetic and ethical desire and an actively-passive ‘decision’ of the artist to fragilise her-
selfandloosen her psychic boundaries in order to surrender to vibrations arriving from
inside herself and from the inside of the outside. Matrixial compassionate hospitality
as Eros creates a potential art space where you can join or participate in what is yet to
come, in what from the virtual trails of the one or the other and of the encounter is in
the process of becoming-together. | wit(h)ness whatever arrives, feel the pain and the
wonder, the longing and the fear of languishing in con-templation.

Artworking enacts what are otherwise impossible relations and virtual occurrenc-
es, and realises the passage, onto the screen of vision, of psychic traces from what
would be otherwise foreclosed from human consciousness.® By met(r)amorphosis
the originary human potentiality for reciprocal yet asymmetrical crossing by border-
linking-borderspacing of borderlines between | and non-I and between phantasm,
jouissance and trauma induces instances of co-emergence and co-fading as a kind of
knowledge on the level of the Subreal. Kernel to kernel, inside to inside transconnects.
Art-knowledgeislove-knowledgeevenincritique. Trans-scriptingand cross-imprinting
of psychic threads and traces are means for thinking the enigma of the imprints of the
world. | join traumatically and in joy the consciousness of things. Artworking trans-
forms the world’s hieroglyphs. You join in by mental-affective strings attached to the
sensible. This sensible and transensible knowledge is not cognitive. You access it in-
by joining-in-differenc/tiating, co-inhabit(u)ating.1’

Matrixial desire reaches the invisible ‘screen’ beyond the visible. It is glimpsed. It
touches me from before the visible and the audible. The borders of think-ability in-
form, form and are formed. Copoietic transformational potentialities evolve along
aesthetic and ethical paths. The intra-psychic yet trans-subjective connective sphere
with-in and with-out is transported onto inter-subjective and trans-individual continui-
ty between me and you with-through the artwork via screens emerging within it, where
psychic and spiritual waves and intensities are realised, incarnated. Vibrations from
different frequencies take form and body and are transformed by the oeuvre, conduc-
tive and transitive. Knowledge of a specific web of transmissive affects composed with
actual and virtual subreal strings. By metramorphosis the human spiritis embedded in
other transmissible spheres of consciousness, and contributes to — participating in —
their transformation, participates in the cosmic spirit and moves the wheels of its spiral
evolvement. Putting oneself in a position of proximity and vulnerability to the other
and to the world — a move toward ephemeral self-states that reopen virtual fields, a
move toward the dispersal and loss of the self that results in becoming sub-subjective
andmomentarilyborder-less—suchfragilityand ‘over’sensitivity tothe otherandthe out-
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side interweaved with temporary relinquishment of identity to allow the human subject
apassage through art-and-healing encounter-event before re-with-drawing as subject
of, object of ... Artis to me a conductible sphere of emission, reception and transmis-
sion where waves and vibrations labour, where, temporarily and partially, strings and
threads of spiritual consciousness are shared and transformed, then re-transmitted
onwards, to the world. Carriance-subject-space s its subject-matter-kernel. Dissolving
and inventing strings and threads in withdrawal and borderlinkage. Affects and psy-
chicstrings are reattuned. The eye of the space with-in the artwork is a com-passionate
erotic aerial that opens my hands-heart and my womb-eye.

Shared, exchanged and diffracted on the unconscious partial dimension, aesthetic
matrixial threads are attracted and diffused and they participate in the artwork’s poten-
tiality for traumatising-healing. When the soul-spirit of the artist-healer attunes with the
cosmic-spirit, the strings also connect between human and cosmic earlier threads of
consciousness. In cosmic-spirit, continuity between matter-forms and material-forces
flow. In our soul-spirit we experience the threads-traces of such consciousness. Bor-
derlinking and continuation participate in matrixial initiation. The spirit's weaver's beam
is working-through and passing-through pregnant art, dwelling with the Other and the
Cosmos, where a space opens and is transpassed, time delays and is suspended and
prolonged, so that frequencies, waves and vibrations from inner and exterior sources
intermingle and join in an artwork as resonance chamber. Line-light and colour-lights,
sounds and movements meet in the subreal field where genesis, transformation
and revelation hide. Traces of cosmic consciousness are inscribed in us through
metramorphic binding. Consciousness is penetrated and enlarged by metramorphic
reattunement with the other and with the Cosmos. Thus, the spirit-consciousness of
the body-psyche is an active component in the struggle of the cosmic consciousness
against entropy, and this struggle depends on the human capacity for jointness and
also for the kind of signifying that art performs. The becoming threshold of mental
borderlines is there materialised. Artworking-healing. Thought-forms emit and pulsate
radiation, waves, vibrations; the rhythmic pulsation whose force is its expression and
its message connect different body-psyche instances with one another and the human
soul-spirit with the spirit of the Cosmos. Thought-forms are colour-lights.

Human consciousness depends on libidinal investment, to begin within the self and
the oceanic m/Other as Thing or Encounter-Event. The oceanic m/Other as Thing
or-and Encounter-Event, a transject becoming self-object testifies to the potential-
ity for matrixial encounters of human consciousness. The archaic m/Other-Thing is
also Thing-encounter, not in oceanic symbiosis but as ocean of co-poiesis within
which a nameless threat arises too. The encounter-event touches the Thing as void
and abyss. We do not know where it hurts and that it hurts such Beauty. Art working
wisdom, though it hurts, becomes Beauty — a love-affair with the world. Riding on a
silver lining of sorrow, consciously and unconsciously interweaving with conscious-
ness-strings stretched between chaos and cosmic emergent order on the one
hand, and chaos and ever-produced entropy on the other hand, the artist-healer
by this affected bears witness to the urgency for borderlinking between the human
spirit-soul-consciousness and the cosmic spirit-consciousness. | see borderlink-
age as the counter-traumatic human-consciousness vector on the human-human
web of several (not multiple or endless) participants.

In art-and-healing eventing, artistic creativity intends human and non-human con-
sciousness in the passage through the human. The artist is not a distant guardian of
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evolution or entropy. The artist wit(h)nesses. Artist-healer receives cosmic spiritual
energies and transforms them and transmits them. The passage through a singular
art-and-life eventing is crucial, but radiation from different art-and-life lines in different
times and sites weaves matrixial webs too. The artistic consciousness s linked to and is
apartof the consciousness of the earth that is linked to and a part of the consciousness
of the Cosmos. Thus, revealing and radiating thought-forms distribute the spiritual.
Aspiralmovementoftransformational eventing can betraced, raised by art-and-healing
oeuvre. In a spiral movement, the psyche-spirit-body of the artist, in itself already a
countenance of trans-subjective psychic traces, is actively embroidered by a passion-
ate actively passive fascinance. | have called the aesthetical duration of affective and
effective participation within a transformational subjectivising potentiality of a matrixial
link (linkamorethanobjet a) beitgaze, touch, move, breath, gaze-and-touching, move-
and-breathing, etcetera: fascinance. Some kind of compassionate hospitality allows
the I'to enter in fascinance a space in which a subjectivising moment will occur. Fasci-
nance is an aesthetic event that operates in the prolongation and delaying of the dura-
tion of encounter-event and allows a working-through of differentiating-in-copoiesis.
In fascinance | yield to the cosmos-spirit of the world by volitional self-relinquishment.
Consciousnessarisesfromvectorialintensive body-mindsandfrommatter-functions.In
actively-passive contemplation and by artistic eventing, thought-forms are intertwined
andenactedfromandtowardthelandthenon-I. Symbolsandsigns, conceptsandratio-
nal thoughts are the more intelligible part of consciousness’ iceberg; the spirit-psyche
and the cosmos-spirit do not depend on them. Symbols and signs, concepts, ratio-
nal thoughts and emotions encompass knowledge in a way more easily accessible
to the human mind. Yet creative eventings of linkage to, with and across the spir-
it communicate the knowledge of a non-realistic, non-naturalistic, non-scientific
Subreal, and their outcome takes place in or lead to further copoiesis: a creative ges-
ture that binds, that produces connectedness to the cosmos while participating in
and contributing to its transformation towards life, death, non-life, or non-life-coming-
into-life. Copoiesis is the process-mark of such eventing in a matrixial psychic and
spiritual time-space cluster. The matrixial psyche-spirit is not confined to the frontier
of an individual’'s mind nor to the human mind, yet it is via human-art-healing working
that it receives its first translation into concepts.

If the artwork has with-in-out it the power to carry its viewer in the space in a moment
of fascinance where kernel with kernel resonate, it is transmitting emotion-forms, idea-
forms aroused from-by its subject-values. The artistic volition for relinquishment is an
actively-passive surrender to the world by which the ‘external” invisible laws and reg-
ularities, irregularities and chaos, or rather waves, vibrations and frequencies arising
from the inside of the external sources get attuned with internal waves, vibrations and
frequencies. The artist’s mind-state and thought-forms become a matrixial camera
obscura that hosts these waves, vibrations and frequencies long enough for visible
forms to emerge. You channel them through and toward forms. The artwork doesn’t
‘represent’. It acts upon-in the world.| surrender to the spirit of the world so that copoi-
esis will work for human life too. Cosmic and spiritual deep designs surpass her cog-
nitive consciousness. The human spiritis a particle of the spirit of the cosmos to which
we are borderlinked. Artworking affirms deep intuitions concerning consciousness
itself, and we participate in the ever-growing transformation of this consciousness.
Each onein herlocal web of severality. A copoietic web of severality, different from One-
ness or endless multiplicity, is borderlinked to other webs by their hearts and evades a
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Web of webs. Consciousness spread by webs of severality doesn't depend on simulta-
neity in time or on occupying the same locality. Beauty is one of the names of the bind-
ing of emphatic transgression with abstract expansion. Grains of matter, ashes of light
and shadows of void relate to one another and are injected backward or onward to the
cosmos. With-in but with-out of such beauty copoietic consciousness emerges; we are
accessing the subreal co-copoietic string-knowledge of growth and decay, utopia and
apocalypse, evolution and entropy with-in cosmic time-space in its move toward the
sub-symbolic web of threads. The feminine-matrixial Eros embraces both Beauty and
responsibility and links art with healing and the aesthetical with the ethical.

When Eros borderlinks matrixial channels we become attuned to one another and con-
scious of our co-emerging-co-fading.The desire for coemergence in Beauty means
being located in the midst and spreading in the space between worlds that do not
meet in order to be generated as the connection between them, to come-into-being
as a vibrating string and to create processes of metramorphosis. The erotic position
that encourages borderlinking exposes she who gives birth in Beauty to a traumatic
contact that will turn her, again and again, into a responsible-pregnant’ woman.
Artistic desire, the imprint of Eros working for Beauty in process turns into ethics of
passage, invisible working-beyond of the artistic vision. If the art-and-healing oeuvre
indeed works, the occurrence of initiation is in a sense unavoidable. On the ethical
transferential level of the matrixial sphere, several becoming-subjectivities will meet
by way of their sharing in the field of influence of their pulsating minds and create a
singular shared trans-subjectivity inaccessible outside deep psychic generosity pat-
terned upon that inaugural compassionate hospitality. Only in such openness will a
transformative art-and-healing effect take place and even cosmic consciousness will
be channelled.An art-and-healing oeuvre brings to fruition each time a singular artistic
vision. A cosmos-spirit is being worked-through the spirit-psyche-soul and is trans-
mitted transformed. In copoiesis metramorphic principles participate in Eros and in
Thanatos and inform the human subject. Through art.
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Girdap Diigiimleri

Havadaki duman halkalar ya da yunuslarin suda ¢ikardigi o giizelim kabarciklar gibi
girdap cevrimleri, olaganistli bir zarafet ve istikrarla kaynaklandiklar noktanin cok 6te-
sine yayilirlar (Resim 1). Cogunlukla tezahir ettikleri bicime gore adlandiriimakla birlikte
—havada duman, suda kabarcik—girdap halkalari aslinda ne dumandan ne de kabarcik-
lardan olusur. Maddi nesneler olmak bir yana bu halkalar, boruya benzer yogunlasmis
bir alan icinde kendi etrafinda donmekte olan bir akiskanin hareketinden ibarettir.

Bir kiivetten akan suyun olusturdugu dik girdap bunun bir 8rnegidir. Su, kiivet de-
liginden yukari uzanan girdap borusu etrafinda daireler olusturarak hareket eder,
oysa akarken dénmedigi belki daha az fark edilir. Hafifce yiizeye yerlestirilen bir
yaprak bunu kolayca gdsterecektir —yaprak, girdabin etrafinda daireler olustura-
rak hareket edecek, ama bunu yaparken donmeyecektir. Oysa yaprak bizzat gir-
dabin Uzerine yerlestirilirse, hizla donecektir. Simdi bu girdap sttununu alin, halka
haline getirin, u¢larini birlestirin —alin size bir girdap halkasi.

Bir akiskana hayat veren, bu tiirden yogunlagsmis bir ddnme hareketidir —bu ol-
masayd biitiin akislar sikici olurdu. Ister bir ucadin cikardigi riizgarda isterse
bir nehirde bir kayanin agagi akisinda olsun, bir akiskanda canllik varsa, orada
girdaplar vardir. lyi bilindigi lizere, bu gézlem, tiirbiilansh akislar dairesel firca
darbeleriyle resmedebilmis olan Leonardo da Vinci'nin géziinden de kagmamisti.
Girdaplar akislarin yapitasini olusturmakla kalmaz, bize akisin eksiksiz bir tani-
mini da verirler -bu girdaplarin seklini ve giiciinii biliyorsaniz eger, genel olarak
akiskanin hareketini de bilebilirsiniz.

Peki ama bir halkada bir girdap olusturabiliyorsaniz, bu girdabi alip diigiimleyebilir
misiniz? Ya da bunun yerine, bir ¢ift girdap halkasini birbirine baglayabilir misiniz? Bir
akiskanin digiim digum olabilme olasilidi, Kelvin'in “girdap atomu” hipotezini ortaya
atmasindan beri, fizikgileri ve matematikgileri adeta biyilemektedir. Bu hipotezde
periyodik cetveldeki atomlarin, farkl digium tiplerinin (eterdeki) kapali girdap déngu-
lerine denk duistiigl varsayilir. Bu hipotezin gekiciliginin bir kismi, bdyle basit yapi tas-
larindan yola cikilarak periyodik cetvelin tim karmasikligiyla olusturulabilecegi fikrini
One sirmesinden gelir. Gerisi ise bir diigiim atmanin istikrarindan kaynaklanir: Ger-
cekten de birlikte diiglimlenmis bir telin ¢oziilmesi, yine kolay kolay kesilemeyecek
olan eter benzeriideal akiskanlar i¢inde bir dizi karmasik hareketi ve girdabi gerektirir.
Yakin zaman &nce, bir akiskanin diigiim dagimlaligi (sarmallidr), akiskanlarda ve
plazmalarda potansiyel anlamda 6nemli bir korunan nicelik olarak yeniden ortaya
cikti ve yeni temel kavrayislara ulagabilme potansiyeli dogurdu (Resim 2). Korunan
nicelikler fizikte etkili araclardir. En bilinen érnekleri enerji, momentum ve agisal
momentumdur. Bunlarin énemi, zaman iginde siirlip gitmelerinden gelir. Enerji ko-
rundudu icin yok edilemez, dolayisiyla onun nasil aktigina ve bigim degistirdigine
bakmak, egimli bir yerden yuvarlanan bir toptan tutun da bulut gelisimine kadar,
herhangi bir fenomenin altinda yatan siirecler hakkinda cok sey sdyler. Benzer
sekilde, diigim dugumliligiun de akiskanin evrilmesi sirasinda suriip giden bir
korunan nicelik olduguna inanilmaktadir —bu ise potansiyel olarak yeni kavrayislar
sunabilir ve belki de tiim akiskan akiglari kontrol etmeye yardimci olabilir.

Bir akiskana dugumler ekleyerek, 6rnegin, hareketini sabitlemek mimkin olabilir
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ve bu esasen bir cepteki kulaklik kablolarini andiran dolasik bir agin icinde kapal
kalmasina yol agar. Gercek akiskanlarda, doganin iki girdabin birlikte kesmesine
ve dilimlemesine izin veren bir makas ve yapistirici bicimi sagladigi fark edildigin-
de, isler daha da ilging bir hal alir.

Tum bu sorular sadece teoriye basvurarak ¢ézmek ¢ok zordur; ama akiskanlarda
kontrol edilebilir bir sekilde girdap diigiimleri atmaya iliskin deneysel yordamlarin
eksikligi, intiya¢ duyulan deneysel ilerlemeye engel olmaktadir. Buradaki zorluk, tim
bir akisi girdabin etrafindan da diigiimlemenin gerekmesinden kaynaklanmaktadir.

Ceviren Miinevver Celik

(Resim 1/ Figure 1)

(Resim 2/ Figure 2)

(Resim 1) Bir yunusun yarattigi halka baloncuk dikkate deger bir istikrar ve zarafetle ilerlemektedir.
(Bu kare akvaryumda oynayan bir yunusu gésteren bir Youtube gériinttisiinden alinmistir).

(Figure 1) A bubble ring created by a dolphin propagates with remarkable stability and elegance.

This image was taken from a youtube video of a dolphin playing in an aquarium.

(Resim 2) Suda girdap diigiimii (solda) ve bir bilgisayar ortaminda siiper akiskan diigimii (sagda); ikisi de
Chicago Universitesi, Irvine Laboratuvarrnda olugturulmustur. © 2015 William Irvine, Dustin Kleckner.
(Figure 2) A vortex knot in water (left) and a superfiuid knot on a computer (right) generated in the Irvine Lab
at the University of Chicago. © 2015 William Irvine, Dustin Kleckner.
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Vortex Knots

Vortex loops, such as smoke rings in the air or the beautiful bubbles blown by dolphins in wa-
ter, propagate far from their point of origin with remarkable elegance and stability (Figure 1).
Often named after the manner in which they manifest themselves — smoke in air, or bubbles
in water —vortex rings are in fact made neither of smoke nor bubbles. Far from being material
objects, they are the motion of a fluid where the fluid rotates about itself within a concentrated
tube-like area.

An example is provided by the vertical vortex generated when water drains from a bathtub.
The water moves in circles around the vortex tube that extends from the drain up, but perhaps
less often noticed is that fact that it does not rotate as it goes along. A leaf gently placed on
the surface will readily demonstrate this — it will move in circles about the vortex but it will not
rotate as it does so. If the leaf is placed on the vortex itself, by contrast, it will spin rapidly. Now,
take this vortex column, turn it into a ring, join the ends and —voila! — you have a vortex ring.
This type of concentrated rotational motion is what gives life to a fluid — without it, all flows
become boring. Where there is liveliness in a fluid, whether in the wake of an aeroplane
or downstream of a rock in a river, there are vortices. Famously, this observation did not
escape the eye of Leonardo da Vinci, whose depictions of turbulent flows are achieved
through circular brush strokes.

Not only are vortices the building block of flows, but they also provide a complete description
of the flow — if you know their shape and strength you can know the fiuid’s motion in general.
But if you can make a vortex in a ring, can you take a vortex and tie it into a knot? Alternatively,
can you link a pair of vortex rings? The possibility of such knottiness in a fluid has fascinat-
ed physicists and mathematicians ever since Kelvin's ‘vortex atom” hypothesis, in which the
atoms of the periodic table were hypothesised to correspond to closed vortex loops (in the
ether) of different knot types. Part of the appeal came from the fact that from such simple build-
ing blocks you could build the periodic table in all its complexity. The rest came from the stabil-
ity of tying a knot: indeed, untangling even a common knotted string requires a complicated
series of moves and vortices in idealised ether-like fluids, which are similarly unbreakable.
More recently, the knottiness (helicity) of a fluid has re-emerged as a potentially import-
ant conserved quantity in fluids and plasmas, offering the potential for fundamental new
insights (Figure 2). Conserved quantities are powerful tools in physics. The most familiar
examples are energy, momentum and angular momentum. They are important because
they persistin time. Since energy is conserved, it cannot be destroyed, so looking at how
it flows and changes form tells you much about the processes that underlie any phenom-
enon, from a ball rolling down a slope, to cloud development. Similarly the knottedness
is conjectured to be a conserved quantity that persists as the fluid evolves — potentially
yielding insights and perhaps helping control all fluid flows.

By injecting knots into a fluid, for example, one might be able to stabilise its motion, essentially
causing it to get stuck in a tangled web, much like headphone cords in a pocket. The plot
thickens when one realises that in real fiuids nature has provided a form of scissors and glue
that allows two vortices to cut and slice together.

Resolving these questions is too hard to do using theory alone, but the necessary experimen-
tal progress has been hindered by lack of experimental procedures to controllably tie vortex
knots in fluids. It is difficult because you have to tie the whole flow around the vortex too.
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Diiz Cizginin Sonu

En biylik sorunlarimizdan birinin diiz ¢izgi oldugunu diistiniir oldum. Diiz ¢izgi, 6nce
ve sonraya duyulan bir gereksinimin ve gergedi bir baslangica ve sona sahip bir sekilde
tanimlama istencinin basit ifadesidir. Antropolog Tim Ingold’un séyledigi gibi, bir ¢izgi
antropolojisine girismemiz lazim —el ve dolayisiyla da zihin icin temel olan bdyle basit bir
jestin kilturel, estetik ve mantiksal cagrisimlarini anlama olanaklarina dair bir incelemeye.
Arjantinli sanat¢l Federico Manuel Peralta Ramos’un 1965'te yaptigi son formel calis-
masi We, the Outsiders (1965) [Biz, Yabancilar] adli yumurtayi kesfettigimde, bunun bir
sanatcinin diiz gizgiye son vermek igin gdsterebilecegdi en bilylik caba oldugunu diisiin-
mistiim. Sunu bir diistintin: Bir yumurta, i¢ ve dis ylizeylerinin etrafinda hareket etmekte
olan sinirsiz eliptik ¢izgilerin meskeni olan bir kasa, bir tiir etrafi gevrili alan gibidir. Peki
ama konumuzla neden ilgilidir bu? Ramos ¢izgiye itiraz ederken yalniz miydi? Hayr, yal-
niz degildi. Asadi yukari ayni donemde, Douglas Engelbart’in énderlik ettigi genis bir
biliminsanlari grubu, “hiperbagd” [hyperlink] diye bildigimiz seyi gelistirdi. 1960’larin orta-
larinda hem Ramos’un hem de Engelbart’in bilgiyi, gercekligi —hatta zamani- tamamen
farkl bir tarzda baglantilandirmaya doniik bu ciddi girisimde bulunmus olmasi ilgingtir.
Bu baglamda yumurta, sadece dili yeniden icat etmeye yonelen bir Humpty Dumpty* ca-
bayi ifade etmekle kalmaz, internet dedigimiz ¢ok &zel bir dilin icadidir bu. Hiperbag da,
cizgiyi kirmaya ve fikirlerle zamanlari bugiin hala tamamen kesfedemedigimiz boyutlar-
da baglantilandirarak sadece ciimleyi degil, okumanin dogasini da doniistiiren farkli bir
navigasyon sisteminin énlinii agmaya yonelik temel bir girisimdir.

Anlamsiza, anlamin nasil tersine gevrilecegine ve bir climlenin mantik diizeninin nasil
bozulacagina dair bir inceleme de, diiz ¢izgiyi hedef alan bir girisim olarak gorilebilir.
Ama bu girisim yine de, Humpty Dumpty dil oyunu tarafindan degistirilmis olsa bile, yén
fikrine hala saygi duyan ve onu kabul eden bir girisimdir.

iste bdylece, yumurtanin yeni bir cagin, diiz gizginin geride birakildigi ve halihazirda
Metabolik Cag olarak adlandirilan bir cagin ifadesi oldugu diisiincesine vardim. Geg-
misten gelecege cizgisel ilerleme bakimindan, sureklilik ve tutarlilik Gzerine dusuni-
len modernist dénemin ardindan gelen Metabolik Cag, dénusum halindeki yasamin
goriinmez isaretlerinin, sessizce degistiren, metabolize eden, emen ve yeni bir cevre
bahseden, lireten canli ve cansiz organizmalarin damgasini tasir. Metabolik Cag sade-
ce diger organizmalar degil ayni zamanda teknoloji ve cansiz diinyaya karsi, istence,
isteme dair farkli bir anlayisin yaninda farkli bir diisinmeyi de gerektirecektir.

Unutma, Yasamak Metabolize Etmektir

1920’ler ve 1930'lar, arastirmacilarin insan metabolizmasi tizerine odaklanmaya basla-
diklari yillardi. Vitaminlerin ayrilmasi on dokuzuncu yiizyilin ikinci yarisinda baslamis,
1920’ler boyunca yapilan pek ¢cok deney A ve D vitaminlerinin roliini kanitiamis ve son-
raki arastirmalar C ve K (guicli bir kan pihtilastiricisi) vitaminlerini ayirt edebilmisti. Ve
bdylece yiyeceklerin sadece bir erisim, sinif veya gelenek meselesi degil, ayni zamanda

*Lewis Carroll''n Through the Looking Glass [Aynanin iginden] adli kitabindaki yumurta adam karakteri.
Bir duvarin {izerinde oturur, siirekli konusur ve diiser. Aslinda ingilizce konusulan diinyada séylenen
eski bir tekerlemedir. Duistip kirilinca tamir edilemeyen sey anlaminda kullanilir. (¢.n.)
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bir saglik ve yeni bir 6zdenetim meselesi olarak anlasiimasiyla birlikte, diyete duyulan
ilgi yeni bir form almistir. Calismalarini Lausanne’da yiriiten ve diyeti baz alan kanser
tedavisiyle ilgili bir teori ve praksis gelistiren Rus gégmen Catherine Kousmine'nin
(1904-1992) calismasi ve arastirmasi, buradaki baglamimizla ézellikle ilgilidir. Kousmi-
ne’nin ilk diyet protokoli, bagdirsak kanseri olan bir hastanin tedavisini agiklayan 1949
tarihli bir vaka arastirmasina dayanmaktaydi ve baska bir kadin aragtirmacinin, Johanna
Budwig'in arastirmasindan bir hayli etkilenmisti. Alman bir biyokimyaci olan Budwig,
1940’lar boyunca yag asitleri ve bunlarin kanser tedavisindeki etkileri izerine bir aras-
tirma yapmisti. Bilylik oranda, az yagl peynirle karistirilmis ketentohumu yaginin, sebze,
meyve ve lif agirlikli 6guinlerin yararlarini géstermenin yaninda, seker, hayvansal yag, sa-
lata soslar, et, tereyadi ve 6zellikle de margarinden uzak durulmasini tavsiye eden ilk di-
yet protokoliinii 1952'de yayimladi. Kousmine, Budwig diyetinin kesiflerini ve kaidelerini
takip etmesine ragmen, soguk preslenen yadlara yaptigi 6zel vurguyla birlikte, ¢ig be-
sinlerin sagligimiz i¢in yararlarina dair yeni bir anlayisin énciisuddr. Il. Diinya Savasi bo-
yunca yadlar, 160 ile 200 santigrat derece arasi sicaklikta presleniyordu. Nedeni basitti:
Bu teknik, bitki tanelerinden %70 oraninda yag cikariimasina olanak sagliyordu. Elde
edilen sivi, koyu, keskin kokulu ve dolayisiyla yagin 6nce heksanla (¢éziicl bir mad-
de) kanstinldigi ve sonra da ikisinin ayristirildidi bir islemle rafine edilmesi gereken bir
yaddir. Bu yag sonsuza kadar bozulmadan kalir, ¢linkii Kousmine’nin deyimiyle “61u” bir
yagdir bu. Oysa aritma ve filtreleme gibi basit fiziksel islemlerle elde edilen soguk pres-
lenmis yaglar canlidir, ama 1s1da ve bozulmaya duyarlidir ve havayla temas eder etmez
dondurulmalidir. Kousmine’nin metinleri, basit besinlerin endustriyel islemlerle nasil dé-
nustirildigini ve buislemlerin, 6rnegdin bagisiklik yetmezligi kosullarinda oldugu gibi,
hiicre zarlarimizin dis saldinlardan korunmasinda temel bir rolli olan ve F vitamini olarak
da adlandirilan yag asitlerini nasil tahrip ettigini cok etkileyici bicimde aciklar.

Elbette Kousmine’ninki kadar siki bir diyete bagl kalmanin kanseri tedavi ettigine dair
hicbir kanit yoktur. Ayrica buradaki amacim bu yontemleri agiklamak da degil. Bu bag-
lamda ilging olan boyut, yirminci yiizyilin bagindan itibaren diyet kullanimi ile ilaglarin
anlasilmasinin paralel bir gelisim gdstermis olmasidir. Vitaminlere ve ¢ig besinlere olan
ilginin artisini ilaglarla karsilastirmak ilk bakista sagma gorunir. Yiyecekler organiz-
mamiz lzerinde bir etki yaratabilir, ama bu, bize uygun bir karsilastirma igin bir temel
saglamak bakimindan fazlasiyla yavas, fazlasiyla uzun vadeli bir etki deg@il midir? Yine
de ikisinin ortak paydasi aciktir: Metabolik sistemimizi etkileme tarzlar. Hem ilaglara
hem de diyetlere gosterilen ilgi, kapasitelerimizi zenginlestirme olanaklarinin arastiril-
masyla ilgilidir. ilaglarin diinyasi, tiimiiyle beyinle ve diinyayr duyumsama bicimimizi
kesfetmeye olanak saglayacak olasi kimyasal dénusumlerle alakalidir. Yiyeceklerin —
lezzetli yemek pisirmenin degil, yasami yapilandirmanin bir kaynagi ve yéntemi olarak—
onemi, zihni 6zgiirlestiren her tirli deneyle tuhaf ve gliglu bir iliskiye sahiptir. Gegen
yuzyilin psikiyatri ve anti-psikiyatri akimlari ve bilhassa avangart, bedeni kontrol etme,
Uretken olabilmesi i¢in onu ne ¢ok fazla ne de ¢ok az besleme fikri de bununla ilgilidir.
Bununla birlikte, beslenme bilimi, daha uzun yasamamizi saglamak, insanin tretken
yillarini uzatmak veya makine benzeri gliclii bir bedene sahip olmak igin hastaliktan
korunmayi amaclamakla kalmaz. Ayni zamanda paradoksal bir durum yaratabilmeyi,
yani daha ¢ok calisacak kadar saglikli oldugumuz, ama bedenimizin ¢alistiktan sonra
bile dinlenmis bir halde olacagi kadar da saglikli olmadigimiz bir durumu saglamayi
hedefler. E§er ilaclar timdiyle, arkasinda zarar gérmis bir beden birakarak, havalanabi-
len ve kagabilen bir havai fisege benzeyen zihinle ilgiliyse, stiper besinlerde cisimlesen
metabolik kiilt de zihni kimiltisiz hale getirmeye muktedir bir bedeni temsil etmektedir.
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Ve... biitiin bunlar neden?

Peki diyetler, yumurtalar ve hiperbaglar arasinda niye bdyle bir baglanti kuruyorum?
Cunki klturel olarak miras aldigimiz, zihin ve beden arasindaki iliskiyi anlama tarz-
larimizi, iginde bulundugumuz zamanla uyumumuzu goérebilme, onu okuyabilme ve
onunla senkronize olabilme yetenegimizi —-ya da yeteneksizligimizi- kokten etkileyen
cok dnemli bir déniisimiin tam ortasindayiz. Kavisli ¢izgi, hiperbag, hatta besinlerin
yavas sindirimi, bunlarin hepsi de, kabul edilegelen beden insasini degistirmeye ve
ona meydan okumaya katki sunar: Géz olan parmaklar, hicbir climleyi izlemeden ek-
ranlara dokunur. Tum bunlar, bedenin emilim yoluyla yavas dénustimiine varir —yillarca,
onyillarca siiren, ama bilingli olarak baslatilmis olan ve dogada, ayni zamanda teknoloji
dinyasinda karsilikhlik yakalamayr umut eden bir déniisiim. Diiz ¢izginin sonu, gele-
cegin baslangicidir.

Ceviren Miinevver Celik

Chus Martinez

The End of the Straight Line

I have come to think that one of our biggest problems is the straight line. The straight
line is the simple expression of a need for before and after, and the will to describe
the real as possessing a beginning and an end. As anthropologist Tim Ingold has
said, we need to engage in an anthropology of the line — a study of the possibilities of

Federico Manuel Peralta Ramos, Nosotros afuera (Biz Yabancilar / We, the Outsiders), 1965
Instituto Torcuato Di Tella, Arjantin'den enstalasyon gériintisii / Installation view
Americas Society’nin izniyle / Courtesy of Americas Society
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understanding the cultural, aesthetic and logical connotations of such a simple ges-
ture that is fundamental to the hand and, therefore, to the mind.

When | discovered the egg titled We, the Outsiders (1965), the last formal work by
Argentinian artist Federico Manuel Peralta Ramos, | thought it was the greatest at-
tempt by an artist to put an end to the straight line. Think of it: an egg is like a safe,
an enclosure inhabited by limitless elliptical lines moving around the inner and outer
surfaces. But why is this relevant? Was Ramos alone in contesting the line? No, he
was not alone. Around the same time, a large group of scientists led by Douglas
Engelbart developed what we now know as the ‘hyperlink’. It is interesting that both
Ramas and Engelbart, in the middle of the 1960s, were making these very serious
attempts to connect knowledge, reality — time, even —in a completely different man-
ner. In this context, the egg not only expresses a Humpty Dumpty attempt to reinvent
language, but a very particular language that is the internet. The hyperlink, too, is a
major attempt to break the line and open up to a different navigation system that
transforms, not just the sentence, but the very nature of reading, connecting ideas
and times in dimensions that have still not been fully explored.

A study of non-sense, of how to reverse meaning and how to un-order the logic of a
sentence, can also be seen as an attempt to address the straight line. However, it is
one that still respects and acknowledges the idea of direction, even if altered by the
Humpty Dumpty language game.

And so | have come to think that the egg is the expression of a new era, one where the
straight line is surpassed, and that has already been called the Metabolic Era. A time
that comes after the modernist time of thinking in terms of a linear progress from past
to future, about continuity and coherence, the Metabolic Era is marked by the invisi-
ble signs of life in transformation, by living and non-living organisms silently changing,
metabolising, absorbing and giving, producing a new environment. The Metabolic Era
will demand a different thinking, as well as a different understanding of will, of volition,
not only versus other organisms but also versus technology and the inanimate world.

Remember that to Live is to Metabolise

It was in the 1920s and 1930s that researchers started focusing on the human metabo-
lism. The isolation of vitamins had begun in the second half of the nineteenth century,
and during the 1920s multiple experiments proved the role of vitamins A and D, and
further studies isolated vitamins C and K (a powerful blood coagulant). And so the
interest in diet took a new form, with food not only being seen as a question of access,
class or tradition, but as a question of health and a new form of self-control. Especially
relevant for our context is the work and research of Catherine Kousmine (1904-1992),
a Russian emigré who studied in Lausanne and developed a theory and a praxis for
the cure of cancer predicated on diet. Her first diet protocol was based on a case
study of 1949 that described the cure of a patient with intestinal cancer and was highly
influenced by the research of another woman, Johanna Budwig. Budwig, a German
biochemist, had developed throughout the 1940s a study of fatty acids and their influ-
ence on cancer cure. She published her first diet protocol in 1952, mostly presenting
the virtues of flaxseed oil mixed with low-fat cheese, and meals high in fruits, vege-
tables and fibre, as well as the avoidance of sugar, animal fat, salad dressing, meats,
butter and especially margarine. Even if Kosmine followed the discoveries and the
precepts of Budwig’s diet, she was a pioneer in a new understanding of the benefits of
raw food for our health, putting a special emphasis on cold-pressed oils. During World
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War I, oils were pressed under heat, from 160 to 200 degrees Celsius. The reason was
simple: this technique allowed the extraction of up to 70% of the fat from the grain.
The resulting liquid is a dark, strong-smelling oil that needs, therefore, to be refined,
a process that requires first mixing the oil with hexane (a dissolvent), then separating
the two later. This oil lasts forever, since, as Kousmine described it, it is ‘dead’. Cold-
pressed oils, on the contrary, obtained by simple physical processes like decanting
and filtering, are alive, but they react to light, becoming rancid, and need refrigeration
once exposed to the air. Kousmine’s texts are intensely eloquent in explaining how
simple food is transformed by industrial processes and how they destroy fatty acids,
also called vitamin F, that play a fundamental role in how the membranes of our cells
are protected from external attacks, as in immuno-deficient conditions, for example.
There is, of course, no proof that following diets as rigorous as the Kousmine method
cure cancer. It is also not my point here to describe these methods. The interesting
aspectin this contextis the parallel growth from the beginning of the twentieth century
in the use of dieting and the understanding of drugs. To compare the rise of interest in
vitamins and raw food with drugs seems nonsensical at first. Food may have an effect
on our organism, but isn't it too slow, too long term, to provide us with the basis for a
proper comparison? But the common denominator of both is clear: the way they affect
our metabolic system. Both the interest in drugs and in diets have to do with exploring
the possibilities of enhancing our capabilities. The world of drugs is all about the brain,
about the possible chemical transformations that will enable us to explore the way we
sense the world. The importance of food — not gourmet cooking, but food as a source
and method to structure life — bears a strange and powerful relation to all sorts of ex-
periments in freeing the mind. It has to do with the psychiatric and anti-psychiatric
movements of the last century, and, most of all, with the avant-garde, with the idea
of controlling the body, of fuelling it not too little and not too much to become pro-
ductive. But the science of nourishment is not only aimed at avoiding illness, to make
us live longer, to stretch the productive years of the human, or to achieve a strong,
machine-like body. It is also aimed at generating a paradoxical state, one where we
are healthy enough to work more, but not so healthy that our body is in a state of re-
pose beyond labour. If drugs are all about the mind a as skyrocket able to take off and
escape, leaving behind a damaged body, the metabolic cult expressed by super food
represents a body capable of making the mind stay put.

And ... why all this?

Why would I make this connection between diets and eggs and hyperlinks? Because
we are in the middle of a very important transformation that radically affects our cul-
turally inherited ways of understanding the relationship between mind and body, our
ability — or inability — to see coherence, to read and synchronise with the time we are
in. The curved line, the hyperlink, even the slow assimilation of nutrients, all contribute
to change and challenge the accepted body construction: eyes that are fingers touch
screens that follow no one sentence. It all adds up to a slow transformation of the body
through absorption — a transformation that happens over years, decades, but that was
consciously started and hopes for reciprocity in nature and also in the technological
world. The end of the straight line is the beginning of the future.
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Jeffrey Peakall

Sualti Nehirleri: Bogaz'dan Okyanus Tabanlarina

1940’larin sonlarina kadar derin-okyanus tabanlarinin, kirllma bdlgeleri ve sén-
mus volkanlar disinda plrlzsiz yizeyler oldugu disundliyordu. O zamandan
beri, okyanus tabanlarinin cizgilerle, kimisi neredeyse diimdiiz, kimisi ise hayli
kivrimli ve egri olan cizgilerle kapl oldugunu biliyoruz. Bu ¢izgiler, yiizlerce érnegi
olan kimi durumlarda binlerce kilometre boyunca uzanabilir ve sualti nehirleri ta-
rafindan olusturulurlar. Genelde (200-300 metre derinlikteki) si§ sularda baslayip,
4-5 kilometrelik derinliklere uzanirlar; nadir de olsa kiy1 seridinden basladiklari da
olur. llginctir ki, bu cizgilerin kivnimlihginda (oynakliginda) kiiresel bir cesitlilik
gorlir, ekvator bolgelerinde son derece yilankavi gizgilere, kutup bdlgelerinde
ise hemen hemen diiz kanallara rastlanir. Bu sualti kanallari, okyanus yamaclari
Uzerine ¢okmelerden olusan, ¢1§ diismelerine ve Pompeii'yi yerle bir edenler gibi
volkanik patlamalarla meydana gelen kaya parcasi akimlarina oldukca benzeyen
balgik ve kum akimlari tasirlar (Resim 1). Akimlar seyrek, son derece gii¢li ve yi-
kicidir; godunlukla ayrintili lciimlere imkan tanimazlar. Bunun yerine, bu akimlar
hakkinda bildiklerimizin ¢ogu, deniz tabanindaki fiber-optik kablolarin ugradig
tahribattan gelir. Akimlarin, en dik kisimlarda saniyede onlarca metreye ve derin
okyanus tabanlarinda dahi saniyede 7-8 metreye —iyi bir erkek uzun mesafe ko-
sucusunun hizi- ulasabilen hizini 8lgebilmemizi saglayan kablolar, okyanus-asiri
tim ses, veri ve internet trafiginin %95’ini tasir ve bunlarin periyodik tahribati, in-
ternet kapasitesinde bazi ciddi bélgesel azalmalara yol agar.

Gezegenimizin Ugte ikisini (%71) olusturan okyanus tabanlari hakkinda hala ¢ok
az sey biliyoruz. Ornegin, ayin 6teki tarafta kalan yiizeyini, okyanus tabanlarinin
coguna nazaran neredeyse 100 kat daha yiiksek ¢ozunirliikle gorebiliyoruz. Yine
de sunlan biliyoruz: Sualti nehirleri kiiglik ama yikici tsunamilere neden olabilir,
boru hatlari, veri kablolari ve diger denizalti techizatlar gibi sualti altyapilarina zarar
verebilirler; organik karbonun gémiilmesi ve dolayisiyla kiiresel karbon déngdileri
icin 6énemlidirler; birikintileri daha sonra hidrokarbonlar tutabilir. Kilometrelerce
derinlikteki bu seyrek akimlari incelemek gii¢ oldugundan, sualti nehirlerini ancak
laboratuvar deneyleri ve sayisal modeller sayesinde biyiik oranda kavrariz (Resim
1). Bu deneysel ve sayisal yaklasimlar, sualti kanallarindaki akimlarin kuzenlerinden,
yani yerytiziindeki nehirlerden cok farkli davrandigina isaret etmistir. Yine de, ayrin-
tilh bir sekilde incelenebilecek bir dogal sualti nehrine ihtiya¢ duyulmustur.
istanbul Bogazi, Marmara Denizi yoluyla Akdeniz'i Karadeniz'e baglar. Denizciler,
suyun Bogaz'in diplerinde, bir degisim akimi olarak bilinen alisiimadik bir akim
turd olusturarak, ylizeydeki suyun tersi yoniinde hareket ettiginin uzun zamandir
farkindalar. Alt akim Akdeniz’den gelen daha yodun (daha tuzlu) sudan meydana
gelir ve Bogaz’'dan Karadeniz’'e gecerken deniz tabanini sararak, ancak 1990’larin
ortasinda kesfedilmis ve sekle doékiilmiis olan olaganiisti ve sasirtici bir sualt
kanallar ag1 boyunca ilerler (Resim 2). Bogaz'dan dogan sualti nehri, tasidigi
tahmini su miktari itibaryla, karadaki en buyik altinci nehirle ayni biyiikliktedir.
2008den bu yana ug¢ arastirma gezisinde, derin okyanus-tabani kanallarinda or-
taya ¢ikan siiregleri anlamak i¢in Karadeniz'deki kanallari inceleyecek, uzaktan
kumandali ve elbette sari renkli bir denizalti kullanildi. Denizalti, sualti nehrinin
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akis hizini ayrintilariyla élgebilmek ve bu sualti sisteminin Gigboyutlu seklini ¢i-
karabilmek (Resim 2) icin bir dizi aragla donatilmisti. Bu araglardan gelen veri
analizleri, sualti nehrindeki akimlarin saniyede bir metreye varan bir hizla hare-
ket ettigini ve akimin, tipki esnetilmis bir Slinky (yay biciminde bir oyuncak) gibi
sarmal bir bicimde aktigini ortaya koydu. Sasirtici olan ise bu sarmalin, nehirler-
de gorilenin tersi ydonde olmasidir; kanalin dibindeki akim, bikiimiin ortasinda
(doruk) dis sete dogru ydnelir ve bu da kiiglik dlgekli laboratuvar deneylerinden
elde edilen sonuglari dogrulamaktadir. Buna mukabil, akimdaki bu degisimler,
sualti nehir kanallarinin evrimini ve gelisimini etkileyecektir.

Karadeniz'deki kanallar ayni zamanda bu akimlar tizerindeki kontrollere baka-
bilmemizi ve normal nehir kanallarindan neden farklilastiklarini anlayabilmemizi
saglar. Yogunluk ve hizdaki dikey ve yatay varyasyonlar, nehirlerdekinden ¢ok
farkhdir; 6rnegin, nehirlerde en yiiksek hizlar daima akimin yukarisina yénelirken,
sualti nehirlerinde ¢ogunlukla asagiya yakindirlar.

Sualti nehirleri hakkinda daha ¢ok sey anladik¢a, bu sistemlerin normal nehir ka-
nallarindan ne kadar farkl oldugunu da gérebiliyoruz. Ozellikle yakin tarihli ¢ca-
lismalar, bu deniz-tabani cizgilerinin oynakliginda kiiresel bir gesitlilik oldugunu
g0Ostermekle kalmamis, ayni zamanda bu ¢esitliligin birikintilerine de yansidigini,
kutup bolgelerindeki birikintilerin ekvatora yakin olanlardan oldukga farkh oldu-
gunu ortaya koymustur. Derinlerdeki bu devler hakkinda hala 6grenecedimiz cok
sey var; cogu Ozellikleri sir perdesini koruyor ve heniiz yeterince anlasiimis degil.
Yine de bugiine kadar ydritilen arastirmalar, akim davranislarinin ve bunlarla
iliskili, pek cok acidan nehir sistemlerinde gérdiigumiizden ¢ok daha karmasik
olan birikinti 6rtintulerinin zengin bir yelpazesini gozler 6niine serebildi. Ne garip-
tir ki, Okyanus Gezegeni icin tasidiklari dneme ve her an olusabilme ihtimallerine
ragmen popiiler bilim yayinlarinda bu kanallara, disa akan buytk Merih kanallari,
hatta Veniis'teki veya Satiirn’tin en bilyiik uydusu Titan'dakiler gibi diger gezegen-
lerdeki kanallara nazaran daha az yer verilmistir. Diger gezegen yapilari tizerindeki
kanallar ¢ekiciliklerinden hicbir sey kaybetmese de, kendi gezegenimizdeki bu
devasa ve gizemli kanallarin cok daha genis bir ilgi gdrebilmesini diliyoruz.

Ceviren Miinevver Celik
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(Resim 1/ Figure 1)

(Resim 2/ Figure 2)

(Resim 1) Laboratuvar ortaminda yaratiimis bir sualti nehir akimindan gériintti. Akimin yon izleyiciye
dogrudur ve kanalin kenarlarindan tagmakta oldugu gériilebilir. Kanal yaklasik 20 cm genisligindedir.
(Figure 1) View of flow through a laboratory underwater river. Flow is towards the viewer, and can be seen to
be spilling over the sides of the channel. The channel is ~20 cm wide.

(Resim 2) Bogaz'in ¢ikisindan asagi dogru akan, Karadeniz tabanindaki sualti nehrinden goriintu. Akim
izleyenden uzaklasmakta, turuncu ve kirmizilar yiikselme noktalarini, maviler ve yesiller ise algalma nokta-
larini géstermektedir. Sekildeki kanalin genisligi maksimum 1,3 km, derinligi de maksimum 25 m kadardir.
(Figure 2) View of the underwater river on the floor of the Black Sea, downstream from the exit of the Bospho-
rus. Flow is moving away from the viewer, and blues and greens are low points, whilst oranges and reds are
high points. The channelimaged has a maximum width of around 1.3 km and a maximum depth of about 25 m.
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Underwater Rivers: From the Bosphorus
to Ocean Floors

Until the late 1940s, deep-ocean floors were considered to be smooth surfaces with
the exception of fracture-zones and relict volcanoes. Since then, we have become
aware that ocean floors are covered in lines, some almost straight, others highly sin-
uous and contorted. These lines can run for hundreds and in some cases many thou-
sands of kilometres, and they are formed by underwater rivers. The lines typically start
in shallow water (200-300 metres deep) and extend to abyssal depths of 4-5 kilome-
tres; occasionally they initiate just off the coastline. Intriguingly, there is a global vari-
ation in the sinuosity (wiggliness) of these lines, with highly tortuous ones observed
in equatorial regions, and virtually straight channels present in polar regions. These
underwater channels carry flows of mud and sand formed from collapses on ocean
slopes (Figure 1), close analogues to snow avalanches and to pyroclastic flows from
volcanic eruptions such as those that destroyed Pompeii. Flows are infrequent and
extremely powerful and destructive, largely restricting detailed measurements. Much
of what is known about these flows instead comes from the destruction of seafioor
fibre-optic cables, which enable us to measure the speed of these currents, up to tens
of metres per second in their steepest parts, and 7-8 metres a second even on deep
ocean floors —about the speed of elite male distance runners. Such cables carry 95%
of all trans-oceanic voice, data and internet traffic and their periodic destruction has
caused some major regional reductions in internet capacity.

We still know remarkably little about our ocean floors, which make up two thirds (71%) of
our planet. For instance, we know the surface of the far side of the moon to a resolution
almost 100 times greater than most of the ocean floor. However, we do know that: un-
derwater rivers can cause small but destructive tsunami; can damage underwater infra-
structure such as pipelines, data cables and other sub-sea engineering; are important
for the burial of organic carbon and therefore global carbon cycles; and that their de-
posits can subsequently host hydrocarbons. Because of the difficulty of studying these
infrequent flows at depths of kilometres, the detailed understanding of underwater rivers
has largely been derived from laboratory experiments and numerical models (Figure 1).
These laboratory and numerical approaches have suggested that flows in underwater
channels behave very differently from their cousins, land-based rivers. However, what
has been needed is a natural underwater river that could be studied in detail.

The Bosphorus connects the Mediterranean, via the Marmara Sea, to the Black Sea.
Sailors have long been aware that water at the bottom of the Bosphorus moves in the
opposite direction to that at the top, forming an unusual flow type known as an ex-
change flow. The lower flow is composed of denser (saltier) water from the Mediter-
ranean and as this exits the Bosphorus into the Black Sea the flow hugs the bottom
and travels through a remarkable and spectacular network of underwater channels
that have only been discovered and imaged since the mid-1990s (Figure 2). The un-
derwater river initiating from the Bosphorus is the equivalent of the sixth largest riv-
er on land, based on the estimated amount of water flowing through it. Since 2008,
three research cruises have used a remote-controlled submarine, yellow of course,
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to study the Black Sea channels, in order to understand the processes that occur in
deep ocean-floor channels. The submarine is fitted with a range of instruments that
enable it to measure in detail how fast the underwater river is moving, and to image the
three-dimensional shape of this underwater system (Figure 2). Analysis of the data
from these instruments has revealed that flows in the underwater river are travelling at
up to one metre per second, and that the flow moves in a spiral (helical) pattern, much
like a stretched out Slinky (the children’s toy). Surprisingly, the direction of this spiral is
opposite to that in rivers, with flow at the bottom of the channel directed towards the
outer bank, at the middle (apex) of the bend, confirming previous results from small-
scale laboratory experiments. In turn, these changes in flow will affect the evolution
and development of underwater river channels.

The Black Sea channels are also enabling us to look at the controls on these flows,
and to understand why they differ from normal river channels. The vertical and lateral
variations in density and velocity are very different from rivers; for instance, the high-
est velocities in rivers are always towards the top of the flow, whilst in underwater
rivers they can often be close to the bottom.

As we understand more about underwater rivers, we are realising just how different
these systems are from normal river channels. In particular, recent work has shown
that not only is there a global variation in the wiggliness of these sea-floor lines, but
that this is reflected in their deposits, with those in polar regions being very different
from those closer to the equator. There is still much to learn about these giants of the
deep, and many aspects remain mysterious and poorly understood. However, the
work undertaken to date reveals a rich range of flow behaviour and associated deposit
patterns that are in many ways far more complex than in river systems. Strangely, given
their ubiquity and importance here on Planet Ocean, these channels have received
less popular science coverage than those on other planets such as the great Martian
outflow channels, and even the channels on Venus, or Saturn’s largest moon Titan.
Whilst the allure of channels on other planetary bodies remains as strong as ever, it
is to be hoped that these giant and mysterious channels on our own planet may draw
much wider attention.
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Deniz

Deniz benim icin korkutucu, 8liimceiil bir bagka alem degil, Istanbullularin ¢cogu icin
oldudu gibi genis bir cadde, bir park, bir sokak gibi giinliik hayatimin bir parcasidir.
Bogaz’a, Marmara Denizi’ne bakinca, kalyonlara saldiran korsanlari, gemileri bati-
ran firtinalari, sehirleri yikan tsunamileri, hatta hatta Calvino’nun Bay Palomar’i gibi
dalgalari bile disinmem. Giiniin herhangi bir aninda, siradan hayatin icinde ona
uzaktan bir baktigimda Bogaz bana bildik bir alemde, evimde oldugumu hissettirir.
istanbul’da deniz giivendigim eski bir arkadas gibidir. Ondan hi¢ siiphelenmem.
Her giin gériirim onu. Uzun bir siire gérmezsem de huzursuz olurum.

Ama bu giiven duygusu senede bir giin bozulur ve o giin icimde bir de baska bir
deniz oldugu cikar ortaya. O giin, denizin kimyasal tuzlarla, tuhaf bécekle, kabuk-
lu yaratiklarla ve zehirli baliklarla dolu buytik, korkutucu bir alem oldugunu hatir-
larim. Bu seytani sivi beni bir anda igine ¢ekip nefes alamadan bogabilir. Denizin
sinirsizligi ile kafamdaki karanlik arasinda bir iliski oldugunu da o giin kavrarim.
Haziran basinda, istanbul’'un bir késesinde denize ilk girdigim giindiir bu.
Ayaklarimi suya degdirir degdirmez denizin gézlerimi yakacak tuzlu bir sivi; gévdemin
en licra kdsesine pervasizca sokulacak yapiskan bir sey oldugunu aklimdan énce
g6vdem anlar. Tuzlu, biraz da pis suyun igine kiicik adimlarla ilerlerken bir yandan da
ayak parmaklarinin tizerinde yiikselerek kendimi ondan korumaya ¢alisinm. Kafamla
govdemin ayri merkezlerden emir aldigini bdylece urpererek hissederim.

Denizin kigkirttigi bu diisiince tiylerimi trpertir, tenimin tzerinde kabarciklar ¢i-
kar. Gévdem kafamdan gelen emirlere isyan ederken bir akil ve gévde ¢atisma-
sinin olabilecek en biiyiik felaket oldugunu sezerim. Hemen kendimi denizin bi-
lingaltina atmamin en iyisi oldugunu, hi¢ kipirdamadan durdugum yerde anlarim.
Simdi en sonunda bakis agim denizin diizeyine inmistir. En iyisi, en rahati bilingaltinin
bu karanligina kendimi birakarak madde-ruh ikileminden kurtulmaktir. Tuzlu suya bir
atayim kendimi, sonra hemen ¢ikarim disari, diyerek tuzlu suya hemen kendimi atarim.
Ohh, ne kadar karanlik ve derindir alem, ne kadar sinirsizdir diisiincelerim. Bilin-
galtimin denizinden disar ¢ikmak gelmez icimden. Clinkdi telasla, ¢irpina ¢irpina
ylizerken tuzlu suyun aslinda iyi oldugunu, aslinda suyun icinde diisiincelerimin
ve seylerin bir biitiin oldugunu anlamaya baslamisimdir. Niye korkuyordum kendi
bilingaltimdan, esyalardan ve icimdeki karanliktan?

Simdi denizin dibinde bakin neler gériiyorum: Kayzer Wilhelm’'e bagli bir zirhh-
nin ¢ipasl, patlamis ve yosun tutmus bir televizyon ekrani, cocuklugumdan kal-
ma gazoz kapaklari, Osmanli ve Bizans paralari... Yagl ve yorgun denizanalari,
kilden ve kumdan nesneler ve en derinde, goziimiin géremedidi yerde karanlk-
ta beni korkutan biitiin o seyler ve hatiralar.

Her yazin basinda denize ilk girerken dusilincelerimden korkup basimi suyun
icinden gikarinca bir konu kafamda yeniden aciklik kazanir. istanbul'da yasarken,
sokaklarda ve odalarda yiriirken Bogaz'i her gérusiimde elimin kagida ve kaleme
gitmesi ve elime gegen her kagit pargasinin tizerine bir gemi resmi ¢izmem deni-
zin gorulmeyen yaniyla derinden ilgilidir.
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The Sea

The sea is not a foreign realm to me, fearsome and deadly, but a part of my day-to-
day life, like a boulevard, a park, a street — as it is for most of us who live in Istanbul.
When | look at the Bosphorus and at the Sea of Marmara, | don't think of pirate raids,
ship-wrecking storms and cities flattened by tsunamis; nor do | think of waves, like Calvi-
no’s Mr Palomar. At any given moment of any ordinary day, a single glance at the Bos-
phorus in the distance can make me feel at home, in a familiar realm.

The sea in Istanbul is like a trusty old friend. | never doubt it. | see it every day. If | go
too long without seeing it, | feel bereft.

But once a year, that trust is broken, and on that day | discover there is a whole other sea
inside of me. Onthat day | remember that the sea is a large and terrifying world full of chemical
salts, weird insects, crusty creatures, and poisonous fish, an infernal liquid that could engulf
me at a moment’s notice and drown me before | have a chance to catch my breath. On that
day | also realise there is a connection between the vastness of the sea and the darkness in
my mind. That is the day in early June when, somewhere in Istanbul, | take my first dip of the year.
No sooner do my feet touch the water than my body remembers, even before my mind
can catch up, that the sea is a salty, sticky thing that will burn my eyes and invade the
innermost parts of my being. | take small steps further into the slightly dirty water, but
stand on tiptoes to protect myself. That's when | realise with a shudder that my mind and
my body must be taking orders from different places.

This thought, brought forth by the sea itself, gives me goose bumps. As my body rebels
against my mind’s instructions, | realise that letting mind and matter clash would be cat-
astrophic. Even as | stand rooted to the spot, | know that the best thing to do would be to
throw myself immediately into the subconscious of the sea.

Now, my perspective has finally come down to sea level. Wouldn't it be better,
wouldn't it be easier, to allow myself to drift into the blackness of that subconscious
and escape the divide between body and soul? So | dive straight into the salty water,
thinking I'll dip in and come straight back out.

Ahh! How dark and deep this universe is, how boundless my thoughts. | don't feel like
leaving the ocean of my subconscious after all. The more | swim and thrash about, the
more | understand that actually, this salty water is a boon, and when you're underwater,
thoughts and objects become one. Why was | so scared of my own subconscious, of
objects, and of the darkness in my soul?

Here is what | can see at the bottom of the sea: an anchor from one of Kaiser Wilhelm's
warships; an exploded television covered in seaweed; bottle caps from childhood sodas;
Ottoman and Byzantine coins... Old, weary jellyfish, shapes in the clay and sand, and in the
dark where my eyes cannot reach, all the memories and objects that scare me so.

At the start of every summer, when I'm having my first swim and I lift my head out of the
water, frightened by my own thoughts, one thing becomes immediately clear. As | go about
my life in Istanbul, walking down its streets and pacing inside its rooms, the instinct that takes
hold every time | glimpse the Bosphorus — the urge to grab pen and paper and draw a ship
onany scrap I happen to find—is deeply connected to all that is unfathomable about the sea.

Translated by Ekin Oklap
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Edebiyat ve Yogunlasma.
Antolojiye Bir Giris

Insan emeginin yerini giderek makineler aliyor. Hayli kesinlik gerektiren hesaplama, gézlem
ve bellek gibi islevler s6z konusu oldugunda bilgisayarlar insandan katbekat usttin. Ayni za-
manda bugiin her zamankinden daha fazla -inanmak, segmek, satin almak, sevmek ya da her
ne yasiyorlarsa onu sekillendirebilmek Gizere- yogunlasmalari talep ediliyor insanlardan. Hi-
manizm temelinde kurulmus bir toplumda her toplumsal edim, insanlarin bu edime goster-
dikleriilgi oraninda deger kazanir. Ya da sistem teorilerinin kelime dagarcigi ile ifade edilirse,
toplumsal iletisimin simbiyotik mekanizmalarinin gegerli olabilmeleri icin deneyimlenmeleri
gerekir. Bilingdisi kararlari —6rnegdin reklamcilikta ve askta- kiskirtan taktiklerin etik olmadigi
disunilir. Egzersiz ve ilag tedavisi yogunlasmayi giiglendirme konusunda ancak bir nok-
taya kadar etkili olabilir, dolayisiyla yogunlasma, sonu gelmez bir yeni stratejiler ve medya
seli tarafindan hararetle kovalanan, amansiz bir rekabete konu olan bir meta haline gelmistir.
Ozellikle yiiksek bir yogunlasma diizeyi gerektiren etkinliklerden biri de okumadir. Okuma,
dikkatin muazzam bir sekilde daraltiimasini gerektirir. Metinden baska, birim zamanda daha
az enformasyon aktaran baska bir medya daha yoktur ve baska hicbir seyin dikkat dagiima-
sina tahammiilii bu denli diisiik degildir. Metin, diger uyaranlarla karsilastirildiginda en az
toleransli medyadir, hal béyleyken kendi imgeleminize en ¢ok yer birakan da yine odur. Bir
metni ¢6zmek ve kavramak, deneyimli okuyucularda bilyiik oranda bilingdisi gergeklesse
de, siradan metinler bile tizerine bilingli olarak odaklaniimadan anlasilamaz. Konusan birini
dinlerken onun yiiziine bakmak, zihninizin dagiimamasi icin genelde yeterlidir. ilk okumayi
ogrendigimizde, okumak yiiksek sesle konusmadan mumkiin degildir. Sessizce, bir i¢ ses
bile olmadan okuyabilmek, ¢ok fazla pratik gerektirir.

Yazinin icadindan 6nceki kiilturlerde ritlieller ve trans hali 6zel bir 5Sneme sahipken, okurya-
zar (nam-1 diger hiimanistik) kilttrler, bilingli 6z-denetimi baska her seyin lizerinde sayarlar.
lyilik yapmak yetmez; bunu tekrar tekrar yapmayi yeglemeniz gerekir. Ote yandan, bilerek
kotilik yapanlar da daha sert bicimde cezalandirilir. Uyusturucu kullaniminin cezasi vardir,
ama uyusturucunun etkisi altinda sug isleyenler daha hafif ceza alirlar.

Bir seyin bilincinde olmak her seyden degerlidir, ¢clinkii insan belirli bir anda ancak sinirl
seyin bilincinde olabilir. Ayni anda birka¢ seye odaklanmak hayli zordur, bu nedenle boylesi
bir yiiklenme sizi cok ¢abuk yipratir; baska bir deyisle yogunlasmaniz giderek kétiilesir. Dik-
katinizi artirmak istiyorsaniz, onu tipki bir kasi ¢alistirir gibi calistirmaniz ve yiikl yavas yavas
artirmaniz gerekir. Ama bu bile mucizeler yaratmayacaktir. insanlar her seyde ayak siiriirken
ya da yeni bir yavashigi goklere cikarirken makineler hizlaniyor. insanlarin enerjiye en cok
sahip oldugu ergenlik caginda artik fevri hareketlerden ziyade suirekli bir agiz dalasi hakim.
Bu noktada edebiyat yeni bir 5nem kazanabilir. Okudugunuz romana gercekten yogunlas-
tiginizda, bu adeta takvimli bir programa gére diis kurmaya benzer. Anlamsiz tiirli tiirli sey
hayal edebilirsiniz ve bu kimseye zarar vermez; bununla birlikte teknoloji ne kadar ¢ok seyi
mimkiin kilarsa, olasi sonuglari da o kadar bir yiik haline gelmektedir.

Ceviren Miinevver Celik
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Literature and Concentration.
An Introduction to the Anthology

Human labour is increasingly being replaced by machines. When it comes to tasks of calcula-
tion, observation and recollection that demand a high level of accuracy, computers are vastly
superior to humans. At the same time, the demands made on humans to offer up their concen-
tration —in order to believe, choose, buy, love, or shape whatever it is that they are experiencing
—are greater than ever. In a society premised on humanism, every social act is validated by peo-
ple paying attention to that act. Or, in the vocabulary of systems theory, symbiotic mechanisms
of social communication must be experienced to be valid. Tactics that induce unconscious
decisions —in advertising or love, for example — are considered unethical. Practice and medica-
tion can do only so much to enhance concentration, and so it has become a fiercely contested
commaodity, hotly pursued by an endless stream of new strategies and media.

One activity that requires a particularly high level of concentration is reading. It involves an
enormous narrowing of attention. No other medium conveys less information per unit of time
than a text, and no other medium allows for less distraction. Text is the least tolerant medium in
competition with other stimuli, and yet it also leaves the most room for your own imagination.
Though decoding and comprehending a text occurs largely unconsciously with experienced
readers, even trivial texts cannot be understood without consciously focusing onthem. If you are
listening to someone speak, looking at their face is usually enough to keep your mind on track.
At first, reading is impossible without speaking aloud. It takes a lot of practice to read silently,
without even an internal voice.

While rituals and trance have a special significance in preliterate cultures, literate (aka human-
istic) cultures revere conscious self-control above everything else. It is not enough to do good;
you have to choose to do it again and again. Conversely, those who do evil knowingly are pun-
ished more harshly. Drug use is penalised, yet those who commit crimes under the influence of
drugs receive milder punishment.

Being conscious of something is valued all the more since people can only be conscious of so
much at one time. Focusing on several things at once is hard to do and so taxing that it quickly
wears you out; in other words, your concentration becomes worse and worse. If you want to in-
crease your attentiveness, you have to train it carefully like a muscle and only gradually increase
the burden. But even this won't do wonders. Machines accelerate while people procrastinate or
celebrate a new slowness. Adolescence, when people have the most energy, is now less a time
of impulsive actions than of continual squabbling.

At this point, literature could gain new importance. When you are really concentrating on the
fiction that you are reading, it is like dreaming according to a scheduled programme. You can
imagine any kind of nonsense and it will hurt no one, while the more technology makes possible,
the more of a burden its possible consequences become.
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iskenderiyeli Amma Syncletica /
Amma Syncletica of Alexandria

Col Analaruun Deyisleri (270-350)

Amma Syncletica dedi: “Denize agilanlar, bidayette musait bir riizgarla yelken agarlar; o vakit yel-
kenler gerilir, lakin daha sonra riizgar ters doner. Sonra gemi dalgalar tarafindan savrulur ve artik
diimenle kontrol edilemez. Ama ne zaman ki kisa bir miiddet hava sakinlesir ve firtina durulur, o vakit
gemi tekrar yelken agar. Bize muhalif olan ruhlar tarafindan guidildiigimiizde bizim durumumuz da
bdyledir; yelken olarak carmiha tutunuruz ve bdylece emin bir rota tutturabiliriz.”

Yine dedi: “Pek ¢ok kisi vardir ki daglarda yasar ve sehirdeymis gibi davranir ve vaktini harcar.
insanin, kalabalik icinde yasarken zihnen inzivada olmasi miimkiindiir ve miinzevi icin kendi
dusuincelerinin kalabaliginda yasamak dahi miimkindar.”

Yine dedi: “Musa’nin mahviyetini tercih edin ve bir kaya olan kalbinizi bir pinara dénmiis bu-
lacaksiniz.” Yine dedi: “Tipki fas olan bir hazinenin kiymetini kaybetmesi gibi, malum olan bir
erdem de kaybolur; tipki balmumunun atese yaklastiginda erimesi gibi, ruh da évgi tarafindan
yikima ugratilir ve emeginin bitiin neticelerini kaybeder.”

Yine dedi: “Tipkiinsanin elinde giviler olmadikga bir gemi insa edememesi gibi, tevazu olmadan
kurtarilmak da dyle imkansizdir.”

Yine dedi: “ilk dnce fiili hayatta terbiye edilmemis olanlara bir sey 6gretmek tehlikelidir. Zira harap bir
eve sahip olan biri oraya misafir kabul ederse, meskeninin yikilmasi yiiziinden onlara zarar verecek-
tir. ilk &nce bir ic mesken insa etmemis olan birisinin durumunda da aynidir; gelecek olanlarin kay-
betmesine sebep olur. insan onlari sézlerle kurtulusa gétirebilir, lakin kétii davranigla onlar yaralar.”

Secen Ben Vickers Ceviren Selahattin Ozpalabiyiklar

Sayings of the Desert Mothers (270-350)

Amma Syncletica said: Those who put out to sea at first sailed with a favourable wind; then the sails
spread, but later the wind becomes adverse. Then the ship is tossed by the waves and is no longer
controlled by the rudder. But when in a little while there is calm, and the tempest dies down, then the
ship sails on again. So it is with us, when we are driven by the spirits who are against us; we hold to
the cross as our sail and so we can set a safe course.

She also said, ‘There are many who live in the mountains and behave as if they were in the town, and
they are wasting their time. It is possible to be a solitary in one’s mind while living in a crowd, and it
is possible for one who is a solitary to live in the crowd of his own thoughts.’

She also said, ‘Choose the meekness of Moses and you will find your heart which is a rock changed
into a spring of water.’

She also said, ‘Just as a treasure that is exposed loses its value, so a virtue which is known vanishes; just
as wax melts when it is near fire, so the soul is destroyed by praise and loses all the results of its labour.”
She also said, ‘Just as one cannot build a ship unless one has some nails, so it is impossible to be
saved without humility.”

She also said, ‘It is dangerous for anyone to teach who has not first been trained in the practical life.
For if someone who owns a ruined house receives guests there, he does them harm because of the
dilapidation of his dwelling. It is the same in the case of someone who has not first built an interior
dwelling; he causes loss to those who come. By words one may convert them to salvation, but by
evil behaviour, one injures them.’

Selected by Ben Vickers Translated by Benedicta Ward
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Nursiah Benedikt / Benedict of Nursia
Aziz Benedictus’un Kaideleri (529-47)

Nasil Uyuyacaklarina Dair

Her biri ayri bir yatakta uyusun.

Basrahibe’nin talimatlarina gore,

hayat tarzlarina miinasip yatak takimlari alsinlar,
Muimkiinse hepsi bir yerde uyusun;

ancak sayilari buna miisaade etmezse,

onlardan mesul olan kidemlilerle beraber

onar veya yirmiser kisi olduklari halde istirahat etsinler.
Odada bir mum sabaha kadar yanar vaziyette muhafaza edilecektir.
Giyinik ve kemerlerini veya ziinnarlarini kusanmis olduklari halde uyusunlar
—ancak yanlarinda bigaklari bulunmasin,

aksi halde uykuda kendilerini yaralayabilirler—

ve bdylece her zaman

isaret verildiginde gecikmeden kalkmaya hazir olurlar

ve Tanrrnin isinde birbirlerinden énde olmak igin yarisirlar,
butin agirbashlik ve edeple.

Genglerin yataklari genglerle yan yana olmayacak,

lakin yasca biyiik olanlarin yataklar arasinda olacaktir.

Ki Tanr'nin Isi igin kalktiklar zaman

birbirlerini nezaketle tesvik etsinler,

ve uyusuk olanlarin bir mazereti olmasin.

Secen Ben Vickers Ceviren Selahattin Ozpalabiyiklar

Rule of Saint Benedict (529-47)

How They Are To Sleep

Let each one sleep in a separate bed.

Let them receive bedding suitable to their manner of life,
according to the Abbess’s directions.

If possible let all sleep in one place;

but if the number does not allow this,

let them take their rest by tens or twenties

with the seniors who have charge of them.

A candle shall be kept burning in the room until morning.
Let them sleep clothed and girded with belts or cords—
but not with their knives at their sides,

lest they cut themselves in their sleep—

and thus be always ready to rise without delay

when the signal is given

and hasten to be before one another at the Work of God,
yet with all gravity and decorum.

The younger shall not have beds next to one another,
but among those of the older ones.
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When they rise for the Work of God
let them gently encourage one another,
that the drowsy may have no excuse.

Selected by Ben Vickers Translated by Leonard Doyle

Muhyiddin ibnii’l-Arabi /
Muhyiddin Ibn Arabi

Fustsu’l-Hikem (1229-124.0)

Alem bizzat kendisine perdedir. Dolayisiyla Hakkin kendisini idrak ettigi gibi Hakki idrak edemez.

Secen Ania Soliman Ceviren Ekrem Demirli

Fusus Al-Hikam (1229-1240)

The universe veils itself, hence it cannot perceive the Real as it perceives itself.

Selected by Ania Soliman Translated by Binyamin Abrahamov

Sant Tukaram
Der Ki Tuka 1608-49)

Keske

Keske bana

siginma hakki versen, ey Tanri,
ayak ucunda,

azizler kuyrugunda.

Sevdigim diinyayi

geride biraktim bile.
Boyle donup kalma:
Hamle sirasi sende.

Bu fakir asadr kasttan;
ailem gariban.

Bi’ gidim yardim

cok ise yarar, aman.

Hani ugramistin bana

300 yil 6nce yasayan

sair Aziz Namdeo’'nun hatirina
rilyamda —siirler birakarak.
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Ses

Kimi sanir ki

benden bu siirler, bu nefes,
ama

benim degdil bu ses.

Kisisel beceri filan
yok bende.
Konusturan
Evrensel Olan.

Anlam derinliklerini ne bilir

bu fakir?

Yaratici Tanri inekler Efendisi'nin
soylettikleri siir.

Dile getirmek
diismiis bana.
Kaynak ben degil,
gorevli kilan Usta.

Der ki Tuka:

Elgiyim yalnizca.

O’ndan bunlar.

Hepsinde O’nun Muhrii var.

Yalniz bi¢imli s6z
degildir

siir,

icte bir durustur,
varolustaki
dogrular

yasatan

bir 6z.

Higbir siis direnemez
kizgin potada. Ates
yalnizca saf altin
birakir ortada.

Der ki Tuka:
Buradayiz, neden?
Ortaya ¢ikarmak igin.
Kelime ziyan etmeden.
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Kaygisiz

Ufaktim

babam 6ldugi zaman.
Yasadim, ailem igin
kaygi duymadan.

Ey Tann Visu,

bu krallik Senin,

biraz da benim. Bagkasi
bir varmis bir yokmus.

Karim 6ldii. Huzur iginde
yatsin. Tanri

bir bagi

ortadan kaldirdi.

Cocuklarim old.

Ne denebilir?

Tanri ortadan kaldirdi
son yanilsamay!.

Anam 6ldu

g6ziimiin éninde.
Der ki Tuka: Artik yok
son kaygi nedeni de.

Says Tuka 1608-49)

If Only You Would

If Only you would
Give me refuge O Lord
To stay at your feet
Inaline of saints.

I've already left behind
The world | loved.
Don't stand still:

It's your move now.

My caste is low;

My origins humble.
Alittle help from you
Will go a long way.

Thanks to Namdeo
You visited me

Sant Tukaram

Secen Prabhakar Pachpute Ceviren Tarik Glinersel
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In a dream that left me
Poetry.

Some of You May Say
Some of you may say

| am the author

Of these poems

But

Believe me

This voice

Is not my own.

I have no

Personal skill.

Itis

The cosmic one
Making me speak.

What does a poor fellow like me
Know of the subtleties of meaning?
| speak what Govind

Makes me say.

He has appointed me
To measure it out.
The authority rests
With the Master;

Not me.

Says Tuka, I'm only the servant.
See?

All this bears

The seal of his Name.

To Arrange Words
To arrange words

In some order

Is not the same thing
As the inner poise
That's poetry.

The truth of poetry
Is the truth

Of being.

It's an experience
Of truth.

No ornaments
Survive

127
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Acrucible.
Fire reveals
Only molten
Gold.

Says Tuka

We are here
Toreveal.

We do not waste
Words.

When My Father Died

When my father died

| was too young to understand;
| had not to worry

About the family then.

Vithu, this kingdom is Yours and mine.
It's not the business of anyone else.
My wife died:

May she rest in peace.

The Lord has removed

My attachment.

My children died:

So much the better.
The Lord has removed
The lastillusion.

My mother died

In front of my eyes

My worries are all over
Says Tuka.

Selected by Prabhakar Pachpute Translated by Dilip Chitre

Edgar Allan Poe
Bosbogaz Yiirek (1843)

Betimin benzimin atmis olduguna hi¢ kusku yoktu, ama simdi sesimi iyice yiikseltmis sular
seller gibi konusuyordum. Yine de giriiltii artiyordu. Peki, ne yapabilirdim? Pamuda sarili bir
saatin tiktaklarini andiran boguk, hafif, aceleci bir ses. Soluk almak i¢in agzimi agip kapadim,
fakat polis memurlari onu isitmediler. Daha ¢abuk ¢abuk, daha atesli bir sekilde konusma-
ya basladim, ama gurdlti stirekli artiyordu. Ayaga kalktim, asiri el kol hareketleriyle, incir
cekirdegini doldurmayacak seyler hakkinda yiiksek sesle ileri geri konustum, ama giriilti
durmadan artiyordu. Neden gitmek bilmiyordu ki bunlar? Adamlarin verdigi karsiliklara 6fke-
lenmis gibi sert adimlarla odayi arsinlamaya basladim, ama gdiriiltii artmaya devam ediyordu.
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Tanrim! Ne yapabilirdim? Cok sinirlenmistim, bagirip ¢cagirdim, séviip saydim! Oturdugum
sandalyeyi saga sola salladim, déseme tahtalar lizerinde suriidiim, ama o guriiltii bitin
sesleri batiryor, durmadan yukseliyor, ylikseliyordu. Ses giderek siddetini artird... artirdi...
artirdi! Adamlar hala keyifle konusuyor, giilimsiiyorlard. isitmemis olmalari miimkiin muy-
di? Ulu tannim! Yo, isitmislerdi! Kuskulaniyorlardi!.. biliyorlardi!.. korkumla egleniyorlardi! O
zaman boyle dustindim, hala da ayni distincedeyim. Ama her sey bu istiraptan daha iyiydi;
her ne olursa olsun bu alaydan daha kolay katlanilirdi! Bu ikiytizli guiliimsemelere daha fazla
dayanamayacaktim! Ciglik atmazsam dlecekmisim gibi geldi! Iste yeniden basliyor!.. Isitiyor
musunuz? Dinleyin!.. ylikseliyor!.. yiikseliyor!.. yikseliyor!.. yiikseliyor!..

Secen Susan Philipsz Ceviren Hasan Fehmi Nemli

The Tell-Tale Heart 1843)

No doubt I now grew very pale;—but | talked more fluently, and with a heightened voice. Yet the
sound increased—and what could | do? It was a low, dull, quick sound—much such a sound as
a watch makes when enveloped in cotton. | gasped for breath—and yet the officers heard it not.
| talked more quickly—more vehemently; but the noise steadily increased. | arose and argued
about trifles, in a high key and with violent gesticulations, but the noise steadily increased. Why
would they not be gone? | paced the floor to and fro with heavy strides, as if excited to fury
by the observations of the men—but the noise steadily increased. Oh God! what could | do? |
foamed—I raved—I swore! | swung the chair upon which | had been sitting, and grated it upon
the boards, but the noise arose over all and continually increased, it grew louder—louder—loud-
er! And still the men chatted pleasantly, and smiled. Was it possible they heard not? Almighty
God!—no, no! They heard!—they suspected!—they knew!—they were making a mockery of
my horror!—this | thought, and this | think. But any thing was better than this agony! Any thing
was more tolerable than this derision! | could bear those hypocritical smiles no longer! | felt that |
must scream or diel—and now—again!—hark! louder! louder! louder! louder'—

Selected by Susan Philipsz

Comte de Lautréamont
Maldoror’un Sarkilart (1868)

“Oykiim igin bir 5nem tagimayan dogum yerimi séylemeyecedim sana. Ama, ailemin payina
diisen utang, gorevim icin dnemlidir. Annem ve babam (Tanri bagislasin onlari!), bir yil bek-
ledikten sonra, Tanr’'nin dileklerini yerine getirdigini goérdiiler: Bir ¢ift ikiz, erkek kardesim
ve ben geldik diinyaya. Birbirimizi sevmemiz icin fazladan bir neden. Ama is boyle degildi.
Cunki ikimizden en giizeli, en akillisi bendim, kardesim bana diisman kesildi ve duygularini
gizlemek zahmetine girmedi. Bu yiizden, annem ve babam sevgilerinin biiyiik bolimuni
bana verirken, ben, kendisiyle ayni candan gelen birine karsi isyan etmeye hakki olmayan
bir ruhu yatistirmaya calistim. O zaman, 6fkesine sinir tanimadi kardesim, ve en inanilmaz
kara ¢almalarla, ortak anababamizin géniillerinde yok etti beni. Kurt yiyip girkef suyu icerek
on bes yil bir zindanda yasadim. Bu uzun ve haksiz tutsaklikta ugradigim benzersiz iskence-
leri ayrintilarlyla anlatmayacagim sana. Bazen, guntn bir aninda, kiskag, kerpeten ve oteki
iskence araclariyla donanmis ii¢ cellattan sirasiyla biri birden iceri giriyordu. Iskenceleri



130 Comte de Lautréamont

karsisinda attigim ¢igliklar hi¢ etkilemiyordu onlari. Sel gibi akan kanima gliyorlardi. Ey
benim kardesim, bagisliyorum ¢ektigim biitiin acilarin bas nedeni olan seni! Belki de bu
kor dfke artik acabilir gézlerini. Cok diisiindiim sonsuz zindanimda. insanliga karsi kinimin
nasil olustugunu kestirebilirsin. Yavas yavas artan ¢okiis, gdvdenin ve ruhun yalnizhgi aklimi
basimdan almamisti henliz, hala sevmeyi suirdurdiiklerime, tutsagr oldugum o tgli demir
laleye hing duyacak kadar. Kurnazlik sayesinde 6zgirliigiime tekrar kavustum. Kendilerine
benzeslerimin adini vermelerine karsin, hicbir bakimdan bana benzemeyen (kendilerine
benzedigimi saniyorlarsa, nigin zarar veriyorlardi bana?) bu anakara insanlarindan usan-
mis ve zorunlu olarak yasanmis bir hayatin anilarini belki deniz bana armagan eder diye
kendimi 6ldiirmeye kesinlikle karar vermis durumda, kiyinin ¢akil taslarina yéneldim. Kendi
gozlerine inanacak misin? Baba evinden kactigim glinden bu yana, denizde ve onun billur
madaralarinda yasamaktan, senin diisiindiigiin kadar yakinmiyorum. Senin de gordiigiin
gibi kismen bir kugu viicudu verdi bana Tanri. Baliklarla baris iginde yasiyorum ve sanki
kendilerinin hiikiimdariymisim gibi, gereksinimim olan besini sagliyorlar bana. Seni kizdir-
mazsa, 6zel bir 1slik ¢alacagim, nasil ortaya ciktiklarini géreceksin.”

Sdyledigi gibi oldu. Uyruklarinin alayiyla sarili durumda, essiz yiiziisiyle uzaklasti. Ve, bir-
kag¢ saniye ge¢cmesine karsin, gézden tamamen uzaklasti, bir tek diirbiin sayesinde, ufkun
son sinirlarinda gene goérebildim onu. Bir eliyle yliziiyor ve 6tekiyle, ana karaya yaklasmis
olmanin gozlerine doldurdugu kani siliyordu. Beni sevindirmek igin bdyle davranmisti. Dik
bayira diklemesine firlattim gosterici araci, kayadan kayaya sigradi ve dagilan pargalarini
dalgalar yuttu. Bu son gosteri ve son veda ile bir diisteymis gibi, bir soylu ve mutsuz zeka
karsisinda saygiyla egildim! Bununla birlikte, her sey gercekten olmus gibiydi, bu yaz gecesi.

Secen Deniz Giil Ceviren Ozdemir ince

Les Chants de Maldoror (1868)

‘| shall conceal from you the place of my birth, which has no bearing on my story: but the shame
reflected upon my family has bearing on my duty. My father and mother (may God forgive them!)
after a year of waiting saw Heaven grant their prayers: twins, my brother and I, were born. All the
more reason for love between us. But this was not so. Because | was the handsomer of the two
and the more intelligent, my brother hated me and made no attempt to conceal his feelings. Con-
sequently my mother and father lavished most of their love on me, while through my sincere and
constant friendship | tried to appease a soul that had no right to revolt against him who had come
from the same womb. My brother’s fury knew no limits, and he so slandered me with the most unbe-
lievable calumnies that the hearts of our mutual parents were closed to me. For fifteen years | lived
in a dungeon with maggots and slimy water for food. | will not relate to you in detail the unheard-of
tortures | endured during that long and unjust sequestration. Now and then during the day one of
the three torturers whose turn it was would enter abruptly, armed with pincers, tongs and various
other instruments of torture. The shrieks elicited from me by these torments left them unmoved; the
abundant loss of blood made them smile. O, my brother, | have forgiven you —you, the primary cause
of all my ills! It must be that blind rage finally opens its own eyes. | made many reflections during my
everlasting imprisonment. How my hatred developed towards all humanity in general you can well
imagine. Progressive etiolation, solitude of body and soul, had not yet caused me to lose my mind
completely, to the point of bearing any resentment against those whom | had never ceased to love:
triple pillory of which | was the slave. | succeeded by cunning in gaining my liberty! Disgusted by the
inhabitants of dry land, who, although they called themselves my fellow men, appeared hitherto to
resemble me in nothing (if they found that | did resemble them, why did they harm me?), | made my
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way to the pebbly beach, firmly resolved to give myself to death if the sea were to offer me memories
of a life fatally lived. Do you believe your own eyes? Since the day | fled the paternal roof | have been
as unhappy as you think, inhabiting the sea and its crystal grottoes. Providence, as you see, has
given me in part the structure of a swan. | live in peace with the fish and they procure for me the
nourishment | need as if | were their ruler. | will give a special whistle, if it will not annoy you, and you
will see how they will reappear.”

It happened as he had predicted. He resumed his royal swimming surrounded by his retinue of sub-
jects. And, although at the end of a few seconds, he had completely disappeared from sight, with
a telescope | could still distinguish him on the distant horizon. He swam with one hand, while with
the other wiped his eyes which the terrible strain of approaching terra firma had injected with blood.
He had acted in this manner to do me pleasure. | flung the revealing instrument against the steep
escarpment: it bounded from rock to rock and the waves received its scattered fragments: such
was the last demonstration and supreme farewell by which | made obeisance, as in a dream, before
anoble and unfortunate intelligence! Yet everything that happened was real, that summer night.

Selected by Deniz Giil Translated by Guy Wernham

Emily Dickinson

Kabaca Bir Hediye ve Engellenmis Sozlerle (1883)

Kabaca bir hediye ve engellenmis Sozlerle
Anlatilirinsan kalbine

Hic—

“Hic tir Dinyayi

Yenileyen Guic —

Secen Ania Soliman Ceviren Selahattin Ozpalabiyiklar

By homely gift and hindered Words (1883)

By homely gift and hindered Words
The human heart is told

Of Nothing —

‘Nothing’ is the force

That renovates the World —

Selected by Ania Soliman
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Annie Besant

Diisiince Giicii — Kontrolii ve Kiiltiirii (1901)

Diisiincenin Tabiati

Dustincenin tabiati iki bakis acgisindan incelenebilir: Biling, yani bilgi agisindan veya degi-
sikliklere yatkinligi sayesinde bilgiye erisimi miimkiin kilan bilginin edinilme sekli agisin-
dan. Buimkan felsefede iki asiri ucun olusmasina yol agmistir; biz ikisinden de kaginmaliyiz,
clinkii her ikisi de tezahir etmis hayatin bir yéniinii yok sayar. Biri her seye biling olarak
bakar; seklin bilinci sartlandirma ve mimkin kilmasindaki 6zselligi g6z ardi eder. Digeri
her seye sekil olarak bakar; seklin ancak onu canlandiran hayat sayesinde var olabilecegdi
gercedini goz ardi eder. Sekil ve hayat, madde ve ruh, arag ve biling tezahirde ayriimazdir
ve ikisinin de bagl olduklari SEYIN béliinmez taraflaridir. Bu SEY ne biling ne de onun ara-
cidir; bu, ikisinin de KOKUdiir. Hayati gz ardi ederek her seyi sekillerle aciklamaya calisan
bir felsefe, karsisinda, c6zmekten tamamiyla aciz oldugu sorunlar bulacaktir. Sekilleri yok
sayarak her seyi hayat ile agiklamaya calisan bir felsefeyse asamayacagi 61t duvarlarla kar-
silasacaktir.

Diisiince Aktarimi

NEREDEYSE herkes buginlerde diistince aktarimi yapmaya can atiyor ve yaninda olmayan
bir arkadasiyla telgraf ya da posta olmaksizin iletisim kurma keyfini diisliiyor. Bircogu ¢ok az
caba ile bunu basarabilecegini diistinur gibi goruntiyor ve denemeleri mutlak basarisizlikla
sonuglandiginda oldukga sasiriyor. Ancak surasi acik ki, diisiince aktarimi yapmadan evvel
insanin diistinebiliyor olmasi gerekir; bir diistince akimini mekanda harekete gegirebilmek
icin istikrarli bir diisiince giicii de gerekli olmali. insanlarin cogundaki zayif ve kararsiz diigiin-
celer diistince atmosferinde ancak bir an igin goriiniip kaybolan, belli bir bigcime yol agmayan
ve ¢ok az canlilik bahsedilmis, hafifce kirpisan titresimlere sebep olur. Bir diistince seklinin
belirli herhangi bir yone dogru striilebilmesi igin anlasilir ve iyice canlandiriimis olmasi ve
hedefine ulastiginda orada kendini yeniden lretmeye yetecek giice sahip olmasi gerekir.

Secen Lea Porseger Ceviren Kerem Kabaday:

Thought Power — Its Control and Culture (1901)

The Nature of Thought

THE nature of thought may be studied from two standpoints: from the side of consciousness, which
is knowledge, or from the side of the form by which knowledge is obtained, the susceptibility of
which to modifications makes possible the attainment of knowledge. This possibility has led to the
two extremes in philosophy, both of which we must avoid, because each ignores one side of mani-
fested life. One regards everything as consciousness, ignoring the essentiality of form as condition-
ing consciousness, as making it possible. The other regards everything as form, ignoring the fact
that form can only exist by virtue of the life ensouling it.

The form and the life, the matter and the spirit, the vehicle and the consciousness, are inseparable in
manifestation, and are the indivisible aspects of THAT in which both inhere,

THAT which s neither consciousness nor its vehicle, but the ROOT of both. A philosophy which tries
to explain everything by the forms, ignoring the life, will find problems it is utterly unable to solve. A
philosophy which tries to explain everything by the life, ignoring the forms, will find itself faced by
dead walls which it cannot surmount.
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Thought Transference

ALMOST everyone now-a-days is anxious to practise thought-transference, and dreams of the de-
lights of communicating with an absent friend without the assistance of telegraph or post.

Many people seem to think that they can accomplish the task with very little effort, and are quite sur-
prised when they meet with total failure in their attempts. Yet it is clear that one must be able to think
ere one can transfer thought, and some power of steady thinking must be necessary in order to send
a thought-current through space. The feeble vacillating thoughts of the majority of people cause
mere flickering vibrations in the thought-atmosphere, appearing and vanishing minute by minute,
giving rise to no definite form and endowed with the lowest vitality. A thought-form must be clearly
cutand well vitalised if it is to be driven in any definite direction, and to be strong enough, on arriving
atits destination, to set up there a reproduction of itself.

Selected by Lea Porseger

Gabriel Tarde
Gelecegin Tarihinden Alintilar 1904)

Bilimlerden bahsedelim 6nce. Yildizlarin, meteorlarin ve hayvan ve bitki topluluklarinin,
birgok gozlem ve deney yonteminin artik kullanilmadigi yasantimizdaki rolleri sona erdigin-
de, duragan bir noktaya ulasan astronominin ve meteorolojinin, paleontolojinin birer kolu
haline gelen zooloji ve botanigin (bunlarin giinimuzde buyiik bir 6nemi olan denizcilige,
savunmaya, endustriye ve tarima uygulanislarindan hi¢ bahsetmiyorum) artik ileriye dogasi
tek bir adim dahi atmayacaklarini ve tamamiyla unutulacaklarini sanabilirdik. Bereket versin
ki biitiin bu kaygilar bosa ¢ikti. Eskiden son derece yararli olan ve gegmisten miras kalan bi-
limlerin artik sadece bir liiks esyasi ya da bir tartisma konusu haline geldiklerinde bile insan-
lari ne kadar etkiledigini ve ne kadar costurdugunu da unutmayalim ayrica. Ge¢mis o kadar
cok sey biriktirdi ki, o kadar ¢ok ani, bilgi ve belge biriktirdi ki, insan zihni yiizyillar boyunca
bu biiyiik zenginlikle beslenebilir rahatlikla; insanin biitiin bu seyleri, biitiin bu bilgi ve bel-
geleri diizene koymasinin zamani gelmisti artik. Bahsettigim bilimler basari agisindan ¢cok
avantajlilar bu sayede, zira duygulara degil de sadece yazil kaynaklara ve gesitli tanikliklara
dayaniyorlar ve her turlii konuda kitaplarin otoritesine basvuruyorlar (Zira eskiden kutsal
kitap derken simdi kiitliphane diyoruz, ¢ok biiyiik bir fark var kuskusuz). Avantajlilar, ¢linkii
birgok agidan olaganustii derecede zengin olan kiittiphaneler, usta bir teorisyeni kesinlikle
yari yolda birakmiyorlar ve en karsit fikirlerin bile cok iyi ve yapici bir sekilde beslenecekleri
zengin kaynaklar sunuyorlar. Zira eskiden bol miktarda hukuk metni vardi ve her tiirden yasa
ve karara rastlamak miimkiind; dyle ki biitiin bunlar, davalari, Iskenderiye ayaktakiminin en
ufak dini konularda yaptiklari savaslar kadar renkli ve ilging hale getiriyordu. Bilginlerimi-
zin tartismalari, 6riimcek yumurtasinin vitelliisiine veya haslamlilarin sindirim aygitina dair
polemikler: iste bugiin kafamizi kurcalayan sorular; eger periyodik bir basinimiz olsaydi, bu
tartismalar ve bu sorunlar her yani kana bulayabilirdi. Zira ¢6ziilmez gibi goriinen yararsiz ve
hatta zararli sorunlar insanlari kizistirmis ve onlari siddete yoneltmistir her zaman.

Bizim din kavgalarimiz bunlardir iste. Gercekten de ge¢misten miras kalan biitiin bilimler
hi¢ kuskusuz belli bir sekilde bir din haline geldi zamanla kaginilmaz olarak; ve artik de-
gismez ve kutsal sayilan bu bilgiler lizerinden sonuglar ¢ikarmaya calisan simdiki bilginle-
rimiz, cogunlukla eski diinyanin ilahiyatcilarina benziyorlar tam da. Eski teolojiler gibi dini
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béllinmeler ve mezhepler yaratan, kilisemizde yasanan bdéliinmelerin temel nedeni olan ve
ayrica oldukg¢a yogun olan bu yeni teoloji, ayni zamanda bizim seckin entelektiiel toplulugu-
muzun sahip oldugu en cekici ve en buytileyici seydir belki de.

Secen Liam Gillick Ceviren Biilent Ozcan

Underground Man (1904)

Let us first speak of the sciences. One might have thought that from the day that the stars
and celestial bodies, the faunas and floras, ceased to play a certain part in our lives or that
the manifold sources of observation and experience ceased to flow, astronomy and meteor-
ology would henceforth be brought to a standstill while zoology and botany would have be-
come palaeontology pure and simple, without speaking of their application to the navy, army
and agriculture, which are all to-day entirely obsolete; in fact, that they would have ceased to
make a step forward and would have fallen into complete oblivion. Luckily these apprehen-
sions proved groundless. Let us admire the extent to which the sciences which the past has
bequeathed to us, formerly eminently useful and inductive, have for the first time had the ad-
vantage of passionately interesting and exciting the general public since they have acquired
this double characteristic of being an object of luxury and a deductive subject. The past has
accumulated such undigested masses of astronomical tables, papers and proceedings deal-
ing with measurements, vivisections, and innumerable experiments, that the human mind can
live on this capital till the end of time. It was high time that it began at last to arrange and utilise
these materials. Now, for the sciences of which | am speaking, the advantage is great from the
point of view of their success that they are entirely based on written testimony, and in no way
on sense perception, and that they on all occasions invoke the authority of books (for we talk
to-day of whole bibliographies when formerly people spoke of a single Bible — evidently an
immense difference). This great and inestimable advantage consists in the extraordinary riches
of our libraries in documents of the most diverse kinds which never leaves an ingenious theorist
in the lurch, and is equal to supporting in a plenary and authoritative fashion the most contra-
dictory opinions at one and the same symposium. Its abundance recalls the admirable wealth
of antique legislation and jurisprudence in texts and decisions of every hue which rendered
the lawsuits so interesting, almost as much as the battles of the populace of Alexandria on the
subject of a theological iota. The debates of our savants, their polemics relative to the Vitellin
yolk of the egg of the Arachneida, or the digestive apparatus of the Infusoria, constitute the
burning questions which distress us, and which if we had the misfortune to possess a regular
press, would not fail to drench our streets in gore. For the questions which are useless and even
harmful have always the knack of rousing the passions, provided they are insoluble.

These are our religious quarrels. In fact the sum total of the sciences bequeathed to us by the
past has become definitely and inevitably a religion. Our savants to-day who work deductively
on these data from henceforth changeless and inviolate, exactly recall on a much larger scale
the theologians of the ancient world. This new encyclopaedic theology, not less fertile than
othersin schisms and heresies, is the unique but inexhaustible source of divisions in the bosom
of our Church which is otherwise so compact. It is perhaps the most profound and fascinating
charm of our intellectual leaders.

Selected by Liam Gillick Translated by Cloudesley Brereton

Antoloji / Anthology 135

Annie Besant & Charles Webster Leadbeater
Diisiince Sekilleri (1905)

Bay Leadbeater veya benim gozlemledigimiz veya ikimiz tarafindan da g6zlemlenen Dii-
stince Sekilleri’nin ¢izim ve resimlenmesi t¢ arkadasimiz tarafindan gerceklestirildi —-Bay
John Varley, Bay Prince ve Bayan Macfarlane; kendilerine en i¢ten tesekkirlerimizi sunuyo-
ruz. Baska diinyalarin canli isiklarini kusanmis sekilleri bu diinyanin soluk renkleriyle res-
metmek o kadar zor ve nankdr bir is ki buna kalkisanlara 6zellikle siikran borgluyuz. Renkli
atese ihtiyaclari varken ellerinde sadece toprak renkleri vardi. Vibration Figures (Titresim
Figiirleri) adli denemesini ve zarif cizimlerinden bazilarini kullanmamiza izin verdigi igin
Bay F. Bligh Bond’a da tesekkiir etmeliyiz. Bize bazi notlar ve birkag ¢izim géndermis olan
baska bir dostumuzsa isimsiz kalmakta israr etti; biz de ona ancak yine isimsiz bir sekilde
tesekkurlerimizi iletebiliyoruz.

Simdi de dustincenin ikinci tur etkisine, yani belirgin bir seklin olusmasi olayina bir géz
atalim. Bizi mesgul etmekte olan sorunlari incelemis olanlar elemantal 6z, yani etrafimizi
cevreleyen ve ayni anda hem astral planin, hem de mantal planin maddesini canlandirip
harekete geciren su acayip tezahiirii tanimakta ve bilmektedirler.

Bu madde, insan diisiincesinin etkisine cok kolay cevap vermektedir ve her empiilsiyon
(itme, tepi) —ister mantal bedenden, isterse astral bedenden kaynaklanmis olsun— kendi
izerini, bu hayatiyet kazanmis maddeyle kaplamak suretiyle derhal bu maddeyi kendisine
gegici olarak hizmet edecek bir ara¢ haline getirivermektedir.

Iste bunun icindir ki bir diisiince veya empiilsiyon, gegici bir siire i¢in canli bir antite haline;
yani ruhu, disiince sekli, bedeni ise, hayatiyet kazanmis madde olan bir antite haline d6-
nusmektedir. Teozofi yazarlari, elemantal alemin belli bir seviyesinde monadik 6z tarafin-
dan hayatiyete kavusturulan astral veya mantal madde seklinde ifade edilen o eski tarifin
yerine basit ve sade bir tarif getirmisler ve buna “elemantal 6z” demislerdir. Ayrica diistince
seklini de sadece “elemantal” diye adlandirir olmuslardir. Diislince sekillerinin form-panse
renklerinde ve goériinimlerinde ¢ok biytik bir ¢esitlilik mevcuttur, zira her diistince sekli,
cevresinde, kendi ifadesine elverisli maddeyi cezbetmekte ve bu maddeyi kendi giiciiniin
icine katip kendine uydurmaktadir. Demek ki diisiincenin niteligi, olusacak rengi tayin et-
mektedir. Bu bakimdan, disiince seklinin neden oldugu ¢esitli durumlarin ve kombinezon-
larin etlidu buyiik yararlar saglamaktadir.

Secen Lea Porsager Ceviren Yavuz Keskin

Thought-Forms (1905)

Thought-Forms

The drawing and painting of the Thought-Forms observed by Mr Leadbeater or by myself, or by
both of us together, has been done by three friends—Mr John Varley, Mr Prince, and Miss Mac-
farlane, to each of whom we tender our cordial thanks. To paint in earth’s dull colours the forms
clothedintheliving light of other worlds is a hard and thankless task; so much the more gratitude
is due to those who have attempted it. They needed coloured fire, and had only ground earths.
We have also to thank Mr F. Bligh Bond for allowing us to use his essay on Vibration Figures, and
some of his exquisite drawings. Another friend, who sent us some notes and a few drawings,
insists on remaining anonymous, so we can only send our thanks to him with similar anonymity.
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Let us turn now to the second effect of thought, the creation of a definite form. All students of the
occult are acquainted with the idea of the elemental essence, that strange half-intelligent life which
surrounds us in all directions, vivifying the matter of the mental and astral planes. This matter thus an-
imated responds very readily to the influence of human thought, and every impulse sent out, either
from the mental body or from the astral body of man, immediately clothes itselfin atemporary vehicle
of this vitalised matter. Such a thought or impulse becomes for the time a kind of living creature,
the thought-force being the soul, and the vivified matter the body. Instead of using the somewhat
clumsy paraphrase, ‘astral or mental matter ensouled by the monadic essence at the stage of one
of the elemental kingdoms,” theosophical writers often, for brevity’s sake, call this quickened matter
simply elemental essence; and sometimes they speak of the thought-form as ‘an elemental.” There
may be infinite variety in the colour and shape of such elementals or thought-forms, for each thought
draws round it the matter which is appropriate for its expression, and sets that matter into vibration
in harmony with its own; so that the character of the thought decides its colour, and the study of its
variations and combinations is an exceedingly interesting one.

Selected by Lea Porsager

Santiago Ramon y Cajal
Noronlarin Yapist ve Baglantilar: (1906)

Sinir akimlarinin bir birimden digerine, bir tiir endiiksiyon veya temassiz etkiyle aktarildigi ka-
bul edilmeli.

Duyu sinir lifleri ve daha 6nce bahsi gecen aksonlar arasindaki ara baglantiyi temsil ettikle-
ri igin, hiicre gdvdesi ve dendritlerin de eksen silindirleri gibi iletken aygitlar olduklari kabul
edilmeli. ...

Cok nazik dikkatinize fazla yiik bindirmeden, kendimi tiim ¢alismalarimdan birkag carpici 6rnek
se¢mekle sinirlandiracagim ...

Ug dallanmalara ek olarak, duyusal kok lifler de ana gévdeden veya yiikselen ve algalan kollar-
dan dik agilarda 6nemli bir sayida yan dalcik ¢ikariyorlar. Bunlar sayesinde duyusal kok lifler gri
maddedeki tiim ndéronlara baglaniyorlar.

Diger yandan, serebral korteksin bu iki tir iletken ve hiicreleri arasinda kurulan baglar teorik
olarak ¢ok ilgingtirler. Bu baglarin, bizim noron doktrini gercegine ikna olmamizdaki katkisi
buyuktar.

Merkezden disa dogru uzanan liflerin gérevi nedir? Duval’in diisiindugii gibi onlarin gorevi,
duyusal gegit eklemlerinde sinir impulsunun yeterince ilerleyebilmesi i¢in olmazsa olmaz ¢ok
ozel baglar olusturmak midir? Yoksa aksine, artan sinir akimlarinin gecebilmesi igin duyu istas-
yonlarinda hizla biriken bir tlr enerjiyi beyinden mi tasiyorlar? Maalesef bilimin bu evresinde,
bu sorulara tatmin edici ve kesin cevaplar verebilmek imkansiz.

Néronlarin karsilikli iliskilerinin bigimine dair arastirmalar bitirildiginde ya da en azindan ¢ok
ileri bir diizeye geldiginde, noérologlarin dikkatlerini sinir protoplazminin yapisi gibi ok zor ve
cok 6nemli bir konuya yéneltmeleri gayet dogaldi.
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Bu bilim insanlari tarafindan tasarlanmis olan yéntemler ne yazik ki cok degisken ve zordu ve
baska daha mikemmel ve uygulanabilir yontemlerin bulunabilmesi icin ¢ok agir ¢alismalar
yapildi. Bu teknik arastirma Simarro'nun, kendimizin ve Bielschowsky, Donaggio, Lugaro ve
digerlerinin sinir lifleri yontemine yol acti.

Bu kolayca kontrol edilebilir gézlemlerin dnemi kimsenin géziinden kagmayacak; ¢uinki dii-
slindligumiiz gibi, belirli durumlarda sinir lifi aslinda sinir dallanmalarinin serbest ucunda son
bulmuyor. Bu uglarin yalnizca sinir protoplazminin iletim organi oldugunu dustinen Bethe ve
Apithy’nin gériisti kabul edilemez.

Néronlarin normal ve normal disi sartlarda yeni uzantilar olusturma yeteneklerini gésteren bu
tuhaf olusumlarin yorumlanmasina daha sonra gelecegiz.

... son yirmi bes yilin secilmis yontemleriyle yapilmis gézlemlerden ¢ikarilan bazi fizyolojik
sonuglarin ¢ekismeli oldugu séylenmeli ve dogal olarak da tartismasiz dogmalar gibi goriil-
memeliler. Gliniimiiz biliminin, iyi temellere oturmus ¢ikarimlarina ragmen, gelecege dair ke-
hanet hakki yoktur. iddialarimiz, modern yéntemlerimizin aciga cikarabildiklerinden daha ileri
gidemez.

... coziimsel bir agidan bakarsak, biitiin sinir merkezlerinin motor sinirlerin, duyu ve duyusal
sinirlerin arasindaki siirekli bir ag yapidan olusmasi ¢ok daha kullanisli, cok daha ekonomik
olurdu. Fakat ne yazik ki doga bizim kolaylik ve birlige dair duistinsel intiyacimizin farkinda degil
ve cogu kez karisiklik ve gesitlilikten zevk aliyor gibi.

Ayrica bizler, siiphe igin bir nedenimizin olmadigina inaniyoruz. Gelecekteki ¢alismalari bekler-
ken sakin olalim ve ¢alismalarimizin gelecegine giivenelim.

Eger gelecekteki bilim bizim icin biiylik sirprizler ve harika zaferler iceriyorsa, onun giinimiiz
gerceklerinden yola ¢iktigi halde bilgimizi sinirsiz bir bicimde tamamlayip gelistirecegi kabul
edilmeli.

His, Kolliker, Retzius, von Lenhossék, Duval, Van Gehuchten, Lugaro, Schiefferdecker, Dejerine,
vs. gibi bilge ve uzman nérologlar ayni fikirdeler. S6z konusu hiicreler arasi birlik bir yanilsama
sonucu degilse, raslantisal egilimler, miikemmel bir bi¢cimde gézlemlenmis olan sonsuz sayi-
daki serbest ug cesitliligi karsisinda hicbir 5nemi olmayan bozukluklar sergiliyorlar.

Son iki yildir izerinde galistigimiz ve hemen ilgi toplayacak bir konu oldugu igin, sinirlerde ye-
nilenme ve normal doku gelisimi konusu tizerinde biraz daha israrci olmama izin verin. Ayrica,
gozlemlerimizden varilan sonuglar - kritik Snemlerinin haricinde — ag fizyolojisi hakkinda ¢ok
ilging olgulari agida ¢ikariyor.

Ceviren Hiiseyin Nacak

The Structure and Connexions of Neurons (1906)

[11t must be admitted that the nerve currents are transmitted from one element to the other as a
consequence of a sort of induction or influence from a distance.

It must also be supposed that the cell bodies and the dendrites are, in the same way as the axis
cylinders, conductive devices, as they represent the intermediary links between afferent nerve
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fibres and the afore-mentioned axons.

In order not to put too great a strain on your very kind attention, | will limit myself to choosing from
all my works several striking examples ...

... in addition to these terminal arborisations, the sensory root fibres also give off at right angles
a considerable number of collateral twigs, either from the main trunk or from the ascending and
descending branches; thanks to these, the sensory root fibres connect up with all the neurons
of the grey matter.

On the other hand, the connexions established between these two types of conductors and the
cells of the cerebellar cortex are very interesting theoretically. They have contributed greatly to
persuading us of the truth of the neuronal doctrine.

What is the role of the centrifugal fibres? Are they, as Duval thinks, conductors destined to pro-
duce in the sensory pathway articulations a very intimate contact which would be indispensable
for the satisfactory propagation of the nervous impulse? Or rather do they transport some form
of energy from the brain, the rapid accumulation of which in the sensory stations is necessary for
the passage of ascending nerve currents? Unfortunately, at this stage of science, itis impossible
to give satisfactory and categorical answers to these questions.

Once the research into the morphology of the reciprocal relations of neurons was finished or at
least very advanced, it was only natural that the neurologists should direct their attention to the
very difficult and very important subject of the constitution of nerve protoplasm.

The methods conceived by these scientists were unfortunately very inconstant and difficult, and very
hard work has been performed to find other more perfect and feasible methods. This technical research
has led to the neurofibrillar procedures of Simarro, ourselves and Bielschowsky, Donaggio, Lugaro, etc.

The importance of these easily controllable observations will escape nobody; for if, as we think,
in certain cases the neurofibril does not actually end in the free end of nerve branches, the opin-
ion of Bethe and of Apithy, who consider these filaments as the sole conducting organs of nerve
protoplasm, cannot be accepted.

Later we will come across the interpretation of these bizarre formations, which demonstrate the
capacity of the neurons to produce new expansions, under normal and pathological conditions.
... it must be said that some of the physiological inferences drawn from observations made by
the elective methods of these last twenty five years have been contended, and naturally cannot
be considered as unimpeachable dogmas. Present-day science, in spite of its well-founded
conclusions, has not the right to foretell the future. Our assertion can go no further than the rev-
elations of contemporary methods.

... it would be very convenient and very economical from the point of view of analytical effort if all
the nerve centres were made up of a continuous intermediary network between the motor nerves
and the sensitive and sensory nerves. Unfortunately, nature seems unaware of our intellectual
need for convenience and unity, and very often takes delight in complication and diversity.
Besides, we believe that we have no reason for scepticism. While awaiting the work of the future,
let us be calm and confident in the future of our work.

If future science reserves big surprises and wonderful conquests for us, it must be supposed that
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she will complete and develop our knowledge indefinitely, while still starting from the present facts.

Neurologists as wise and expert as His, Kdlliker, Retzius, von Lenhossék, Duval, Van Gehucht-
en, Lugaro, Schiefferdecker, Dejerine, etc. etc. are of the same opinion. If the said intercellular
unions are not the result of an illusion, they represent accidental dispositions, perhaps deform-
ities whose value would be almost nil in the face of the nearly infinite quantity of the perfectly
observed facts of free ending.

Allow me to insist a little on this point of the regeneration and normal histogenesis of nerves,
because it is a question of immediate interest to which we have devoted two years of work. Be-
sides, the conclusions deriving from our observations — apart from their critical importance —
reveal very curious phenomena on the physiology of the reticulum.

Henri Bergson

Yaratict Eorim (1907)

Matematikginin tizerinde ¢alistigi diinya, her an 6len ve yeniden dogan bir dinyadir; bu ayni
zamanda Descartes’in siirekli yaratilista bahsettigi diinyadir. Ancak bu zaman kavrayisiyla
bir evrim, yani hayatin karakteristik ¢izgisi nasil tahayytl edilir? Evrim, bir birlestirici gizgi
olan siireyi, simdiki zaman tizerinden gecmisin gergek surekliligini igerir. ...

Degisimin strekliligi, simdiki zaman icinde gegmisin korunmasi, gergek stire: Gortinen o ki
bunlar canli varlikla bilincin paylastigi niteliklerdir. Daha ileri gidilerek, hayat da bilingli her
eylem gibi bir icat, onun gibi durmak bilmeyen bir yaratimdir denebilir mi?

Ceviren Ceyda Akas Kabaday1

Creative Evolution (1907)

[TIhe world the mathematician deals with is a world that dies and is reborn at every instant — the
world which Descartes was thinking of when he spoke of continued creation. But, in time thus con-
ceived, how could evolution, which is the very essence of life, ever take place? Evolution implies a
real persistence of the past in the present, a duration which is, as it were, a hyphen, a connecting link.
... Continuity of change, preservation of the past in the present, real duration — the living being
seems, then, to share these attributes with consciousness. Can we go further and say that life,
like conscious activity, is invention, is unceasing creation?

Translated by Arthur Mitchell
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Alexander Bogdanov
Kzl Yildiz 1908)

Mars’in dogasinda beni ilk etkileyen ve en zor alistigim sey, bitkilerin kirmizi rengiydi. Onlara bu
rengi veren ve bilesimi Diinya'daki bitkilerde bulunan klorofile ¢ok yakin olan madde, doganin
yasamda yaptidi tasarrufta klorofilinkine son derece benzer bir rol oynuyor, havadaki karbondi-
oksit ve glines I1sinlarinin enerjisi sayesinde bitkilerin dokularini yaratiyordu.

Dikkatli biri olan Netti, gézlerimi tahris olmaktan korumak igin koruyucu gozIliik takmami 6nerdi.
Kabul etmedim.

“Bu, bizim sosyalist bayragimizin rengi,” dedim. “Sizin sosyalist doganiza da alismaliyim.”
“Eger Oyleyse, sosyalizmin Diinya florasinda da oldugunu, ama gizli bir bicimde bulundugunu
itiraf etmek gerekir,” dedi Menni. “Yesil bitkilerin yapraklari kirmizi tona da sahipler. Ancak bu
kirmizi ton ¢ok daha gi¢lii olan yesille maskelenmis durumda. Sizin ormanlarinizin ve tarlala-
rinizin da bizimkiler gibi kizil olmasi icin yesil isinlari timiyle emen ve kirmizi 1sinlari gegiren
camdan yapilmis gozliik takmak yeterli olacaktir.”

Mars’taki kendine 6zgu bitki ve hayvan tirlerini ya da Mars’in temiz ve berrak, nispeten seyreltik
ama oksijen bakimindan zengin atmosferini ya da zayiflamis bir Glines’in ve kii¢iik ay’larin, iki
biyiik ve parlak aksam ve sabah yildizinin, yani Venis ve Dinya'nin yer aldidi yesile ¢alan bir
renkteki derin ve karanlik gokytiziinii anlatmaya burada zaman ve yer ayiramiyorum. O zaman
garipsedigim ve yabanciladigim, simdi ise rengarenk anilar icinde hosuma giden ve deger ver-
digim bu seylerin anlatacaklarimla siki bir iligkisi yok. insanlar ve insanlarin iligkileri benim igin
her seyden daha 6nemli; ve biitiin bu fantastik ortamda en masalsi, en gizemli olan asil bunlar.

Menni’nin yazi masasinin iistiinde orta yash bir Marshinin portresi asiliydi. Yuiz hatlar Menni'yi
cok andirnyordu, ancak yuiziindeki kati enerji, soguk kararlilik ve trkitiict ifadeyle, yiiziine her
zaman sadece sakin ve kesin bir iradenin yansidigi Menni’den ayirt ediliyordu. Menni bana bu
adamin hikayesini anlatti.

Menni’nin atasi olan bu adam buiyiik bir miihendismis. Sosyalist devrimden ¢ok dnce, Biyiik
Kanallar'in agildi§i dénemde yasamis; bu dev boyutlu ¢alismalar onun yaptigi plana gore, onun
yonetimi altinda yiriitiilmis. Uniinii ve giiciinii kiskanan birinci yardimeisi ona karsi bir entrika
cevirmis. Uzerinde birkag yiiz kisinin calistig ana kanallardan biri, bataklik, sagliksiz bir yerden
basliyormus. Binlerce is¢i burada hastalanip 6lmis, sag kalanlarin arasinda da hosnutsuzluk
bas gdstermis. Tam bas miithendisin, burada galisirken canindan olanlarin ailelerine ve hastala-
narak ¢alisma giictinii yitirenlere emekli maasi baglanmasi icin Merkezi Mars Hiikiimeti'yle go-
rismeler yaptigi sirada bas yardimel, hosnutsuz isgiler arasinda ona karsi gizli bir propaganda
baslatmis: Biyiik Calismalar Planr'ni timiyle bozacadi icin aslinda olanaksiz oldugu halde bu-
radaki calismalarin baska bir yere kaydiriimasi ve tamamen gergeklestirilebilir bir sey olan bas
mihendisin istifasi talebiyle iscileri greve kiskirtmis. Bas miihendis bunlar 6grendigi zaman
aciklama yapmasi igin bas yardimcisini yanina gagirmis ve onu oracikta éldirmis. Mahkeme-
de her tirli savunmayi reddetmis ve tek sdyledigi, bu davranisin hakli ve gerekli olduguymus.
Uzun siireli hapis cezasina carptiriimis.

Secen Pelin Tan & Anton Vidokle Ceviren Ayse Hacihasanoglu
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Red Star (1908)

What first surprised me about the nature on Mars, and the thing | found most difficult to get used to, was the
red vegetation. The substance which gives it this colour is similar in chemical composition to the chloro-
phyll of plants on Earth and performs a parallel function in their life process, building tissues from the carbon
dioxide in the air and the energy of the sun. Netti thoughtfully suggested that | wear protective glasses to
preventirritation of the eyes, but | refused.

‘Red is the colour of our socialist banner, | said, ‘so | shall simply have to get used to your socialist vege-
tation’.

‘In that case you must also recognise the presence of socialism in the plants on Earth,” Menni remarked. *
Their leaves also possess a red hue, but it is concealed by the stronger green colour. If you were to don a
pair of glasses which completely absorb the green waves of light but admit the red ones, you would see
that your forests and fields are as red as ours.’

I lack the time and space to describe the peculiar Martian flora and fauna, nor can | devote much attention
to the atmosphere of the planet, which is pure and clear, relatively thin, but rich in oxygen. The sky is deep,
dark green, and the most prominent celestial bodies are the sun — much smaller than it appears on Earth
— the two tiny moons, and two bright evening or morning stars, Venus and Earth. All of this was strange
and foreign to me then and seems splendid and precious to me now as | look back upon it, but it is not
essential to the purpose of my narrative. The people and their relationships are what concern me most, and
they were the most fantastic and mysterious of all the wonders of this fairy-tale world.

Above Menni's desk hung a portrait of a middle-aged Martian who resembled Menni, although his almost
sinister expression of grim energy and cold resolve was alien to Menni, whose face merely reflected a tran-
quil and resolute will. Menni told me the story of this man'’s life.

He was one of Menni's ancestors, a great engineer who lived long before the social revolution, during
the epoch of the Great Canals. It was he who planned, organised and supervised that grandiose project.
His first assistant envied his fame and power and launched a conspiracy against him. Several hundred
thousand men were employed on the construction of one of the main canals, which passed through a
swampy, disease-infested region. Thousands perished, and great discontent spread among the survivors.
While the chief engineer was busy negotiating with the central government of Mars about pensions for
the families of the dead and the incapacitated, his assistant was secretly rousing the dissatisfied workers
against him, inciting them to strike and demand transfers to other regions. This was impossible, as it would
have disrupted the entire plan of the Great Project, but he also urged them to call for the resignation of the
chief engineer, which, of course, was quite feasible. When the latter learned of all this, he summoned his
assistant for an explanation and killed him on the spot. The engineer declined to defend himself at his trial,
declaring that he considered his behaviour just and necessary. He was sentenced to along prison term.

Selected by Pelin Tan & Anton Vidokle Translated by Charles Rougle
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Zabel Yesayan
Yikintilar Arasinda (1911)

Bir gece, cocuklar yattiktan sonra onlari gérmek istedim ve yatakhanelerine dogru yol-
landim. Unutulmaz ve tiiyler trperten bir tablo ¢ikti karsima... Alabildigine genis kogusta,
sirayla yere serili yataklar tizerinde, yari ¢iplak cocuk bedenlerinin karmasasiydi bu. Yer
darligindan sanki birbirlerine yapisik halde yatmislardi, soluk alip verme ve farkli sebeplerle
hava bogucu, solumak imkansiz hale gelmisti. Yari karanlikta sarsici, karabasan gibi bir sey
dolanmaktaydi. Cocuklarin viicutlan garsafsiz yataklarin kara kirinde kaybolmus, sadece
yer yer el ve kol hatlari gériiliiyordu. Ve o yatakhaneler, saldiriya ugrayip delik desik edilmis
mezarliklar gibi htiziinli goriindiler géziime.

Bazen c¢ocuklardan biri gérdiigi riiyanin etkisiyle basini kaldiriyor, korkuyla etrafina ba-
kiniyor ve bir ¢iglik atiyor. Bu ¢iglikla yerdeki sekilsiz beden kiimeleri hafifce kipirdamaya
basliyor ve bazen aralarindan rahati bozulmus baska baglar da dikiliyordu. ilk giinlerde
cocuklardan birinin uykusunda sayiklamasiyla bir kogus dolusu ¢ocugun, yari uykulu ve
korku icinde kalkarak nerede olduklarini anlamadan, kendilerini katliamin iginde sanarak
bagrismaya basladigi oluyormus.

Sogukkanliigimi korumaya kararli oldugum halde bu sefkatten, anne sevgisi ve ilgisinden yok-
sun ¢ocuk yigini beni derinden sarsti. Oradan uzaklasmak istedim, varligimizla uykularini bozabi-
lirdik... Bazilan derin derin i¢ gekiyordu, hepsi de uyanmis, huzursuz bakislar yoneltiyorlardi bize.
Cikmaya hazirlanirken, ayaklarimin dibinde bir kiz cocugunu fark ettim, isil isil bir ¢ift goz hi¢
kirpilmaksizin bana bakiyordu... Sari saglari yastiginin tistiine dagilmisti; zayif, ince boynu,
celimsiz kol ve bacaklari hem ruhsal hem de fiziksel bir sefaleti temsil ediyorlardi. Kendimi
tutamayip aglamaya basladim. Hickiriklarim boguk olsa da ¢ocuklar beni duyup uyandilar.
Birkag saniye sessizlik hiikiim stird, tim nefesler tutulmustu... Baslar dikildi ve iglerinden
biri aglamaya basladi. Bu isaret listiine hepsi birden, yiizlerce cocuk, korkung bir sinir bo-
salmasiyla, sefil siltelerinin izerinde, ¢elimsiz uzuvlariyla déviinerek aglamaya, feryat figan
ailelerini cagirmaya basladilar.

Yetimleri teskin etmek uzun zamanimizi aldi. Nihayet yorgun baslar yastiga distugunde,
hala o kuguk kizin 151l 151l gozleri tizerimdeydi. Gitmeden 6nce neden uyumadigini 6gren-
mek istedim; yanina yaklastigimda, kollarini boynuma uzatti ve uzun bir siire beni yaninda
alikoydu. Ayrilmadan 6nce hepsine bir kez daha baktim. Ortalik sessiz ve sakinlesmisti, ar-
tik sabaha kadar rahat uyuyacaklarini soylediler. Oysa bana oyle geliyordu ki o ¢ocuklar
durmaksizin, biikiilmez bir inatla, gegirdikleri o dehset giinlerini riiyalarinda yasiyorlar ve
karabasan, esmer kafalarinin tizerinde surekli dolanip duruyordu.

Secen Ayreen Anastas Ceviren Kayus Calikman Gavrilof

Among the Ruins (1911)

One evening | expressed a desire to visit the children after they had gone to bed, and was ush-
ered to their dormitory. A terrible, unforgettable sight met my eyes. In that spacious hall, on mats
arranged in rows on the floor, was a welter of young, half-naked limbs... Because there wasn't
enough room for all of them, the children seemed to be piled up on each other. What with their
breathing and all their other exhalations, the air was stifling and unbreathable. Something un-
nameable, something nightmarish and unsettling drifted through the semi-obscurity. The chil-
dren’s bodies were indistinguishable from the blackness of the sheetless beds; only the outlines
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of their limbs could be made out here and there, an arm, a leg. Those rooms seemed as sad to
me as desecrated, devastated graveyards.

Sometimes one of the children, prompted by a bad dream, would raise his head and look right
and left, shuddering. One cry of his would be enough to throw all those shapeless, almost un-
differentiated piles into agitated motion and, sometimes, uneasy heads would be lifted here and
there. In the first few days, it sometimes happened that the ravings of one of the children rattled all
the others sleeping in the same room; still half-asleep, not knowing where they were, they would
all jump to their feet screaming, in the belief that they were reliving the hours of the massacre.
Although I had resolved to maintain my sangfroid, | was deeply shaken by that throng of children,
deprived of affection and a mother’s love and care... | decided to leave so that we wouldn't dis-
turb their sleep with our presence. Some were sighing, and all had woken up and were casting
uneasy glances our way...

We were getting ready to leave when | noticed a little slip of a girl almost directly at my feet. Two
bright, unblinking eyes were looking at me. Her blond hair was strewn over the pillow, and her
emaciated neck and emaciated arms and legs spoke of such severe mental and physical suf-
fering that | lost control of myself, and started to cry. And, although | managed to stifle my sobs,
the children heard me and woke up. For an instant, a strange stiliness prevailed: they were all
holding their breath; then heads were raised, and a child started to cry. At that, as if on signal, all
atonce, hundreds of children overcome by a terrifying attack of nerves suddenly began sobbing,
screaming, and weeping, twisting and turning their frail, strengthless limbs on their shabby straw
mats and calling out to the parents they had lost...

It took us a long time to calm them down. When their tired heads at last came to rest on their
pillows, the little girl's two bright eyes were still looking at me. Before leaving, when | stepped
closer to see why she hadn’t gone back to sleep, she stretched out a pair of arms toward my
neck and held me close for along time... Before | left, | looked at all the children again. The room
was quiet and peaceful. | was assured that now they would sleep soundly till morning. It seemed
to me, however, that those children would dream unceasingly, with relentless insistence, of the
days of horror they had lived through, and that the nightmare would hover constantly over their
dark-haired heads.

Selected by Ayreen Anastas Translated by G. M. Goshgarian

Yegise Carents / Yeghishé Charents
Secilmis Siirler (1919-20)

UYKUSUZLUK

Suizuiltir dértnala, suizilir atlar,
Siiziiltir karanlikta, déver nallar,
Nallar dover, dover topragi.
Gece nihayetsiz, yol iz belirsiz.

Kosturur yel gibi, kosturur atlar,

Kah yakin, kah uzak; dover nallar,

Nallar déver; déver simdi sakaklarimi.
Dinya belirsiz, fani; diinya: Dikmek nallar!..
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OLUM HAYALETI

Gerili yayi gibi metruk viyolonselin

Dehsetli bir 6zlemle Urperir yiiregim.

Son lir: Dorugudur o 6zlemlerimin

Yagli urgan ve iki direk, gége uzanan,

Bahtimin kara alayi sanki, sanki muradina ermemis
Kadim bir vaat, ya da af s6zii tutulmayan

Iste, sehirde daragacinin direkleri simdi,

Dikilmisler kibirle, beklerler asilacak olani.

Dikilmisler birlinup sessizlige, iki direk: Birbirine sarili
Ve salinir orta yerde, gevsekge, agir agir,

Bir gri urgan; bu yiirekler acisi giinlerim gibi,

Oksiiz Nairi ruhumun alevsiz kederi.

Inmis cevresine ruhsuz bir aksam vakti

Ve golgesiz bir sessizlik; kipirtisiz, kaginilmaz,
Giinlerin getirdigi keder gibi, nasil da dayanilmaz,
Olimiin hiiznidir kistiran benim bihaber yiiregimi.
Ve diikkanlar, alacakaranlik ¢okmiis Ustlerine ve iste
Dolusmus o insanlar simdi direklerin cevresine,
Olimiin o kirik lirine bunca yakin dururken, ne isterler,
Bunca elem iginde, bunca goniilsiiz toplanmisken?
Kim 6yleyse, bunca zalim dusler kuran?

Kim, 1sikli sabahlarini ruhumun

Pariltisiz aksamlara vardiran?

Neyin nesi su gri urgan ve iki direk, goge uzanan?
Ben olmaliyim herhal, yiire§imin biitlin meczupluguyla,
Size ates getirmeyen uzaklardan...

Demek, ben olmaliyim arzulamayan, o lirin, nurlu

llahi ezgilerini, Nairi Gilkemin parlak gelecegini...

Peki, gideyim simdi, avunmak bilmez 6zlemimle,
Ozan duslerimle, tutkularimin atesiyle,

Bir olup kasvetli sarkisiyla sefil giinlerimin

Ve son sevdasiyla Nairi diiglerimin-

Soénen, mecalsiz guiniin aksamina sokulup
Gideyim gulyabani gibi, hayalet gibi

Uzatayim catilmis direklerin 6zlemine boynumu
Ve sallanayim alnim agik, dehsetli... ...

Benden gayri sakin kimse ugramasin gadre,
Sakin yanasmasin daragacina baska bir gévde...
Ve goriversinler gdzlerimin iginde asilmisi,

Ey tedirgin yurdum, senin nurlu yarinini!

Disari ugramis gozlerimde, su asilmislara 6zg(,
Gorsiin yarinki parlak giinlerini onlar.

Benden gayri sakin kimse ugramasin gadre,
Sakin diismesin daragacina baska bir gélge...

Secen Sonia Balassanian Ceviren Ohannes Saskal
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Selected Poems (1919-20)

INSOMNIA

Horses galloping, galloping and galloping;
Throbbing in the dark, stomping the shoes.
Stomping the shoes, pounding the ground
The night is unbound, the path is unknown.

Horses are going, going and going,

They are near, they are far, stomping their shoes;
Stomping the shoes on my temples now,
Unknown is the world, a passage and death.

A VISION OF DEATH

Like a tightly stretched string of a forsaken cello,

My heart is vibrating with fears uncontrolled;

Itis the peak of my longings—my very last lyre—

A tight rope that is hanging from crossed wooden poles.
Like the darkest derision of my fortune and doom,

An old pledge and promise, so vainly harangued,

The poles of the gallows stand proud in the city,
Patiently waiting for the one to be hanged.

The gallows stands silent—while there, in the center,
Glumly and gloomily, this dark rope still sways,

Like the flameless eruption of my orphaned sad being—
Out of these tender and heart breaking days.

A flameless sad evening has calmly descended,
Asilence that is tearing the heavens apart,

Like the aching abrasion of today and tomorrow

Or the anguish of downfall interning my heart.

The stores, dimly stooped, and the crowd congregated
Around the gallows with ominous crossed wooden poles,
So close to death’s dismal and delicate lyre—

Do they really seek something to be sadly consoled?
Who invented this vicious delusion?

Who has chosen to turn the bright dawns of my soul
Into shadowy evenings—this sinister gallows,

A dark rope that is hanging from crossed wooden poles.

Could it possibly be me and my heart faint and moonstruck,

That failed to deliver festive flames from afar
And wished that no lyre should be blessing the haloed
Hopes of my homeland and her forthcoming star?

So | will advance now. With a grief-stricken longing,
With a poet’s ambitions, and the blazes in hand,
With the glowering song of my days so unsmiling,
With the last love and dream of my sweet native land,
I'll advance in this fading and flickering twilight,
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Like a lonely ghost haunted, like a phantom long-chased,
To offer my neck to the crossed wooden poles—
Wishing to swing, oh so mournfully chaste!

May no other victim be claimed but me,

May no other feet make their steps to the gallows.

In my eyes of the hanged, oh my troubled motherland,
Let them see the halo of all your tomorrows.

In my eyes of the hanged, protruded and bulging,

Let them notice the halo of all your tomorrows.

May no other victim be claimed but me,

May no other shadow come close to the gallows.

Selected by Sonia Balassanian Translated by Edward Balassanian

Alfred North Whitehead
Stire¢ ve Gergeklik (1929)

Her olgu, bigimlerinden fazlasidir ve her bigim olgular diinyasinin her yanina istirak eder. Ol-
gunun kesinligi, bicimleri sebebiyledir; ancak bireysel olgu bir yaratiktir ve yaraticilik tiim bi-
cimlerin ardindaki nihayettir; bigimlerle izah edilemez ve yaratiklari tarafindan sekillendirilir.

Yaraticilik evrensellerin evrenseli, nihai vakayi tanimlayandir. Miinferiden evreni olusturan gok-
lugun, mustereken evreni olusturan tek gercek duruma doéniismesine vesile olan nihai ilkedir.

Ceviren Kerem Kabaday1

Process and Reality (1929)

Each fact is more than its forms, and each form ‘participates’ throughout the world of facts. The
definiteness of fact is due to its forms; but the individual fact is a creature, and creativity is the
ultimate behind all forms, inexplicable by forms, and conditioned by its creatures.

‘Creativity’ is the universal of universals characterising ultimate matter of fact. It is that ultimate
principle by which the many, which are the universe disjunctively, become the one actual occa-
sion, which is the universe conjunctively.
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Walter Benjamin
Taze incirler 1930)

Yeme konusunda her zaman 6l¢ilii davranmig olan kimse, bir yemedi higbir zaman tam olarak de-
neyimlememis, hig idrak etmemistir. Bu sekilde insan olsa olsa tat almayi 6grenir, ancak doymazlig
istahin muntazam caddesinden oburlugun balta girmemis ormanlarina siiriikleyen yanls yolu asla
tanimaz. Istahin 6l¢iisiizligii ile onu tatmin eden seyin tekdiizeligi oburlukta bir araya gelir. Tikin-
mak her seyden once tek bir sey demektir: Kokiinden sapina kadar yemek. Hi¢ kuskusuz, imha
edilenin icinde zevkin erisebildiginden cok daha derinlere uzanir. insanin mortadellay! bir ekmek
somunu gibi isirirken, yiiziini bir kavunun igine sanki bir yastikmis gibi gdmerken, hisir hisir bir
kagittaki havyarlar yalayip yutarken ve koca bir tekerlek edam peyniriyle diinya tizerinde yenebile-
cek diger ne varsa unutuvermesi gibi... Tum bunlari ilk nasil 6grenmistim? En zor kararlardan birini
vermem gerekmesinden hemen 6nce gergeklesti. Bir mektubun postalanmasi ya da yirtilip atilma-
s1 s6z konusuydu. ki giindiir yanimda gezdiriyordum ancak birkag saatligine akimdan tamamen
cikmisti. Cunki gurdltalt bir hafif trenle glinesin kemirip asindirdigi arazilerin arasindan gegerek
Secondigliano’ya dogru gidiyordum. Koy tim agirbashiigiyla giindelik hayatin stikGineti igindeydi.
Gegen pazar guintiniin climbiistinden geriye kalan tek iz, uglarinda garkifelekler dénmds, havai fi-
sek ateslenmis direklerdi. Simdiyse bombos duruyorlardi. Direklerin bazilarinin ortalarinda Napolili
bir azizin veya bir hayvanin resmi islenmis armalar takiliydi. Kadinlar agik ahirlarda oturmus misir
kogani soyuyordu. Sersemlemis bir sekilde kendi yolumda aylak aylak gezinirken gélgelik bir yerde
duran ici incir dolu bir el arabasi goérdiim. Arabaya dogru yonelmem tamamen bosgezerlikten, tic-
bes Soldi karsiliginda ceyrek kilo incir almamsa savurganliktandi. Satici kadin oldukga comertce
tartti. Ancak siyah, mavi, agik yesil, mor ve kahverengi meyveler el kantarinin kiifesindeyken kadinin
yaninda meyveleri sarmak igin kagit olmadigi ortaya ¢ikti. Secondiglianolu ev kadinlar alisveris igin
kendi kaplarini yanlarinda getiriyordu ve satici kadin seyyahlara karsi hazirliksizdi. Ama ben meyve-
leri birakip gitmeye utandim. Boylece pantolon ve ceket ceplerim incirlerle dolu, uzanmis iki elimde
incirler, agzimda incirlerle oradan ayrildim. Yemeden duramiyordum; beni ele gecirmis olan bu eti-
ne dolgun meyve yiginindan bir an énce kurtulmaya ¢alismaliydim. Ama bu artik yemek degil, daha
cok yikanmak gibiydi; o reginemsi koku tiim esyalarima islemis, ellerime yapismis, éniime kattigim
ylkimi cevreleyen havayi kaplamisti. Ardindan bikkinlik ve tiksintiden olusan son dénemegler de
katedildiginde umulmadik bir damak manzarasina gegit veren lezzetin zirvesi geldi: Yariimis meyve
etinin percemi andiran lifli dalgalarindan bagkasini bilmeyen tatsiz, esiksiz, yesilimsi bir acgozli-
lik seli; zevkin alismishda, alismishigin kétl bir huya topyekan déntsiumii. O incirlere karsi icimde
nefret kabardi; hepsini bitirip 6zgiir olmak, bu dolup tasan, patlayan seyleri basimdan savmak igin
acele ediyordum; imha etmek icin yedim. Isirmak en kadim amacini yeniden bulmustu. Cebimin
dibindeki son inciri ¢ekip aldigimda mektup da ona yapisti. Mektubun kaderi o anda belli olmustu;
o da biiyiik arinmaya kurban gitmek zorundaydi; mektubu alip yirtarak bin parcaya ayirdim.

Secen Meric Algiin Ringborg Translated by Kerem Kabaday:

Fresh Figs 1930)

No one who has never eaten a food to excess has ever really experienced it, or fully exposed himself to
it. Unless you do this, you at best enjoy it, but never come to lust after it, or make the acquaintance of that
diversion from the straight and narrow road of the appetite which leads to the primeval forest of greed. For
in gluttony two things coincide: the boundlessness of desire and the uniformity of the food that sates it.
Gourmandising means above all else to devour one thing to the last crumb. There is no doubt that it enters
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more deeply into what you eat than mere enjoyment. For example, when you bite into mortadella as if it
were bread, or bury your face in a melon as if it were a pillow, or gorge yourself on caviar out of crackling
paper, or, when confronted with the sight of a round Edam cheese, find that the existence of every other
food simply vanishes from your mind. — How did | first learn all this? It happened just before | had to make
a very difficult decision. A letter had to be posted or torn up. | had carried it around in my pocket for two
days, but had not given it a thought for some hours. | then took the noisy narrow-gauge railway up to
Secondigliano through the sun-parched landscape. The village lay in still solemnity in the weekday peace
and quiet. The only traces of the excitement of the previous Sunday were the poles on which Catherine
wheels and rockets had been ignited. Now they stood there bare. Some of them still displayed a sign
halfway up with the figure of a saint from Naples or an animal. Women sat in the open barns husking corn.
| was walking along in a daze, when | noticed a cart with figs standing in the shade. It was sheer idleness
that made me go up to them, sheer extravagance that | bought half a pound for a few soldi. The woman
gave me a generous measure. But when the black, blue, bright green, violet and brown fruit lay in the
bowl of the scales, it turned out that she had no paper to wrap them in. The housewives of Secondigliano
bring their baskets with them, and she was unprepared for globetrotters. For my part, | was ashamed to
abandon the fruit. So | left her with figs stuffed to my trouser pockets and in my jacket, figs in both of my
outstretched hands, and figs in my mouth. | couldn’t stop eating them and was forced to get rid of the
mass of plump fruits as quickly as possible. But that could not be described as eating; it was more like a
bath, so powerful was the smell of resin that penetrated all my belongings, clung to my hands and impreg-
nated the air through which | carried my burden. And then, after satiety and revulsion —the final bends in
the path — had been surmounted, came the ultimate mountain peak of taste. A vista over an unsuspect-
ed landscape of the palate spread out before my eyes — an insipid, undifferentiated, greenish flood of
greed that could distinguish nothing but the stringy, fibrous waves of the fiesh of the open fruit, the utter
transformation of enjoyment into habit, of habit into vice. A hatred of those figs welled up inside me; |
was desperate to finish with them, to liberate myself, to rid myself of all this overripe, bursting fruit. | ate to
destroy it. Biting had rediscovered its most ancient purpose. When | pulled the last fig from the depths of
my pocket, the letter was stuck to it. Its fate was sealed:; it, too, had to succumb to the great purification.
Itook it and tore it into a thousand pieces.

Selected by Meri¢ Algiin Ringborg Translated by Rodney Livingstone

Katarzyna Kobro & Wiladyslaw Strzeminski

Uzay Kompoczisyonlary: Uzay-Zaman Ritmi ve
Hesaplamalart (1931)

Uzay dogrudan kavranilabilecek bir sey degil ve kendi icinde neredeyse algilanamazdir.
Uzayi, onun sinirlarindan biri ile karsilasarak deneyimleyebiliyoruz.

Secen Ania Soliman Segen Hiseyin Nacak

Space Compositions: Space-Time Rhythm and Its
Calculations (1931)

Space is not directly graspable and in itself is almost imperceptible. We are able to experience
space by encountering one of its borders.

Selected by Ania Soliman Translated by Ania Soliman
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Virginia Woolf
Dalgalar (1931)

Glines daha dogmamusti. Deniz, gdkytiziinden yalnizca, kumasin kivrimlarini andiran belirsiz
kipirdanmalarla ayriliyordu. Yavas yavas tanyeri adardikea ufukta denizle gégiin arasinda,
kara bir ¢izgi yayildi; yol yol oldu gri kumas yogun ¢irpinmalarla birbiri ardindan, derinden,
birbirini izleyen, birbirini kovalayan, stirekli...

Kiylya yaklastikca yiikseldi her ¢izgi, topladi kendisini, dagildi, ak damlaciklardan ince bir
ortu serdi kumlara. Uykusunda bilingsizce soluk alip veren birinin i¢ cekmesi gibi durakladi
dalga, sonra yeniden yayildi. Eski bir sarap sisesindeki tortu dibe ¢cékmiis, cami yesile kes-
miscesine ufuktaki kara ¢izgi yavas yavas belirginlesti. Ardindan da gokyuzii agildi; oradaki
beyaz tortu ¢okelmis ya da ufkun altina uzanmis bir kadinin kolu bir lambayi kaldirmis gibi
ak, yesil, saridan cizgiler, yelpaze kanatlari denli yayildi gokytiziine. Sonra kadin lambasini
ylkseltti, ylikseltti: Tel tel oldu sanki hava; senlik atesinden kiikreyerek yiikselen dumanli
yalimlara benzer kizil, sari dillerde titreyerek, yanarak yesil yiizeyden koptu. Senlik atesinin
dilleri, gri gokyuziiniin agirligini tizerinde yiikselten, onu yumusak maviden milyonlarca ato-
ma donustiren bir tek buguda, akkorda eridi agir agir. Denizin ylizeyi saydamlasti usulca,
koyu cizgiler silininceye kadar kiigiik kiiglik dalgalanarak, parildayarak uzandi. Lambayi
tutan kol onu yavas yavas ylkseltti, ylkseltti genis bir yalim dilimi iyice belirgin oluncaya
dek; atesten bir yay ufkun kiyisinda tutusuyordu, cevresinde deniz altin isiklarla donandi.

Ceviren Oya Dalgi¢

The Waves (1931)

The sun had not yet risen. The sea was indistinguishable from the sky, except that the sea was slight-
ly creased as if a cloth had wrinkles in it. Gradually as the sky whitened a dark line lay on the horizon
dividing the sea from the sky and the grey cloth became barred with thick strokes moving, one after
another, beneath the surface, following each other, pursuing each other, perpetually.

As they neared the shore each bar rose, heaped itself, broke and swept a thin veil of white wa-
ter across the sand. The wave paused, and then drew out again, sighing like a sleeper whose
breath comes and goes unconsciously. Gradually the dark bar on the horizon became clear as
if the sediment in an old wine-bottle had sunk and left the glass green. Behind it, too, the sky
cleared as if the white sediment there had sunk, or as if the arm of a woman couched beneath
the horizon had raised a lamp and flat bars of white, green and yellow spread across the sky like
the blades of a fan. Then she raised her lamp higher and the air seemed to become fibrous and
to tear away from the green surface flickering and flaming in red and yellow fibres like the smoky
fire that roars from a bonfire. Gradually the fibres of the burning bonfire were fused into one haze,
one incandescence which lifted the weight of the woollen grey sky on top of it and turned it to a
million atoms of soft blue. The surface of the sea slowly became transparent and lay rippling and
sparkling until the dark stripes were almost rubbed out. Slowly the arm that held the lamp raised
it higher and then higher until a broad flame became visible; an arc of fire burnt on the rim of the
horizon, and all round it the sea blazed gold.
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Georges Simenon & Leon Trotsky

Leon Trogki Roportajt 1933)

Trocki'yle yapacagim bir réportaj igin kendimi yasl ve eski Konstantinopolis’i istanbul ve
Galata’ya baglayan, Paris’teki Pont Neuf'ten ¢ok daha islek bir kdpriiniin tizerinde buldum.
Niye Poissy, Bougival ya da Saint-Cloud taraflarinda, Seine nehrinin tizerinde gegirilen giizel
bir pazar guini izlenimine kapildim? Hig bilmiyorum.

Birbirine karismis iskelelerdeki gemilerin tamami bana bateaux-mouche’lari diistindiiriiyor.
Daha mi biytikler? Kesinlikle. Hatta hafiften denizci havasi da tasiyorlar ve pervane tuzlu
suyu doviip duruyor. Ama bu bir oran meselesi. Tim dekor ¢ok daha biiyiik, gokyiizii bile
daha uzak.

Burada bir yaka Avrupa, digeri Asya. Seine’deki romorkér ve mavnalarin yerini Karadeniz’e
dogru giden ya da Canakkale Bogazr'na sokulacak biiytik kargo gemileri ve diinyanin tim
tilkelerinin bayraklarinin ugustugu gemiler alyor.

Trocki? Kendisine iki glin 6nce bir roportaj teklif etmek icin yazdim. Ertesi giintin sabahi
telefonun sesiyle uyandiriimistim bile.

— Bay Simenon? Ben Trocki'nin sekreteriyim. Bay Trocki sizi saat 4'te kabul edecek. Agik-
lamalarinin cogunlukla carpitilmasi sebebiyle Bay Trocki’'nin sorularin kendisine énceden
gonderilmesini arzu ettigini size sdylemeliyim. O da sizi yazili olarak cevaplayacak...

Ug soru sordum. Gékyiizii mavi; hava, koyu yesil yosunlarin dalgalanisinin agiklikla gériil-
diigii derin su kadar duru. Marmara Denizi’'nde, istanbul’a bir saat uzaklikta, burada basitce
“Adalar” olarak adlandirilan dért ada var su listiinde ve biz ¢oktan ilkinin iskelesine yanastik.

Iste Prinkipo, bir yerlerinde Trogki’nin evinin bulundugu ada.

Trocki? Bir araba, villalarin cevreledigi bir yol boyunca beni gétiiriiyor. Cogu satilik ya da
kiralik, zira kriz Tirkiye’de de devam ediyor. Panjurlar kapali ama bahceler neredeyse obez
denecek irilikte giillerle dolu. Asagida durgun denizin maviligi yansiyor. Araba duruyor. Ara-
bacim kolunu uzatiyor. Bana sadece iki duvar arasindaki daracik bir sokagi inmek kaliyor.
Hava, su, yapraklar, gokyiizli, her sey o kadar sessiz, o kadar hareketsiz ki aralarindan ge-
cerken giines isinlari kirlacakmis gibi geliyor.

Bununla birlikte 1zgaranin arkasinda bir adam var. Tiirk polisi ceketinin agik yakasindan
beyaz bir gdmlek goriintiyor ve bahgesinde kendi halinde takilan bir emekli gibi ayagina
yumusak terliklerini gegirmis.

Oradan bir baska polis ¢ikiyor, bu seferki sivil giyimli ya da sadece goémlek giymis, ¢linki
yikanmus ve kulaklarini bir havlunun ucuyla temizliyor.

— Bay Simenon?

100 metreye 50 metreden biiyiik olmayan sik bir bahgedeyim. Kii¢iik bir kdpek tozun icinde
yuvarlaniyor. Bir hamakta mola vermis genc bir adam Ingilizce bir brosiir okuyor ve bana bir
bakis bile atmiyor.

— Bay Simenon?

— Kendisini simdi gérmek ister misiniz?

Odalarda duvarlar ¢iplak, tamamen beyaz, sadece rafiar ve oyalanacak kitaplar var. Kitaplar
tum dillerde ve kapagi oldukga eprimis [Louis-Ferdinand Céline’in romani] Gecenin Sonuna
Yolculuk’u ayirt ediyorum.
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— Bay Trogki daha yeni bitirdi ve cok derinden sarsildi. Zaten edebiyat alaninda en iyi bil-
digi Fransiz edebiyatidir.

Trocki elimi tutmak igin ayaga kalkiyor, ardindan beni hafifce slizerek ¢alisma masasina
tekrar oturuyor.

Onu binlerce defa tarif ettiler, ben de bunu yapmak istemiyorum. Istedigim, hissettigim sa-
kinlik ve dinginlik izleniminin aynisini vermek, evin igindeki, dekordaki, bahgedeki sakinli-
gin ve sessizligin aynisini.

Trocki basit ve samimi sekilde, sorularima verdigi yanitlari iceren daktiloya ¢ekilmis sayfa-
lar veriyor bana.

— Bunlari Rusca yazdirdim ve sekreterim bu sabah gevirdi. Sizden sadece saklamam icin
ikinci bir kopya rica edecegim.

Masanin Uistiinde tiim diinyadan daginik gazeteler ve yiginin altinda da Paris-Soir var. Trogki
gelisimden 6nce mi goz atti?

Acik kapidan, bahgenin ucunda iki teknenin salindigi kiigiiciik bir iskele gériiniiyor: ydreye
ait kiiclik bir kayik ve takilip ¢ikarilabilen bir motora sahip bir kano.

— Gordigliniz gibi, sabahin altisindan beri balik tutuyorum...

Polislerinden birini beraberinde gétiirmek zorunda oldugunu sdylemiyor bana, ama ben
biliyorum.

Bir hareketle neredeyse bes kilometre 6tedeki Anadolu tepelerini gdsteriyor.

— Kisin orada ava cikiliyor...

Masasinda, gazetelerin yaninda yazmaya baslanmis bir makale.

Hepsi bu, evdeki tiim hayat bu. Glinde bir ya da ¢ogunlukla iki defa Trocki Marmara’nin sa-
kin sularina aglarini ve oltalarini atiyor.

Zamaninin geri kalaninda, diinyaya hem gok yakin hem de uzakta olan bu odada oluyor.

— Maalesef gazeteleri birka¢ glin gecikmeli alabiliyorum.

Giluyor. Dinlenmis bir yiiz, sakin bir bakis. Fakat bu bir ¢abanin 6diilii mi? Giicuini zorla-
mak zorunda mi? GCalismasina devam etmek icin nekahet doneminde olan birinin teredduit-
10 hareketlerini animsatan bu sakinimli hayata katlanmak zorunda mi?

Belki de sadece bilgelik mi?

— Bana soru sorabilirsiniz.

Dogru. Sadece burada anlatacaklarini yayimlamamaya s6z verdim. Trocki bana vermis ol-
dugu agiklamalari yorumluyor. Sesi, hareketleri, cevredeki stikinetin uyumu.

Uzun uzun Hitlerden bahsediyoruz. Konu kafasini mesgul ediyor. Kaygili oldugu hissedi-
liyor. Avrupa’nin hemen her yerinde isittigim geliskili gériisleri tekrar ediyorum kendisine,
Fihrer'in eseri hakkinda degil ama kisiligi ve 6zgiin degeri hakkindakileri.

Berlin'den bu kadar uzakta, Prinkipo’daki bu evde, beni etkileyen bir-iki kelimeyi sarf ettigim
icin verdigim soze ihanet ettigime inanmiyorum.

— Hitler kendini de isini yaparken yaratti. Derece derece, safha safha miicadele sirasinda
ogrendi.

Sorularima verilen yanitlar mi? Beraber okuyalim.

Secen William Kentridge Ceviren Ceyda Akas Kabaday1

Interview with Leon Trotsky (1933)

In order to interview Trotsky | found myself on the bridge that connects old and new Constantino-
ple, Stamboul and Galata, a bridge more crowded than the Pont-Neuf in Paris. Why do | have an
impression of a beautiful Sunday on the Seine near St. Cloud, or Bougival or Poissy? | have no idea.
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All the boats around the tangled boarding planks make me think of bateaux-mouches. Are they
bigger? To be sure. They even have a marine air, and the propeller beats against the salty water. But
it's a question of proportion. The entire décor is more vast, the sky itself farther away.

Here one bank is called Europe and the other Asia. In place of the tugs and barges of the Seine
there are many cargo ships and liners flying flags of all the countries of the world that head out to
the Black Sea, or weave through the Dardanelles.

Trotsky? | wrote to him the day before yesterday to ask him for an interview. Yesterday morning | was
already awakened by the ringing of the telephone.

‘M. Simenon? This is M. Trotsky’s secretary. M. Trotsky will receive you tomorrow at 4:00. Before
this | must tell you that M. Trotsky, whose declarations have been too often twisted, would like to
receive your questions in writing in advance. He'll respond in writing ...”

| asked three questions. The sky is blue, the air as limpid as the deep waters where the move-
ments of dark green algae can nevertheless be seen. Down there, in the Sea of Marmora, one hour
from Constantinople, four islands emerge, the ‘Islands’ as they are called here, and we are already
touching the landing dock of the first of them.

And here is Prinkipo, the island where Trotsky’s house somewhere stands.

Trotsky? A cart carries me along a route lined with villas. Many are for sale or rent, for the crisis is hard in
Turkey, too. The blinds are closed, but the gardens are full of roses so fat that they seem to be obese.
On the other side we glimpse the smooth blue sea. The cart stops. The coachman extends his arm.
Alll have left is to descend via an alleyway between two walls. Everything is so calm, so immobile, the
air, the water, the leaves, the sky that in passing one has the impression of breaking the sun's rays.

Yet there is a man behind the grill. His Turkish police officer’s tunic is open on a white shirt and, like
a peaceful retiree in his garden, he’s wearing soft shoes.

Another policeman comes out, this one in plainclothes, or rather in shirt sleeves, for he’s just fin-
ished washing himself and he’s drying his ears with the end of a towel.

‘Monsieur Simenon?’

lamin alush garden that’s only 100 metres by fifty. Alittle dog rolls in the dust. A dishevelled young
man, in a hammock, reads an English pamphlet without even looking up at me.

‘Monsieur Simenon?’

‘Would you like to see him now?

The walls are naked in the rooms, white, and there are only bookshelves to lend a little diversity. The
books are in alllanguages, and | notice Voyage au bout de la nuit with a worn-out cover.

‘M. Trotsky just read it and he was deeply moved. By the way, when it comes to literature it's the
French that he knows best.’

Trotsky rises to give me his hand, then sits at his desk, gently allowing his regard to light on my person.
He’s been described a thousand times, and | wouldn't like to attempt it myself. What I'd like to do is
give the same impression of calm and serenity that | received, the same calm, the same serenity as
inthe garden, in the house, in the décor.

Trotsky, simple and cordial, extends to me the typed pages that contain his responses to my questions.
‘| dictated them in Russian and my secretary translated them this morning. | would only ask of you
that you sign a second copy that | will keep.’

There are newspapers from all over the world spread across his desk, and Paris-Soir is on the top
of the pile. Did Trotsky go through it before my arrival?
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Through the open bay window is glimpsed a minuscule port at the end of the garden where two
boats float: a little Turkish caique and a motorboat.

“You see,’ Trotsky smiled, ‘ I've been fishing since six o'clock in the morning.”

He doesn't tell me that he’s forced to bring one of the policemen, but | know it.

With a gesture he points out the hills of Asia Minor, which are barely five kilometres away.

‘Over there there’s hunting in the winter ...

Onthe table, near the newspapers, an article that he’s begun.

That's the whole life of the household. Once, often twice a day, Trotsky goes to put his lines in the
calm waters of the Sea of Marmora.

Therest of the time he is in this office, at one and the same time so far and so close to the world.
‘Unfortunately, | only get the newspapers several days late.”

He smiles. His face is at rest, the gaze tranquil. But isn't this at the price of an effort? Isn't he forced
to save his strength? In order to continue his work, doesn't he force himself to follow this prudent
life, which make one think of the hesitant gestures of a convalescent?

But perhaps this is nothing but wisdom.

“You can question me.’

It's true. But what will now be said | promised not to publish. Trotsky comments on the declarations
he gave me. And his voice, his gestures are at one with the ambient peace.

We talk at length about Hitler. The subject preoccupies him. One can feel how worried he is. |
repeat to him the contradictory opinions | heard around Europe, not on Hitler's work, but on his
personality, on his very worth.

I don't think I'm betraying my promise in repeating some of the phrases that struck me in the house
in Prinkipo, so far from Berlin.

‘Little by little Hitler made himself as he accomplished his work. He learned step by step, stage by
stage, over the course of the struggle.’

The answers to my questions? We read them together.

Selected by William Kentridge Translated by Mitch Abidor

T. S. Eliot
Dort Kuartet — “Burnt Norton” (1936)

Simdiki zaman ve gegmis zaman
Belki birliktedir gelecek zamanda,
Ve gel-zamani kapsar gegmis zaman.
Zamanlarin hepsi 6liimsiizce varsa
Zamanlarin hicbiri kurtarilamaz.
Ne olabilirdi, bir soyutlamadir ki
Surekli bir olanak halinde kalir

Bir varsayim diinyasinda ancak.
Ne olabilirdiile ne oldu sorulari
Tek bir sonu imler ki daima vardir.
Anilarda yankilanir ayak sesleri
Gegitten asadi ki bizler gegmedik
Hi¢c agmadigimiz kapiya dogru
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Gl bahgesine. Sozlerim yankilanir
Boylece, kafanizda.

Ama neden
Tedirgin eder giil tasindaki tozlar,
Bilmiyorum.

Obir yankilar
Ginlar bahgede. izlesek mi onlari?
Cabuk, dedi kus, bulun onlari, bulun,
Tam kosede. Citteki ilk gedikten,
ik diinyamiza bizim, izlesek mi
Diizenci ardickusunu? Ilk diinyamiza.
Oradaydi onlar, agirbasl, gériinmez.
llerleyerek cignemeden 6lii yapraklari,
Gliz sicaginda, tinlayan havada,
Ve civildadi kus, yanitlarcasina
Caliiga sinmis duyulmadik muzigi,
Ve belirsiz bakis uzandi, ¢inki giller
Gorulmis giceklerin goriintistindeydi.
Oradaydik konuklarla biz, agirlanan ve agirlayan.
Sonra ilerledik, onlar da, téren diizeninde,
Issiz bahge yolundan simsir gevreli gdbege,
Cuinkl seyredecektik bosaltilmis havuzu.
Kuruydu havuz, kuru beton, boz kenarli,
Ama havuz glinisigindan bir suyla doluydu,
Ve nilufer yiikseldi, sessizce, sessizce,
Yuizey parildadi, sanki yuregiydi isigin,
Ve onlar arkamizdaydi, havuzda yansiyarak.
Derken bir bulut gecti ve bosaldi havuz.
Gidin, dedi kus, ¢linki agaglar cocuk doluydu,
Coskuyla gizlenmis, dokunsan gllecekler.
Gidin gidin gidin, dedi kus, insanoglu
Dayanamaz bunca ¢ok gercege.
Gegmis zaman ve gelecek zaman
Ne olabilirdi ile ne oldu sorular
Tek bir sonu imler ki daima vardir.

Duragan noktasinda dénen diinyanin. Ne ten ne tensizlik;
Ne bir yerden ne bir yere; duragan noktada, ordadir raks,
Ama ne tutus var ne hareket. Buna duraganlik demeyin,
Orda gecmisle gelecek birlesir. Ne hareket bir yerden

ne de bir yere,
Ne yiikselis ne dusus. O nokta olmasa, duragan nokta,
Raks olmazdi ki hig, oysa yalnizca raks var.
Ancak diyebilirim ki oradaydik, ama diyemem nerede.
Ve diyemem nice kaldik, bu, zamanini saptamak olur.

T.S. Eliot

Secen Christine Taylor Patten Ceviren Suphi Aytimur
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Four Quartets — ‘Burnt Norton’ (1936)

Time present and time past
Are both perhaps present in time future,
And time future contained in time past.
If all time is eternally present
All time is unredeemable.
What might have been is an abstraction
Remaining a perpetual possibility
Only in a world of speculation.
What might have been and what has been
Point to one end, which is always present.
Footfalls echo in the memory
Down the passage which we did not take
Towards the door we never opened
Into the rose-garden. My words echo
Thus, in your mind.

But to what purpose
Disturbing the dust on a bow! of rose-leaves
| do not know.

Other echoes
Inhabit the garden. Shall we follow?
Quick, said the bird, find them, find them,
Round the corner. Through the first gate,
Into our first world, shall we follow
The deception of the thrush? Into our first world
There they were, dignified, invisible,
Moving without pressure, over the dead leaves,
In the autumn heat, through the vibrant air,
And the bird called, in response to
The unheard music hidden in the shrubbery,
And the unseen eyebeam crossed, for the roses
Had the look of flowers that are looked at.
There they were as our guests, accepted and accepting.
So we moved, and they, in a formal pattern,
Along the empty alley, into the box circle,
To look down into the drained pool.
Dry the pool, dry concrete, brown edged,
And the pool was filled with water out of sunlight,
And the lotos rose, quietly, quietly,
The surface glittered out of heart of light,
And they were behind us, reflected in the pool.
Then a cloud passed, and the pool was empty.
Go, said the bird, for the leaves were full of children,
Hidden excitedly, containing laughter.
Go, go, go, said the bird: human kind
Cannot bear very much reality.
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Time past and time future
What might have been and what has been
Point to one end, which is always present.

At the still point of the turning world. Neither flesh nor fleshless;

Neither from nor towards; at the still point, there the dance is.

But neither arrest nor movement. And do not call it fixity,

Where past and future are gathered. Neither movement from nor
towards,

Neither ascent nor decline. Except for the point, the still point,

There would be no dance, and there is only the dance.

| can only say, there we have been: but | cannot say where.

And | cannot say, how long, for that is to place it in time.

Selected by Christine Taylor Patten

Herbert Marcuse
Otorite Uzerine Bir Calisma (1936)

Kisinin varligi farkli alanlara mensup ve boliinebilir olarak diistiniilmedikge birey, kisi olarak
ayni zamanda hem 6zgiir hem 6zglr-olmayan, hem 6zerk hem de yaderk olamaz. Benligin
“t6z” olarak maddesellestirilmesinden vazgecildiginde bdyle diisiinmek tamamiyla mim-
kuindir. Ancak belirleyici olan bu boliinmenin nasil gerceklestigidir. Bolustirme dualistik
bir sekilde, ikiye ayirma olarak yapilir: nispeten kendi icine kapali iki alanla baslanir; bun-
lardan birisi timuyle 6zgurliik alemi, digeriyse timiyle 6zgiir-olmama alemi olacak sekilde,
birer totalite olarak 6zg(irliik ve 6zgiir-olmama bu alanlara paylastirilir.

Secen Grace Schwindt Ceviren Kerem Kabaday:

A Study on Authority (1936)

The individual can't be free and unfree, autonomous and heteronomous, unless the being of the
person is conceived as divisible and belonging to various spheres. This is quite possible once
one ceases to hypostatise the | as the ‘substance’. But the decisive factor is the mode of this divi-
sion. If it is undertaken dualistically, the world is split in half: two relatively self-enclosed spheres
are setup and freedom and unfreedom as totalities divided between themin such a way that one
sphere is wholly a realm of freedom and the other wholly a realm of unfreedom.

Selected by Grace Schwindt Translated by Joris De Bres
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Walter Benjamin

Charles Baudelaire: Kapitalizmin Yiikselis
Cagwnda Bir Lirik Sair (1938)

Marx'in zaman zaman sakadan séztini ettigi bir sey olan malin ruhu, eger gergekten var olsay-
di, 6zdesleyim yani acisindan herhalde ruhlar evreninde o giine kadar rastlanmis en giiglii ruh
olurdu. Ginkii her insani, eline ve evine gecmek istedigi bir alici olarak gériirdii. Ozdesleyim,
Flaneurtin kalabalik icersinde kendini kaptirdigi esrikligin dogasini olusturur. “Sair, génliince
kendisi ve bir bagkasi olabilme gibi essiz bir ayricaliktan yararlanan insandir. Tipki bir beden ara-
mak igin dolanip duran ruhlar gibi, sair de istedigi zaman bir baskasinin kisiligine girer. Herkesin
kisiligi ona aciktir; eger belli yerler kapaliymis gibi géziikiiyorsa, bunun nedeni o yerlerin sairin
goziinde goriilmeye deger olmayisidir.” Burada dile gelen, malin kendisidir. Hatta son sozler,
ici glizel ve pahali seylerle dolu bir vitrinin &niinde yutkunup duran birine malin neler fisildadigi
hakkinda epey saglam bir fikir verebilecek niteliktedir. Bu giizel ve pahali seyler, vitrinin 6niinden
geceni begenmemislerdir ve onunla ézdeslesmezler. “Les foules” siirinin climlelerinde, baska
sozciiklerle olmak Uzere, fetisin kendisi konusur; bu fetisle birlikte Baudelaire’in hassas yaradi-
lis1, olaganusti guclii titresimler olusturur; bu titresimler sayesinde anorganikle 6zdeslesme,
Baudelaire’in esin kaynaklarindan birine doniismustur.

Secen Daria Martin Ceviren Harry Zohn

Charles Baudelaire: A Lyric Poet
in the Era of High Capitalism (1938)

If the soul of the commodity which Marx occasionally mentions in jest existed, it would be the most
empathetic ever encountered in the realm of souls, for it would have to see in everyone the buyer
in whose hand and house it wants to nestle. Empathy is the nature of the intoxication to which the
fiéneur abandons himselfin the crowd. ‘The poet enjoys the incomparable privilege of being himself
and someone else as he sees fit. Like a roving soul in search of a body, he enters another person
whenever he wishes. For him alone, all is open; if certain places seem closed to him, it is because
in his view they are not worth inspecting’. The commodity itself is the speaker here. Yes, the last
words give a rather accurate idea of what the commodity whispers to a poor wretch who passes
a shop-window containing beautiful and expensive things. These objects are not interested in this
person; they do not empathise with him. In the sentences of the significant prose poem ‘Les Foules’
there speaks, with other words, the fetish itself with which Baudelaire’s sensitive nature resonated so
powerfully; that empathy with inorganic things which was one of his sources of inspiration.

Selected by Daria Martin Translated by Harry Zohn

Walter Benjamin
Tarih Felsefesi Uzerine Tezler (1940)

Klee'nin “Angelus Novus” diye bilinen bir tablosunda, sanki hep 6yle bakip seyretsin diye yapil-
digi yerden artik neredeyse kalkip baska yerlere gidecege benzeyen bir melek tasvir edilmistir.
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Gozleriyle dik dik bakan, agzi acilmis, kanatlar gerilmis, bu insanoglunun tarihin tasvirini yap-
masidir. Yiizii ge¢mise donuktir. Bizim bir zincirin halkalari gibi gérebildigimiz olaylari, o ardi
ardina dizilmis yikimlar ve felaketler yigini olarak tek bir katastrof bigiminde gérmektedir. Melek,
kendisine kalsa orada daha duracak, éliileri ayaklandiracak ve yikilmis, pargalanmis her seyi ye-
niden bir timluge kavusturacak gibidir. Fakat Cennet'ten bir firtina kopup gelmektedir; melegin
kanatlarina garpan rizgar 6ylesine siddetlidir ki, melek artik kapatamaz olmustur kanatlarini. Bu
firtina, karsi konulmaz bicimde meleg;i, arkasini dondtgii gelecege dogru ugurmakta, oniindeki
dokiintli ve moloz yigini ise yerden goklere dogru yiikselmektedir. Bu firtina, bizlerin ilerleme
dedigimiz seydir.

Secen Francis Aljs Ceviren Unsal Oskay

Theses on the Philosophy of History (1940)

AKlee painting named Angelus Novus shows an angel looking as though he is about to move away
from something he is fixedly contemplating. His eyes are staring, his mouth is open, his wings are
spread. This is how one pictures the angel of history. His face is tumned towards the past. Where
we perceive a chain of events, he sees one single catastrophe, which keeps piling wreckage upon
wreckage and hurls it in front of his feet. The angel would like to stay, awaken the dead, and make
whole what has been smashed. But a storm is blowing from Paradise; it has got caught in his wings
with such violence that the angel can no longer close them. This storm irresistibly propels him into
the future to which his back is turned, while the pile of debris before him grows skyward. This storm
is what we call progress.

Selected by Francis Alys

T. S. Eliot
Dort Kuartet — “East Coker” (1940)

Tekrarladigimi séylliyorsun

Onceden sdyledigim seyleri. Séyleyecedim yine.
Soyleyeyim mi yine? Oraya varabilmek igin,
Oldugun yere varabilmek, olmadigin yerden
Bir yoldan gecmelisin ki orada esriklik yoktur.
Bilmedigin seylere erismek igin

Bir yoldan ge¢melisin ki bilisizlik yoludur.
Edinmedigin seyleri edinmek igin
Edinmemislik yollarindan gegmelisin.

Sen ne degilsen ona erismek igin

Bir yoldan ge¢melisin ki sen yoksun.

Ve bilmedigin her neyse, bildigin tek seydir o
Ve edindigin seyler edinmedigin seylerdir

Ve nerede isen orada degilsindir.

Secen Christine Taylor Patten Ceviren Suphi Aytimur
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Four Quartets — ‘East Coker’ (1940)

You say | am repeating

Something | have said before. | shall say it again.
Shall I say it again? In order to arrive there,

To arrive where you are, to get from where you are not,
You must go by a way wherein there is no ecstasy

In order to arrive at what you do not know

You must go by a way which is the way of ignorance.
In order to possess what you do not possess

You must go by the way of dispossession.

In order to arrive at what you are not

You must go through the way in which you are not.
And what you do not know is the only thing you know
And what you own is what you do not own

And where you are is where you are not.

Selected by Christine Taylor Patten

Maurice Blanchot

Oliim Hiilmii (1948)

Pek cok kez yaptigim gibi yatagin kenarina oturdum. Onu hayal ettigimden daha uzun du-
ruyordu; basi kiiciik bir yastikta dinleniyordu ve bu yiizden canli bir insandan ok sirtiistii
yatan bir kuklanin kipirtisizigina sahipti. Yuizii ciddi ve hatta sertti. Simsiki kapali dudaklari,
son anda siddetle kenetlenen ve simdi bile gevsemeyen disleri aklima getirdi. Gozkapaklari
yari kapaliydi. Siyah sa¢larinin parlakligi yaninda teninin ¢arpici beyazligi kalbimi burktu. Bir
zamanlar capcanli olan. iste o zaman ellerine baktim. Gok siikiir ki kavugmamislardi, fakat
carsafin tstlinde egri bir sekilde duruyorlardi, parmaklar hafifce biiken son bir kasilmayla
hantalca pencelesmislerdi. Hareket etmek icin gdsterdikleri son ¢abanin beceriksizligiyle o
denli kiigtik, o denli celimsiz ve o biiylik ruhun yapa yalniz verdigi sonsuz savas igin o denli
celimsiz goériiniyorlardi ki bir an igin tiziintiiye boguldum. Onun tizerine egildim, ilk adiyla
seslendim ve hemen —bir saniye bile gegcmedigini soyleyebilirim- kapali agzina sikismis bir
nefes disari gikti, yavas yavas ince ve zayif bir ¢iglikla karisan bir i¢ ¢ekis; neredeyse ayni
anda -bundan eminim- kollar kimildadi, kalkmaya galisti. O sirada g6z kapaklari tamamiyla
kapaliydi. Fakat, bir belki iki saniye sonra ansizin agildilar ve agildiklarinda anlatamayaca-
gim korkung bir seyi aciga cikardilar, yasayan bir varligin maruz kalabilecegi en korkung
bakisti bu; ve sanirim eger o anda titreseydim ve korksaydim, her sey yok olabilirdi. Fakat
sevgim o kadar buyiikti ki o anda olanlarin tuhafligini bile diistinmedim; boyle bir dustince
bende asla var olmadi, beni ona dogru ¢eken o sonsuz an yiiziinden olanlar bana tamamen
dogal geliyordu, onu kollarima aldim kollari bana sikica tutundu, bu andan itibaren yalniz
canli degil ayni zamanda dogal, neseli ve nerdeyse tamamen iyilesmisti.

Secen Sarkis Ceviren Arzu Dalgi¢ Aydin & Berna Kilinger
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Death Sentence (194-8)

| sat down on the edge of the bed, as | had done many times. She was a little more stretched out than |
would have imagined; her head lay on a little cushion and because of that she had the stillness of a re-
cumbent effigy and not of a living being. Her face was serious and even severe. Her lips, tightly pressed
together, made me think of her violently clenched teeth which had shut at the last moment and even
now did not relax. Her eyelids, too, were lowered. Her skin, strikingly white next to the black brilliance of
her hair, wrung my heart. She who had been absolutely alive was already no more than a statue. It was
then that | looked at her hands. Fortunately they were not joined, but as they lay askew on the sheet,
awkwardly clutched in a last contraction which slightly twisted the fingers, they seemed so little to me,
so diminished by the clumsiness of their last effort, so much too weak for the immense battle which that
great soul had fought, all alone, that for an instant | was overwhelmed by sadness. | leaned over her, |
called to her by her first name; and immediately — | can say there wasn't a second’s interval — a sort of
breath came out of her compressed mouth, a sigh which little by little became a light, weak cry; almost
at the same time — I'm sure of this — her arms moved, tried to rise. At that moment, her eyelids were
still completely shut. But a second afterwards, perhaps two, they opened abruptly and they opened
to reveal something terrible which | will not talk about, the most terrible look which a living being can
receive, and | think that if | had shuddered at that instant, and if | had been afraid, everything would
have been lost, but my tenderness was so great that | didn't even think about the strangeness of what
was happening, which certainly seemed to me altogether natural because of that infinite movement
which drew me towards her, and | took her in my arms, while her arms clasped me, and not only was
she completely alive from that moment on, but perfectly natural, gay and almost completely recovered.

Selected by Sarkis Translated by Lydia Davis

Simone Weil

Insan Olmann Yiikiimliiliikleri Uzerine
Bir Aciklama Calismasi (1949)

Diinyanin disinda bir gergeklik var, yani zamanin ve uzayin disinda, insanin zihinsel evreni-
nin disinda, insan becerilerinin ulasabilecegi alanin disinda.

Bu gergeklige insan kalbinin tam merkezinde karsilik gelen, her daim orada bulunup bu
diinyadaki baska hicbir nesnede bulunmayan, mutlak iyiye duyulan 6zlemdir.

Olumlii diinyada bu gergeklik, insan diisiincesinin déniip dolasip tosladigi abeslikler ve
coziimsuz geliskilerde de tezahiir eder.

Nasil ki bu diinyanin gergekligi olgularin yegane temeliyse, 6teki gergeklik de iyinin
yegane temelidir.

Bu diinyaya hepsi sadece ondan gelir: Tiim giizellik, tiim adalet, tim dogruluk, tim mes-
ruluk, tim dizen, varolmaya elverisli tim iyilik, her tirll insan davranisinin zorunluluklara
itaati bu diinyaya ondan iner.

lyinin durdugu yerden insanlarin muhitine inmesindeki yegane araci, insanlar arasinda dik-
katini ve askini ona déndirmiis olanlardir.

insani becerilerin yetisemeyecegi bir yerde dursa da kisi askini ve dikkatini ona dén-
diirme giiciine sahiptir.

Hicbir sey, birinsanin her kim olursa olsun bu gligten mahrum birakildigini varsaymaya
miisaade etmez.
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Bu glictin, fani diinyada uygulanmadig siirece bir gercekligi yoktur.

Uygulanmasi igin yegane sart rizadir.

insan bu rizayi acikca veya kendi icinden ifade edebilecegdi gibi ifade etmeyebilir de. Ru-
hunda gercekten yeri olsa bile bilincinde agikga kendini géstermeyebilir. ifade edilsin ya da
edilmesin, tek ve yeter sart orada bulunmasidir.

Secen Georgia Sagri Ceviren Ceyda Akas Kabaday1

Draft for a Statement of Human Obligations (1949)

There is a reality outside the world, that is to say, outside space and time, outside man’'s mental
universe, outside any sphere whatsoever that is accessible to human faculties.

Corresponding to this reality, at the centre of the human heart, is the longing for an absolute
good, a longing which is always there and is never appeased by any object in this world.
Another terrestrial manifestation of this reality lies in the absurd and insoluble contradictions
which are always the terminus of human thought when it moves exclusively in this world.

Just as the reality of this world is the sole foundation of facts, so that other reality is the sole
foundation of good.

That reality is the unique source of all the good that can exist in this world: that is to say, all beauty,
alltruth, all justice, all legitimacy, all order, and all human behaviour that is mindful of obligations.
Those minds whose attention and love are turned towards that reality are the sole intermediary
through which good can descend from there and come among men.

Although it is beyond the reach of any human faculties, man has the power of turning his atten-
tion and love towards it.

Nothing can ever justify the assumption that any man, whoever he may be, has been deprived
of this power.

It is a power which is only real in this world in so far as it is exercised. The sole condition for
exercising itis consent.

This act of consent may be expressed, or it may not be, even tacitly; it may not be clearly con-
scious, although it has really taken place in the soul. Very often it is verbally expressed although
it has not in fact taken place. But whether expressed or not, the one condition suffices: that it
shallin fact have taken place.

Selected by Georgia Sagri Translated by Richard Rees

Karl von Frisch
Ariar (1950)

Zengin bir besin kaynagdini heniiz kesfetmis olan arilarin davranislarini incelemek icin, g6z-
lem kovaninin yanina ici sekerli su dolu bir cam tabak konulabilir. Yiyecek arayan bir is¢i ar
bu besin noktasina geldiginde sekeri emerken Uzerine renkli bir isaret konulur ki boylece
onu daha sonra kovanin iginde de ayirt edebilelim. Kovana geri déndikten sonra bu isa-
retli arimizi 6nce sekerli suyun ¢ogunu dider arilara dagitirken gériiriiz. Sonra ari, benim
yuvarlak dans dedigim performansina baslar. Ayni nokta tizerinde bir saga bir sola donerek,
biiyuk bir enerjiyle tekrar tekrar daireler cizer. Dans genellikle ayni noktada yarim dakika
veya biraz daha uzun sirer. Cogu zaman, dans eden arinin daha sonra petegin tUzerindeki
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baska bir noktaya gecerek bu yuvarlak dansi yineledigi goriilur, ardindan genellikle daha
fazla seker toplamak igin besin noktasina geri déner.

Dans sirasinda danscinin yanindaki arilar da biiylk bir heyecana kapilirlar; dansci ari dai-
reler gizdikge, onun arkasinda toplanip antenlerini onun bedenine dogru yaklastirirlar. ic-
lerinden biri aniden geri doniip kovandan ayrilir. Digerleri de ayni seyi yapar ve bu arilarin
bazilarini ayni besin noktasinda goriiriiz. Kovana geri déndiiklerinde onlar da dans ederler
ve kovanin iginde ne kadar ¢ok ari dans ederse besin noktasina da o kadar ¢ok ari tistisur.
Kovanin iginde yapilan dansin, bir yerlerde besin oldugunu haber verdigi agiktir. Ama dans-
la uyarilan anilarin besinin yerini nasil bulduklarr muammadir.

... yiyecek arayan arilarin geri doniistiniin, bulduklari zengin bir besin kaynaginin uzakhgi
hakkinda bir mesaj getirdigi aciktir.

Bu mesajin niteligini arastirmak i¢in, iki besin noktasina ayni anda daha ¢ok besin koyabilir
ve her birinden besin toplayan arilari isaretleyebiliriz. Simdi gézlem kovanina baktigimizda
sahiden ilging bir manzarayla karsilasiriz: 10 metre 6tedeki besin kaynaginda isaretledigi-
miz biitiin anlar, tipki yukarida anlattiklarimiz gibi yuvarlak dans yaparlar. Ama daha uzaktaki
besin kaynagindan gelen bitiin arilar oldukga farkli bir tarzda dans etmektedir. Bu arilar,
benim “kuyruk sallama dansi” dedigim bir performans sergilerler. Gévdelerinin alt kismini
bir 0 yana bir bu yana sallayarak diiz bir ¢izgide kisa mesafe ucarlar; sonra sola dogru tam
360 derece doner, bir kez daha dimdiiz ugup saga doner ve bunu ist tiste tekrar ederler.

Arilar giceklerden besin toplarken, kovanlarindan genelde bir mil ya da daha uzaga ugarlar.
Bu kosullar altinda, sadece bir besin kaynaginin 100 metreden yakin ya da uzak oldugunu
bildiren bir mesajin cok az bir biyolojik degderi olabilir. Aslina bakilirsa kuyruk sallama dansi,
uzakta zengin bir besin kaynagdi oldugunu duyurmakla kalmaz; ayni zamanda bu kaynagin
ne kadar uzakta oldugunu da anlatir. Sallama dansinda belli bir zaman dilimi iginde yapilan
donislerin sayisina bakarak mesafeyi neredeyse kesin olarak belirleyebiliriz. Zorlu dene-
melerden sonra, bir besin kaynagini giderek daha uzaga tasiyarak sonunda 10 kilometreye
kadar (6,2 mil) ¢ikabildik. 100 metre ila 10 kilometre arasindaki uzakliklardan gelen arilarin
dans ederken birim zamanda yaptiklari doniisleri saydik. Burada bunun gibi 6.267 g6zlemin
sonucu gosterilmektedir. 100 metrede arilar 15 saniyede 9 ya da 10 tam daire ¢izdiler; bu
say1 300 metrede yaklasik 7; 500 metrede 6; 1.000 metrede 4,7; 2.000 metrede 3,3; 5.000
metrede 2,2;10.000 metrede ise 1,25 olarak hesaplandi. Cok uzak mesafelerden gelindigin-
de, arilarin dansi, genellikle sadece gévdenin alt kismi sallanarak yapilan uzun diz ugus-
tan ibarettir ve sonra kesilir. Bu durum ve diger gézlemler sayesinde, dans figuriindeki diiz
ucusun, dansg¢inin sallama hareketleriyle ve buna eslik eden vizildamayla belirginlesen ve
kesin olarak tayin edilebilen devam etme siiresine bagli olarak arilara mesafeyi gosterdigin-
den emin olduk. Ol¢ciimlerimize gére “sallama siiresi” 300 metrelik mesafe icin yaklasik %
saniye, 500 metre icin yaklasik bir saniye, 1.000 metre icin yaklasik 1% saniye, 2.000 metre
icin yaklasik 2 saniye, 4.500 metre icin 4 saniyedir ~hedefin uzakhgi artikca sallama stiresi
de artmaktadir. Sallama hareketleri esnasinda arinin ¢ikardidi sesler, gégiisteki ugma kas-
lari tarafindan Uretilen bir dizi ton yiikselisinden olusur. Bir saniyede yaklasik 30 yiikselis
gorilir; bu kisa tekil tonlarin 250 hertze yaklasan (saniyedeki devir) titresim frekansi, kanat
vurusu frekansiyla uyumludur. Dans eden ariyla temas halindeki arilar, hassas dokunma du-
yulari sayesinde sesi ve sallama hareketlerini algilayabilmekte ve bdylece ne kadar uzaga
ucmalari gerektigini 6grenebilmektedir.
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Bees (1950)

To study the behaviour of bees which have just discovered a rich source of food one may set out
near the observation hive a glass dish filled with sugar-water. When a foraging worker comes to
this feeding place she is marked with a coloured spot while she is sucking up the sugar, so that
we can recognise her later in the hive. After she has returned to the hive our marked bee is first
seen to deliver most of the sugar-water to other bees. Then she begins to perform what | have
called a round dance. On the same spot she turns around, once to the right, once to the left,
repeating these circles again and again with great vigour. Often the dance is continued for half
a minute or longer at the same spot. Frequently the dancer then moves to another spot on the
honeycomb and repeats the round dance and afterwards ordinarily returns to the feeding place
to gather more sugar.

During the dance the bees near the dancer become greatly excited; they troop behind her as she
circles, keeping their antennae close to her body. Suddenly one of them turns away and leaves
the hive. Others do likewise, and soon some of these bees appear at the feeding place. After
they have returned home they also dance, and the more bees there are dancing in the hive the
more appear at the feeding place. Itis clear that the dance inside the hive reports the existence
of food. But it is not clear how the bees that have been aroused by the dance manage to find
the feeding place.

... it seemed clear that the returning foragers brought a message about the distance of the rich
food source they had found.

In order to study the nature of this message we can give plenty of food at both feeding plac-
es at the same time and mark the bees collecting food at each. When we now look into the
observation hive we see a truly curious sight: all the bees marked at the 10-metre food source
are performing round dances just like those described above. But all the bees that have come
from the more distant feeding place are dancing in quite a different manner. They perform what
| have called a ‘tail-wagging’ dance.” They run a short distance in a straight line while wagging
the abdomen very rapidly from side to side; then they make a complete 360-degree turn to the
left, run straight ahead once more, turn to the right, and repeat this pattern over and over again.

When bees are actively collecting food from flowers they often fly out to a distance of a mile or
more from their hive. Under these circumstances a message telling only that a food source was
nearer or father than 100 meters could scarcely have much biological value. As a matter of fact,
the wagging dance not only announces that there is a rich source that is far away; it also tells
how far away. We can determine the distance quite accurately from the number of turns in the
wagging dance that are made in a given time. By gradually moving a feeding site to greater and
greater distances we reached 10 kilometers (6.2 miles), after rather strenuous experiments. We
counted the number of turns per unit time made by dancers returning from distances running
from 100 metres up to 10 kilometres. [Here we have shown] the result of 6,267 such observa-
tions. At 100 metres there were 9 to 10 complete cycles of the dance within 15 seconds; for 300
metres, about 7; for 500 metres, 6; for 1,000 metres, 4.6; for 2,000 metres, 3.3; for 5,000 metres,
2.2; for 10,000 metres, 1.25. At very great distances the wagging dance often consists only of
the long linear wagging run and is then discontinued. This circumstance and other observations
have convinced us that the linear run in the dance figure shows the bees the distance, indeed by
means of its duration, which is strongly emphasised and sharply delimited through the dancer’s
waggling motions and by a simultaneous buzzing sound. According to our measurements the
‘duration of waggling’ lasts about %2 second for a distance of 300 metres, about 1 second for 500
metres, 1% second for 1,000 metres, 2 seconds for 2,000 metres, 4 seconds for 4,500 metres
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—it grows with increasing distance to the goal. The sound during the waggling movements con-
sists of a series of short bursts of tone that are produced by the flight muscles in the thorax. In
one second there is a series of about 30 bursts; being about 250 Hertz (cycles per second), the
frequency of vibration of these short individual tones conforms with the wingbeat frequency. The
bees that are in contact with the dancer can perceive the sound and the waggling movements
with their delicate sense of touch and thus are informed how far they need to fly.

Charles Bukowski
Bakis (1951)

bir keresinde bir magazadan

bir oyuncak tavsan satin aldim

ve simdi oturmus beni sorguluyor
pembe seffaf gozleriyle

o golf toplari ve camdan duvarlar
istiyor
bense sessiz bir gok guriiltisi

farklihgimiz aramizda oturuyor

Secen Grace Schwindt Ceviren Avi Pardo

The Look (1951)

| once bought a toy rabbit

at a department store

and now he sits and ponders
me with pink sheer eyes:

He wants golf balls and glass

walls.

| want quiet thunder.

Our disappointment sits between us.

Selected by Grace Schwindt
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Fredrik Carl Miilertz Stermer

Kutup Istklarimin Fotograflanmast Sorunu (1955)

Kutup 1siklarinin aydinhigr giinisigindaki gériingiilere kiyasla oldukga cilizdir; Samanyo-
Iu'nun 1sik yogunlugu ile gokyliziinde sadece Vega ve Arcturus gibi en parlak yildizlarin
goriilebildigi 1sik yogunlugu arasinda degisiklik gésterir. Ote yandan en parlak sekiller ge-
nelde ¢ok hareketli olup, anbean bi¢im ve konum degistirir.

1892 6ncesinde kutup isiklarinin basarili bir fotografini elde etmeye yonelik girisimler bu se-
beplerden sonugsuz kaldi. Ya levhalar yeterince hassas degildi ya da objektifierin isik glict
yetersizdi; dahasi, cam kalinligi hayli fazla olan biiyiik objektifler kutup isiklarindan gelen
ultraviyole 1sinlarin cogunu emiyordu.

Kutup isiklarinin ilk basarili resmi, 1892 yilinda, Norvec¢’in kuzeyinde bulunan Bossekop'ta,
Brendel tarafindan, 7 saniyelik pozlama suresiyle duyarlilik kazandiriimis ortokromatik lev-
ha Uizerine gekildi. Isin yapisina sahip bir seridin fotografi ¢ekilmisti. Objektifin diyafram
acikhg, F/3+5%e tekabiil edecek sekilde 60 mm, odak uzakligiise 210 mm idi.

1909 yilinda bu kitabin yazari, kutup 1siklarini fotograflamak igin farkl objektif ve levhalarla
sistematik deneylere basladi.

Oslo'daki fotografcilik dilkkanlarinda yaptigi dizenli arastirmalar esnasinda, ¢ocuklar igin
uretilmis ve objektifi gelecek vadeder goriinen kiigiik bir sinema kamerasi buldu. Dresdenli
Ernemann tarafindan uretilmisti ve merceginin diyafram degeri oldukga diisiikti; F/2 diyaf-
ram degeriyle odak uzakhgi, diyafram acikhidi capinin yalnizca iki katiydi. Ustelik objektifin
odak uzakligi 50 mm idi ve camin toplam kalinligi azdi.

Bu objektif, Lumiere’in “étiquette violette” [Auguste ve Louis Lumiére’in Urettigi étiquette
violette cinsi] levhalariyla beraber kullanildiginda sorunu ¢ézdil. llerleyen yillarda gériildii-
g uzere, guicli kutup 1511 perdeleri icin gerekli pozlama siresi artik yarim saniyeye kadar
disurilebiliyordu. Bu objektif ile F-bigimli, yani alev seklindekiler disinda tiim kutup 1siklari
fotograflanabiliyordu ve yildizlar da resimde goriinur olduklarindan fotografin cekilme saati
tam olarak bilindigi takdirde ydnleri de belirlenebiliyordu.

Yazarin 1910 yilinda Bossekop’a yaptidi ilk sefer sirasinda bir miktar fotograf toplanmisti ...
Bunlarin arasindan belki de en giizeli 28 Subat-1 Mart gecesi ¢ekilmis ve yukarida bahsi
gecen seferin raporunda Levha 67 olarak ¢cogaltilmis resimdir. Dinya ¢apinda dergi ve ki-
taplarda bircok defa basilmistir.

Norve¢'in glineyindeki istasyonlarda farkli tiirden levhalar kullanilmistir; 6rnegin, ultraviyole
Sonja EW. levhalar ve bilhassa kirmizi ortamda duyarliligi yiiksek pankromatik Agfa ISS levha-
lar, siradan kutup isiklari ve 6zellikle kirmizi renktekiler igin miikemmeldir. Bu ekipmanla her bir
kare icin saniyenin ticte biri gibi bir pozlama stiresiyle sinematografik resimler bile gekilebilir.

Tarif edilen tirde bir mercege sahip pratik bir fotograf makinesi O. Krogness tarafindan
Uretilmis ve Supplements to the Photographic Atlas’in altinci sayfasinda tanitilmistir ... S6z
konusu fotograf makinesiile 9 cm x 12 cm boyutlarinda bir levha tizerine hizl bir sekilde art
arda alti resim ¢ekilebilmektedir. Bunun gibi fotograf makineleri 1932 Uluslararasi Kutup Yili
boyunca kutup 1511 istasyonlarinda ve birden fazla seferde kullanilmistir; Norve¢’in giine-
yindeki kutup 15181 istasyonlarinda ise suirekli kullanimdadir.

Kullanilan slaytlar (levha tutucular) su 6zellige sahip olmalidir: Kapagdin slayttan ¢ikmasini
engellemek icin kapak kii¢iik kancalarla sabitlenmelidir; zira karanlikta kapagi yeniden yer-
lestirmek hayli zordur.
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Mavi, mor ve ultraviyoleye hizli tepki veren her levha kutup 1s1g1 fotograflamak icin uygun-
dur; kirmizi kutup 1siklari iginse hizli pankromatik levhalar en iyi se¢im olacaktir. Tedarik edi-
lebilen en hizli levhalarin kullaniimasi hayati dneme sahiptir.

Ornegin kirmizi benekler gibi, yesil ve sariyla karigik kirmizi kutup isiklari fotograflanacaksa,
kirmizi disindaki renkleri eleyen kirmizi filtreli pankromatik levhalar kullaniimalidir.

Secen Thale Elisabeth Sorlie & Arne B. Langleite Ceviren Kerem Kabaday1

The Problem of Photographing the Aurora (1955)

The aurora has a very feeble luminosity compared with phenomena in daylight, varying from the
intensity of the Milky Way to an intensity comparable with the sky when only the brightest stars,
e.g. Vega and Arcturus, can be seen. On the other hand the most brilliant forms are in general
very mobile, changing form and position every moment.

Attempts made before 1892 to secure successful photographs of aurorae therefore failed.
Either the plates were not sensitive enough or the light power of the objective was too fee-
ble; moreover big objectives with arather great thickness of glass absorbed too much of the
ultraviolet light from the aurora.

In 1892 the first successful picture of an aurora was taken by Brendel at Bossekop, northern Nor-
way, with an exposure of 7 seconds on a sensitised orthochromatic plate. The photograph was
taken of a band with ray structure. The objective had an opening of 60 mm and a focal distance
0f 210 mm, corresponding to F/3-5.

In 1909 the author of this book began systematic experiments with different objectives and
plates for photographing the aurora.

During a systematic search in the different photographic shops in Oslo he found a small cine-camera
for children, whose objective seemed promising. It was by Ernemann of Dresden and the F ratio of the
lens was small, only F/2, that is the focal distance was only double the diameter of the opening. Moreo-
ver, the objective had a focal distance of 50 mm and the total thickness of glass was small.

This objective used with plates Lumiere étiquette violette, solved the problem. The exposure for
strong auroral curtains could now be reduced to half a second, as was shown in the following
years. With this objective all forms of aurorae except the form F, flames, could be photographed,
and as stars were visible on the picture, this could be orientated by knowing the exact time when
the picture was taken.

On the author’s first expedition to Bossekop in 1910, a collection of pictures was secured ... The
most beautiful among them is perhaps the picture taken during the night 28 February—1 March,
reproduced in the above-mentioned report of the expedition as Plate 67 It has been reproduced
many times books and journals all over the world.

Different kinds of plates were used at the stations in southern Norway; for instance the blue-ultra-violet
plates Sonja EW and in particular the panchromatic plates Agfa ISS with a high sensitivity in the red are
excellent for common aurorae and especially for red ones. With this equipment even cinematographic
pictures could be taken with an exposure of about one-third of a second for each picture.

A practical camera with a lens of the type described is that constructed by O. Krogness, and
described in Supplements to the Photographic Atlas, p.6 ... With this camera six pictures can be
taken in rapid succession on a plate of size 9 x 12 cm. Cameras like this were used on the aurora
stations during the polar year 1932, and on several expeditions; at the aurora stations in southern
Norway they are in steady use.
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The slides (plateholders) used should have the following characteristic: the lid of the slide must
be secured with small hooks so that it cannot be taken out of the slide; because, in darkness, it
is very difficult to put it in again.

Any plate which is fast for blue, violet, and ultraviolet is satisfactory for auroral photography; for red
aurorae fast panchromatic plates are best. Itis essential to use the fastest plates that can be procured.
If it is required to photograph red aurorae which are mingled with yellow-green ones, as for instance
red spots, panchromatic plates with red filter, excluding other than red colours, must be used.

Selected by Thale Elisabeth Sorlie & Arne B. Langleite

Hannah Arendt
Insanlik Durumu (1958)

Beseri meseleler alani, tam soylersek, insanlarin birlikte yasadiklari hemen her yerde var
olan insani iliskiler agindan olusmaktadir. “Kim”ligin konusmak suretiyle ifsasi da, eylemin
yol actigi yeni bir baslangi¢ da daima sonuclarinin dolaysizca hissedilebilecedi 6nceden
mevcut bir aga dahil olurlar. Eylem ve konusmak birlikte, nihayetinde her yeni dogan insa-
nin benzersiz yasam hikayesi olarak ortaya ¢ikan, temasa gectigi herkesin yasam hikayesini
benzersiz bir bicimde etkileyen yeni bir stireci baslatirlar. Birbirleriyle ¢atisan sonsuz sayida
irade ve niyetlerle [yiikli] bu 6nceden mevcut insani iliskiler agi yliziinden, eylem neredey-
se hicbir zaman hedefine varamaz; ama ayni zamanda yalnizca eylemin gercek oldugu bu
aracl-ortam sayesindedir ki, imalatin dogal olarak elle tutulur seyler iiretmesi gibi, amaglan-
mis olsun olmasin eylem hikayeler “Uretir”. Bu hikayeler sonradan belgelere veya anitlara
gegcebilir ya da kullanim nesneleri veya sanat eserlerinde gorsellesebilir ya da anlatilabilir,
yeniden anlatilabilir ve cesitli bicimlerde islenebilir. [Ancak] canl gerceklikler olduklar sira-
daki dogalari, bu seylestirmelerden tamamen farklidir. Oznesine, her hikayenin odagindaki
“kahraman’a dair, insan elinden ¢ikma herhangi bir Griiniin onu yapan ustasi hakkinda soy-
lenebileceklerden ¢ok daha fazlasini anlatirlar, ama layikiyla séylersek iiriin degildirler. Her-
kes yasamina, eylem ve konusma araciligiyla kendini insani diinyaya dahil ederek baslasa
da, kimse kendi yagsam dykisuniin Ureticisi ya da yazari degildir. Baska bir deyisle hikayeler,
eylem ve konusmanin neticeleri, bir faile isaret eder, ama bu fail [kendi hikayesinin] yazari ya
da ureticisi degildir. Hikayeyi baslatan, kelimenin ikili anlamiyla, yani tam soylersek eyleyen
ve maruz kalan olarak onun 6znesidir, ama kimse kendi hikayesinin yazari degildir.

Dogum ile 6lim arasindaki her bireysel yasamin, nihayetinde basi ve sonu bulunan bir hika-
ye halinde anlatilabilir olmasi, basi ve sonu olmayan bir biiytik hikaye olan tarihin, siyaset
ve tarih 6ncesi kosuludur. Ama her insan yasaminin kendi hikayesini anlatiyor olmasinin ve
yiginla eyleyeni ve soyleyeni ile ama somut yazarlarindan yoksun olarak tarihin sonugta bir
hikaye kitabi haline gelmesinin nedeni, her iki durumun da eylem Uriinii olmasindan ile-
ri gelir. Bu anlamda modern ¢agda tarih felsefesini onca ugrastirmis olan tarihteki bytik
mechulliik, sadece tarihe bir biitiin olarak bakildiginda ve 6znesi olan insanhigin asla etkin
bir fail durumuna gelmesi miimkiin olmayan bir soyutlama oldugunun goriilmesiyle birlik-
te ortaya ¢ikmaz; bu ayni mechulliik, Antikite'de basladigindan beridir siyaset felsefesini
ugrastirmistir ve Platon'dan bu yana filozoflarin beseri meseleler alanina karsi duyduklari
horlayici tutumda da onun etkisi vardir.
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Sahne gerisindeki gériinmez eyleyen, zihni bir karmasadan dogan, gercek deneyime karsi-
lik gelmeyen bir uydurmadir. Bu nedenle eylemden dogan hikaye yanlis bir sekilde, aslinda
ipleri oynatan ve oyunu yonlendiren bir yazarin var oldugu hayali bir hikayeye doner. Tipki
bir sanat eserinin onu yapan birini agikca isaret etmesinde oldugu gibi, hayali hikaye de bir
yapani gosterir; bu durum, bizzat hikayenin bir 6zelligi degil, hikayenin ortaya ¢iktigi durum-
la ilgilidir. Gergek ve hayali hikayeler arasindaki ayrim kesinlikle ikincisinin “yapinti” olma-
sinda, birincisinin de olmamasinda yatar. Yasadigimiz miiddetce icinde bulundugumuz ger-
¢ek hikayenin, yapilmis olmadidi igin, ister gorilir ister gériinmez olsun bir yapani yoktur.

The Human Condition (1958)

The realm of human affairs, strictly speaking, consists of the web of human relationships which
exists wherever men live together. The disclosure of the ‘who’ through speech, and the setting
of anew beginning through action, always fall into an already existing web where theirimmedi-
ate consequences can be felt. Together they start a new process which eventually emerges as
the unique life story of the newcomer, affecting uniquely the life stories of all those with whom
he comes into contact. It is because of this already existing web of human relationships, with
its innumerable, conflicting wills and intentions, that action almost never achieves its purpose;
but it is also because of this medium, in which action alone is real, that it ‘produces’ stories
with or without intention as naturally as fabrication produces tangible things. These stories
may then be recorded in documents and monuments, they may be visible in use objects or art
works, they may be told and retold and worked into all kinds of material. They themselves, in
their living reality, are of an altogether different nature than these reifications. They tell us more
about their subjects, the ‘hero’ in the centre of each story, than any product of human hands
ever tells us about the master who produced it, and yet they are not products, properly speak-
ing. Although everybody started his life by inserting himself into the human world through
action and speech, nobody is the author or producer of his own life story. In other words, the
stories, the results of action and speech, reveal an agent, but this agent is not an author or
producer. Somebody began it and is its subject in the twofold sense of the word, namely, its
actor and sufferer, but nobody is its author.

That every individual life between birth and death can eventually be told as a story with begin-
ning and end is the prepolitical and prehistorical condition of history, the great story without
beginning and end. But the reason why each human life tells its story and why history ultimate-
ly becomes the storybook of mankind, with many actors and speakers and yet without any
tangible authors, is that both are the outcome of action. For the great unknown in history, that
has baffled the philosophy of history in the modern age, arises not only when one considers
history as a whole and finds that its subject, mankind, is an abstraction which never can be-
come an active agent; the same unknown has baffled political philosophy from its beginning
in antiquity and contributed to the general contempt in which philosophers since Plato have
held the realm of human affairs.

The invisible actor behind the scenes is an invention arising from a mental perplexity but cor-
responding to no real experience. Through it, the story resulting from action is misconstrued
as a fictional story, where indeed an author pulls the strings and directs the play. The fictional
story reveals a maker just as every work of art clearly indicates that it was made by somebody;
this does not belong to the character of the story itself but only to the mode in which it came
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into existence. The distinction between a real and a fictional story is precisely that the latter
was ‘made up’ and the former not made at all. The real story in which we are engaged as long
as we live has no visible or invisible maker because it is not made.

James Baldwin

Bundan Sonrast Ates (1963)

Daha da kétiisi, tilkemin ve yurttaslarimin, gegmiste de bugiin de, yiizbinlerce hayati daha
mahvettigini ve mahvetmeye devam ettigini, bundan haberleri dahi olmadigini, bilmek bile
istemediklerini biliyorum. Ulkemin ve yurttaglarimin islediklerini diisiindigiim, bu yiizden
ne benim ne zamanin ne de tarihin onlari hicbir zaman affetmeyecedi sug bu iste. Yikim ve
6lim s6z konusu oldugunda bir insan sert ve filozofca davranabilir, hatta davranmak igin
Gaba gostermelidir, insan insan olali, insanhgin cogunun en iyi basardigi is budur zaten.
(Ama unutma: Insanligin cogu insanhidin tiimii degildir.) Ancak, mahva neden olanlarin
ayni zamanda masum olmalarina izin verilemez. Sugu olusturan masumiyettir.

Secen Vernon Ah Kee Ceviren Kivang Gliney

The Fire Next Time (1963)

And | know, which is much worse, and this is the crime of which | accuse my country and my
countrymen, and for which neither | nor time nor history will ever forgive them, that they have
destroyed and are destroying hundreds of thousands of lives and do not know it and do not want
to know it. One can be, indeed one must strive to become, tough and philosophical concerning
destruction and death, for this is what most of mankind has been best at since we have heard
of man. (But remember: most of mankind is not all of mankind.) But it is not permissible that the
authors of devastation should also be innocent. It is the innocence which constitutes the crime.

Selected by Vernon Ah Kee

J. G. Ballard
Kristal Diinya (1966)

Giindizleri, taslasmis ormanlarin iginden olagandistii kuslar uguyor, hanedan armalarindaki
semenderlere benzeyen, degerli taslarla bezeli timsahlar billur irmagin kiyilarinda parildiyor-
du. Geceleri, 1sikll adam agaclarin arasindan hizla gegiyordu; kollari altindan tekerlekler, kafasi
hayali bir ta¢ gibi...

“Aman, bu gercekten de ¢ok giizel!” Dr. Sanders kadinin gosterdigi takiyi almak igin ileriye dog-
ru uzandi ancak kadin ellerini geri gevirdi. Hemen altinda giinisiginda parildayan sey, kuvars
gibi bir mineralden kesilmis muazzam bir kristal orkideye benziyordu. Cicegdin tiim yapisi taklit
edilmis ve ardindan kristal zemin igerisine gémiimust; devasa bir kesme cam avizenin igine
byl yoluyla yasayan bir numune yerlestiriimis gibiydi. Kuvarsin i¢ yiizeyleri, dikkate deger bir
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beceri ile, orkidenin bir diizine goriintlisiinu kirarak sanki prizmalardan olusan bir labirentin
icinden bakiliyormus gibi birbirlerinin izerine yansitacak sekilde kesilmisti. Dr. Sanders kafasi-
ni oynattiginda miicevherden kesintisiz bir isik pinari yayildi.

Dr. Sanders ciizdanini almak igin elini cebine gétiirdii ve kadin tekrar gliliimseyerek takilardan
birkagini daha gostermek Ulizere kapadi geriye dogru cekti. Orkidenin hemen yaninda yesim
benzeri yari saydam tastan kesilmis, ince bir siirgline bagl bir yaprak filizi duruyordu. Yaprakla-
rin her biri cok ince bir zanaatkarlikla tretilmisti; damarlari kristalin altinda soluk bir 6rgii olus-
turuyordu. Koltuk tomurcuklarindan siirgiiniin hafifce egrilmesine kadar aslina sadik kalinarak
betimlenmis olan yedi yaprakli filiz, Afrika’nin kaba ve masif heykelciliginden ¢ok bir Ortacag
Japon kuyumcusunun sanatina 6zgiiyms gibi gériintiyordu.

Filizin yanindaysa daha da tuhaf bir parca vardi; taslarla bezenmis dev bir stingeri andiran, oyul-
mus bir aga¢ mantari. Hem bu par¢a hem de yaprak filizi, onlari gevreleyen dayanagin ylizey-
lerinde kirilip yansiyan bir diizine goruntuyle parliyordu. Dr. Sanders egilerek kendini takilarla
glinesin arasina konumlandirdi, ancak iglerindeki 11k sanki dahili bir kaynaktan yayiliyormus-
casina parildamaya devam etti.

Ceviren Kerem Kabaday1

The Crystal World (1966)

By day fantastic birds flew through the petrified forests, and jewelled crocodiles glittered like heral-
dic salamanders on the banks of the crystalline river. By night the illuminated man raced among the
trees, his arms like golden cartwheels, his head like a spectral crown...

‘My, that is a beauty!” Dr. Sanders reached forward to take the ornament she had exposed, but the
woman held back his hands. Glittering below her in the sunlight was what appeared to be an im-
mense crystalline orchid carved from some quartzlike mineral. The entire structure of the flower had
been reproduced and then embedded within the crystal base, almost as if a living specimen had
been conjured into the centre of a huge cut-glass pendant. The internal faces of the quartz had
been cut with remarkable skill, so that a dozen images of the orchid were refracted, one upon the
other, as if seen through a maze of prisms. As Dr. Sanders moved his head, a continuous font of light
poured from the jewel.

Dr. Sanders reached into his pocket for his wallet, and the woman smiled again and drew the cover
back to expose several more of the ornaments. Next to the orchid was a spray of leaves attached to
a twig, carved from a translucent jadelike stone. Each of the leaves had been reproduced with ex-
quisite craftsmanship, the veins forming a pale lattice beneath the crystal. The spray of seven leaves,
faithfully rendered down to the axillary buds and the faint warping of the twig, seemed characteristic
more of some medieval Japanese jeweller's art than of the crude massive sculpture of Africa.

Next to the spray was an even more bizarre piece, a carved tree fungus that resembled a huge
jewelled sponge. Both this and the spray of leaves shone with a dozen images of themselves
refracted through the faces of the surrounding mount. Bending forward, Dr. Sanders placed him-
self between the ornaments and the sun, but the light within them sparkled as if coming from
some interior source.
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John Cage
Pazartesi'den itibaren Bir Yil icinde (1967)

Konuyu degistireyim. Zaman duygusu yok mu? Sirasi geldiginde bir ortamdan digerine
kayiyor mu? dedigimde ne sdylemek istiyorum? Bu nedenden biz isimizi deneysel (6ng6-
riilemez) kildik. a) Rastlanti islemleri kullandik. Olasilik sayisinin kesinlikle sinirli oldugu du-
rumlarda yararl oldugunu goriince, b) sunumunun belirlemedigi bir kompozisyon kullandik
(kismen sunumecularin birbirinden bagimsizca yaratti§i bélimlerin belirledigi —nota yok).
Bunun da her sunumcunun bilincinde degisim oldugu zamanlar yararli oldugunu gordiik,
c) kendi kendini belirlemeyen sunumlar kullaniyoruz.

Secen Lawrence Weiner Ceviren Semih Firincioglu

A Year from Monday (1967)

To change the subject. What do | mean when | say: he has no time-sense? Shifting from one
situation to another at appropriate moments? For this reason we made our work experimental
(unpredictable). a) We used chance operations. Seeing that they were useful only where there
was a definite limitation in the number of possibilities, b) we used composition which was inde-
terminate of its performance (characterised in part by parts independently made by each per-
former —no score). Seeing that that was useful only where there was a change of consciousness
on the part of each performer, c) we use performance which is indeterminate of itself.

Selected by Lawrence Weiner

Paul Celan
Biiyiik Kizgin Kubbe (1967)

glIrpina girpina
cukurundan kurtulup tasan
o siyah yildiz stirusuyle:

silislesmis alnina bir kogun
dagladim bu resmi
boynuzlarin arasina, onda,
sarkilarinda sarmallarin
kabariyor pihtilasmis iligi
kalpdenizlerin.

Ne-
lere karsi
direnmez ki?

Dinya gitti, ben tasimaliyim seni.

Secen Bracha L. Ettinger Ceviren Danyal Nacarh
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Vast, Glowing Vault (1967)

with the swarm of
black stars pushing them-
selves out and away:

onto aramss silicified forehead
| brand this image, between
the horns, in which,

in the song of the whorls, the
marrow of melted
heart-oceans swells.

In-

to what

does he not charge?

The world is gone, | must carry you.

Selected by Bracha L. Ettinger Translated by Michael Hamburger

Octavio Paz

John Cage’i Okumak (1968)

Miizik
Yaratir sessizligi,
Mimari
Yaratir uzami.
Hava fabrikalari
Sessizlik
Miizigin uzami:
Uzam
Genisletilmemis:
Sessizlik yoktur
Aklin disinda.
Sessizlik bir diislincedir,
Miizigin sabit fikri.

Secen Fiisun Onur Ceviren Ali Cengizkan
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On Reading John Cage (1968)

Music
invents silence,
architecture
invents space.
Factories of air.
Silence
is the space of music:
an unextended
space:
there is no silence
save in the mind.
Silenceis an idea,
the idée fixe of music.

Selected by Fiisun Onur Translated by G. Aroul

Bilge Karasu
Ada (1970)

Basini cevirdiginde karsisindaki karanlik artmaga basliyor. Andronikos neden sonra anliyor
karanhigin niye arttigini. Adaya ¢ok yaklasmistir artik. Kayalik tepenin karanlik kiitlesi arkasin-
da gokyizii belli belirsiz aydinlaniyor. Yorgun kollar artik diistincesiz, istemsiz, katilasmishgin
duyusuz kolayligi icinde kiirekleri kaldirip indirmege devam ediyor. Kulaklari isitmiyor artik. Kii-
rekler suya girip ¢ikiyor, sular sabahin dinginligi icinde sandalin iki yaninda yirtiliyor, yamaniyor.
Basini cevirdiginde ada hizla biiylyor simdi karsisinda. Isima arttikca da kiigltiyor gibi. Isik ar-
tik denizin yiiziini yalamaga baslayacak neredeyse. ince bir yel iirpertiyor simdi Andronikos’u;
adadan getirdigi bir cam ugultusu ile, bir cam kokusu ile trpertiyor onu. Ne zamandir boyle
bir koku gelmemisti burnuna. Giinliik kokusundan, bu gecenin balik, yosun, tuz kokusundan
ayri, yeni. Andronikos’un boyle yeniliklerle oyalanacak vakti yok oysa... Cani oyalanmak istiyor.
Ama vakti yok. Olmamali. Niye olmamaliymis sanki? Andronikos’'un adzi biraz carpiliyor. Ma-
nastirda, baskentte, Bizans'ta, insanlar arasinda, bu ¢arpilma bir gesit glilimseme sayilirds; bir
zamanlar... insanlar arasinda yasadigi zamanlar; diine degin... Diine degin; insanlar arasinda
yasadigina inandig, yasadigina kendini inandirdigi, inandirmagda calisarak aldattigini anladigi
gline, diine degin. Diin degil, 6nceki giin. Sabah oluyor simdi, diin de bir giinliik geride.

Vakit bol bundan sonra. Vakit cok. Olmek icin de, bir seyler yapmak icin de, vakit bol, cok,
cok bol. Bollugun degeri, anlami olmayacak 6l¢lide bol. Ne yapmali bu vakti? Bir seyler yap-
mali, bir seyler kurmali. Ama kurmak... Kurmak igin, kurmak guictinii bulmak igin...
Andronikos guiltiyor. Hala kaptirabiliyor kendini bu gibi sagmalara, sagma diistince zincirle-
rine... Kendini aldatmaktan baska ise yaramayan bu kisir...

Kisir bile degil. Kisirhidi bastan kabul etmis. Bu cesit dongiilere kisir bile dememeli. Ki-
sirh@ bastan kabul ettigini unutmamali. Sevgi s6ziini bol bol kullanabilmek, basi déne-
siye, esriyesiye, karsisindakileri inandirasiya, karsisindakileri kusturasiya sevgi sozi ile
oynayabilmek igin sevginin bitiin evreni ayakta tuttuguna basta kendini inandirabilmek
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icin, kisirli@i bastan kabul ettigini unutmamall...

Avuglan daha ¢ok kanamasin diye kirekleri, yola ¢iktigindan bu yana kaginci kez —ne
olacak, kacinci kez diye saymak, kaginci kez diye diisinmek neye yarar, ne ¢ikar bdyle sa-
yimlardan, bu da artik 6nemsiz; hi¢ degilse sayr saymasini unutmali bir zaman- birakiyor
elinden. Ellerini suya batiriyor. Avuglari, sanki baskasinin avuglari, kendinin degil; sizhyor.
Cizirdiyor gibi, kizgin yag dolu bir tavaya su sigramiscasina cizirdar gibi...

Bu da bitecek zaten. Artik kiirek kullanmak da yok. Tas tasimak var belki birka¢ gunliigiine ya-
hut saatligine. Onu da bilmiyor.

Oysa bir seyler kurmak i¢in inanmali insan. Her seyden 6nce, inanmali...

Secen Hera Biiyiiktasciyan

Island (1970)

He turns to look ahead. He must be getting close to the island, since the dark imposing mass of
its rocky peak has grown more distinct in the advancing dawn. His exhausted arms pull the oars
with the numbed ease of a body that has grown indifferent to thought or will. He can hardly hear
sounds. The oars plunge into the water, withdraw, plunge again; the sea tears open, yielding to
the boat, mends itself in the morning calm.

He turns to look again. Theisland, getting larger as he approaches, appears to shrink in the glow
of the sun rising from behind it. The first rays are about to touch the surface of the sea. A soft
breeze makes Andronikos shiver, carrying the whisper, the scent of pine needles from the island.
It has been a very long time since he experienced a new scent, different from everyday scents
or even last night's smell of fish, seaweed, salt... Still, Andronikos has no time to enjoy such dis-
tractions, though his soul craves them. He knows it shouldn't but can’t say why. An indistinct
grin settles on his lips, which would have been considered a smile of sorts in the monastery, in
Byzantium. Once upon a time, when he used to belong to a community, more precisely, until
yesterday — when he finally realised that he had made himself believe all along, that he had de-
ceived himself into thinking that he believed he belonged to acommunity. No, it wasn't yesterday
but the day before. Morning is breaking; yesterday is already more than a day ago.

From now on, he'll have time. Abundant time. To die, to live, to experience new things... In fact, so
much time that it will have no intrinsic meaning or value. How best to use this time? He ought to
do something. Perhaps create something. Yet to create, to find the strength to create something...
Andronikos laughs. He still can't resist the seduction of such nonsense, such absurd reasoning.
This deceptive, good for nothing, impotent...

No, not impotent. Such reasoning shouldn't even be called impotent. He shouldn't forget that he ac-
cepted impotence from the start. So that he could use the word ‘love’ often, freely, with dizzying aban-
don, untilhe made believers of others, made them nauseous with his play on words, until he convinced
himself, too, that love is the mainmast of the universe, he accepted impotence from the start...

He releases the oars to keep his palms from bleeding too much. How often he has had to release
them since the start of his journey, he’s lost count. (Why even count? He should stop counting
at least for now.) He plunges his hands into the water. He can hardly feel his battered palms, as
though they're not his, except for their pain, a sharp, hissing pain — like water spilled in scalding oil.
This, too, will pass, he thinks, this exertion at the oars. Soon he'll have to carry stones. For the
next few days or just hours perhaps. He doesn’t know.

Yet to create something, one must first believe. Above all else, believe...

Selected by Hera Biiyiiktasciyan Translated by Aron Aji & Fred Stark

Gt
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R.D. Laing
Diigiimler 1970)

Her sey her seyde

Her insan tim insanlarda

Herkes herinsanda

Her varlikta tim varlik

Hepsi her birinde

Her biri hepsinde

Zihindir tum ayinmlar — zihince, zihinde, zihnin
Ayinm yoksa yok demek ayiracak zihin

Ictedir bir

Ceviren Tarik Guinersel

Knots (1970)

Allinall

Each maninallmen

all men in each man

All being in each being

Allin each

Eachinall

All distinctions are mind, by mind, in mind, of mind
No distinctions no mind to distinguish

Oneisinside

Rainer Werner Fassbinder

Yasanun Taklit Edilisi:
Douglas Sirk Filmleri Hakkinda (1971)

Ask Riizgérlarr’ndaki [Written on the Wind] Rock Hudson, gergekten diinyanin en inatgi do-
muzu. Dorothy Malone’un igindeki 6zlemi az da olsa mutlaka seziyordur. Kadin kendini ona
sunar; durumu anlasin diye az cok ona benzeyen tiplerle alenen is tutar. Rock’in tek sdyleye-
bildigi ise “Seni asla memnun edemem”. Tanri biliyor ki, memnun edebilir. Dorothy odasin-
da bir 8liiniin dansini ederken —bu belki de deliligin baglangicidir- babasi 8liir. Oliir, ¢linki
sucludur. Cocuklarina stirekli digerinin, yani Rock’in onlardan daha iyi oldugunu hatirlatip
durmustur; ta ki gercekten de 6yle olana kadar. Ciinkii highir zaman istedigi seyi yapamamis
olan babanin géziinde, Rock’in -hi¢ para kazanmamis ve ne zaman isterse ava ¢ikabilen—ba-
basi her zaman daha iyi olandi. Cocuklar, zavalli enayilerdir. Baba muhtemelen hatasini anlar
ve sucluluktan nallan diker. Izleyici her haliikarda anlamistir. Olimii korkung falan degildir.
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Robert, Lauren’t sevmedigi i¢in ondan bir cocuk istemektedir. Ya da Robert, herhangi bir sey
basarma imkani olmadidi igin en azindan bir gocuk yapmak istemektedir. Cesaret, bir zayifi-
g1 ortaya cikarmistir. Robert yeniden icmeye baslar. Artik Lauren Bacall'in kocasina sunacak
hicbir seyi olmadigi gériiliir. Kocasiyla disari ¢ikip beraber icmek ve istirabini anlamak yerine
giderek daha soylulasir ve saflasir, daha da fazla mide bulandirici bir hale gelir; kendisi de soy-
lu ve mide bulandirici olan Rock Hudson’a aslinda ne kadar yakisacagi giderek daha agik¢a
gordlur. Bir seyler olmak igin yetistirilmis, kafalari manipule edilmis hayallerle dolu insanlarin
hepsi g6t olmustur. E§er Lauren Bacall, Robert Stack’in yaninda, onun sirtindan veya onun
icin yasayacagina, onunla beraber yasamis olsaydi, Robert da dogacak ¢cocugun gercekten
kendisinden olduguna inanabilirdi; onca inlemesine de gerek kalmazdi. Ama su halde ¢ocuk,
daha ¢cok Rock Hudson'danmis gibidir gergekten; Lauren’la hig birlikte olmamasina ragmen.
Dorothy kétii bir sey yapar —erkek kardesini Lauren ve Rock’in iizerine salar. Buna rag-
men sinemada herhangi bir insani Dorothy’yi sevdigim kadar ¢ok nadiren sevmisimdir.
izleyici olarak, Douglas Sirk’le beraber insanlarin caresizliginin izlerini siiriiyorum. Ask
Riizgérlar’'nda iyi, “normal” ve “giizel” hep ¢ok igrencken, kot, zayif ve pervasizca olan her
sey, iyileri manipiile edenlerde bile bir izan duygusu uyandiriyor.

Ve bir kere daha, her seyin gergeklestigi, buyik bir merdivenin hakim oldugu soylenen ev.
Ve aynalar. Ve her yerde cigekler. Ve altin. Ve soguk. Cok paraya yapilacak cinsten bir ev.
Insanin parasi oldugunda satin aldigi ve icerisinde bir tiirlii rahat edemedigi hareketli dekor
pargalariyla dolu bir ev. Oktoberfest'te oldugu gibi her sey hareketli, rengarenk ve sen onlar
gibi yapayalnizsin. Douglas Sirk’iin Hedley’ler icin insa ettirdigi bu evde duygular en tuhaf
ciceklerini agiyor olmali. Sirk’iin 15191 her zaman dogdaya olabildigince aykirdir. Hi¢ olmama-
si1 gereken yerlerdeki golgeler, yabancisi olmak isteyecediniz duygulari makul kilar. Aynisi
Ask Riizgérlar’ndaki kamera agllari igin de gegerli —-neredeyse sadece egik ve cogunlukla
asagidan: Hikayedeki tuhafligin izleyicinin kafasinda degil, beyaz perdede olmasiigin segil-
mis. Douglas Sirk’lin filmleri insanin kafasini 6zg(irlestirir.

Secen Daria Martin Ceviren Kerem Kabaday:

Imitation of Life: On the Films of Douglas Sirk (1971)

Rock Hudson in Written on the Wind is the most stubborn pig in the world. He must sense some
of the longing Dorothy Malone is feeling. She throws herself at him, she carries on in public with
guys who resemble him somehow, to make him get the message. All he can say is, ‘| would never
be able to satisfy you.” But he would, God knows. While Dorothy is dancing in her room, the
dance of a dead woman —that may be the beginning of madness — her father dies. He dies be-
cause he’s guilty. He always reminded his children that the other one, Rock, was the better man,
until he really was. Because Rock’s father, who hasn't earned any money and can go hunting
when he feels like it, was always the better man in the eyes of the father, who could never do the
things he wanted to. The children are the poor wretches. Probably he realises his guilt and drops
dead of it. In any case the moviegoer realises it. His death isn't horrible.

Because Robert doesn't love Lauren, he wants a child by her. Or because Robert doesn't have any
prospects of accomplishing anything, he wants to beget a child, at least. Courage detects a weak-
ness. Robert begins to drink again. Now it becomes clear that Lauren Bacall doesn't have anything
to offer her husband. Instead of going out drinking with him and showing some understanding for his
pain, she just becomes more and more noble and pure, more and more nauseating, and you see more
and more clearly how well she would suit Rock Hudson, who's also nauseating and noble. These peo-
ple who were raised for a specific purpose and have their heads full of manipulated dreams are totally
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screwed up. If Lauren Bacall had lived with Robert Stack instead of living next to, off of, and for him, he
would have been able to believe that the child she bears was really his. He wouldn't have had to groan.
But this way his child is really more Rock Hudson's, even though Rock never did it with Lauren.
Dorothy does something evil — she makes her brother suspicious of Lauren and Rock. Yet even
so, | love her as I've seldom loved a person in a movie. As a viewer I'm with Douglas Sirk on the
trail of human despair. In Written on the Wind everything good and ‘normal’ and ‘beautiful’ is
always very disgusting, and everything evil, weak, and confused makes you feel sympathy. Even
for those who manipulate the good people.

And then the house where all this takes place. Dominated, people say, by the grand staircase.
And mirrors. And always flowers. And gold. And coldness. The sort of house you build for a lot
of money. A house with all the fancy doodads you get when you have money, and among which
you don't feel comfortable. It’s like at the Oktoberfest, where everything is animated and colorful,
and you're lonely like them. In this house, which Douglas Sirk had built for the Hedleys, feelings
must put forth the weirdest blossoms. The light in Sirk’s films is always unnaturalistic as possi-
ble. Shadows where there shouldn't be any help to render plausible emotions that you would
prefer to keep at arm's length. The same with the camera angles in Written on the Wind — mostly
oblique, mostly from below: chosen so that the strangeness of the story doesn't manifest itself in
the mind of the viewer but on the screen. Douglas Sirk’s films liberate the mind.

Selected by Daria Martin Translated by Krishna R. Winston

Ivan lllich

Okulsuz Toplum (1971)

Zengin ve fakire ayni sekilde satilmak zorunda olan pek ¢ok iitopyaci tasarimlar ve gelecege
ait senaryolar, yeni ve maliyeti yiiksek teknolojilerden sd6zetmektedir. Herman Kahn, Vene-
zuela'da, Arjantin’de ve Kolombiya'da 6grencilerle ilgili bir dizi arastirmalar yapmistir. Sergio
Bernardes’in 2000 yil Brezilyasi igin kurdugu hayale gore o zaman kdhne fiize bataryalari
jet limanlari, 1960’larin, 1970’lerin sehirlerinin alt-list olacadi su anki Birlesik Devletlerde
mevcut olan makinelerden daha yenileri parildayacaktir. Buckminster Fullerden ilham alan
gelecekgiler daha ucuz ve daha egzotik arag-gereclere bel baglamislardir. Agikgasi, bize az
aracla ¢ok is yapmamizi saglayacak yeni, muhtemel teknolojinin stipersonik ulasimdan zi-
yade hafif metrolar, yatay yerlesimden ziyade dikey yerlesim plani kabul edilmesini hesaba
katmaktadirlar. Glinimuziin tum gelecekgi planlamacilan kaginilamaz toplumsal sonuglarla
(birkag kisinin imtiyazi haline gelecek olan mal ve hizmetleri, giderek artan bir sekilde tim
insanog@lunun daha cok talep etmesi) yuz yiize gelmeyi reddederken, teknik olarak miimkiin
olanlari ekonomik olarak uygulanabilir hale getirmeye ¢alismaktadirlar.

inaniyorum ki, arzu edilebilir bir gelecek, tiiketim yasami lizerinde bastan sonra planlanmis
etkin bir yasami segcmemize, sadece yapip yapmamamizi, Uretip tiikketmemizi saglayacak
bir yasam modelini devam ettirmekten ziyade, bunu bizim kendiliginden, bagimsiz, birbir-
leriyle iligkili olmamizi temin edecek bir yasam modeline baglidir. Gelecek, yeni ideolojiler
ve teknolojiler gelistirmemizden ziyade, daha ¢ok etkin bir yasami destekleyen kurumlari
secimimize baghdir. Teknolojik kaynaklarimizi, tercihen bdylesi biiyiimekte olan kurumlara
yatinm olarak degerlendirme istegi kadar; aliskanliklardan ziyade kisisel gelisimi destekle-
yen kurumlari tanimamiza yol agacak bir dizi kritere ihtiyacimiz vardir.
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Teknoloji, insana ya meydana getirme ya da yapma ile doldurabilecedi ihtiyari bir zaman
saglamaktadir. Uziintilye sebep olan issizlik ve mutluluk veren bos zaman arasinda secim
yapmak biitiin kiilturler icin séz konusudur. S6z konusu bu durum, kiiltiriin segtigi kurumsal
tarza baghdir. Bu segim, tarima ya da kolelik tizerine bina edilmis antik bir kultiirde distnu-
lemezdi. Fakat endiistri sonrasi insani icin kaginiimaz bir hal almistir.

Mevcut zamani doldurmanin bir yolu, esyalarin tiiketimi igin ve ayni zamanda hizmet tretimi
icin artan talebi hizla gelistirmektir. Birincisi, yeni esyalarin tiiketimi icin s6z konusu yeni
drtinlerin (seylerin) daima biyuyen teshirini saglayan bir ekonomiyi dolayl olarak ‘hizmet’
kurumlarinin Griinlerine doniistiirmeye yodnelik basarisiz bir tesebbiisii dolayl olarak belirt-
mektedir. Bu durum, okullagsmanin ve egitimin, tibbi hizmetin ve sagligin, televizyon izleme-
nin ve eglencenin, hizin ve etkili hareket yeteneginin, saptanmasina yol agmaktadir. Birinci
secenek gelisme adi altinda yer almaktadir.

Daha uzun sireli dayanikli mallarin sinirli sunumu, mevcut zamani doldurma ve insan et-
kilesiminin arzu edilebilirligini ve firsatini artirabilecek kurumlara girisi saglamak yolunda
radikal bir alternatiftir.

Dayanikli mamdillerin yer aldigi bir ekonomi, modasi ge¢mis bir ekonomiyle taban tabana
zittir. Dayanikl mamiillerin bulundugu bir ekonomi triinlerin faturalarini kisittama anlamina
gelmektedir. Uriinler, onlarla birseyler ‘yapma’ yolunda maksimum firsati saglamis olmak
zorundadirlar. Her bir kalem, bagkasinin yardimina ihtiya¢ duymadan soékdiliip takilabilecek,
tekrar kullanilabilecek ve onarilabilecek sekilde yapilimistir.

Uriinlerin dayanikli, onarilabilir ve tekrar kullanilabilir olduklari yolunda, ilanlarda yapilan bu
aciklamalar kurumsal olarak Uretilmis hizmetlerin artisi anlamina gelmemektedir. Fakat bun-
dan ziyade harekete ge¢me, katilim ve baskasinin yardimina ihtiya¢c duymamak igin siirekli
egitim yapan kurumsal bir yapidir. Toplumumuzun —tim kurumlarin endustri sonrasi biirok-
rasisine dogru cezbedildigi su anda- liriin lizerinde hareket etmenin yogunlugunun hikim
slirdigu- endustri sonrasi mutlu bir gelecege dogru olan hareketi, hizmet kurumlarinda
yeni bir tarzin ve hergseyden 6nce yeni bir editimin canlandiriimasiyla baglamak zorundadir.
Arzu edilebilir ve yasanir olan bir gelecek, teknolojik becerimizi basarili kurumlarinin ge-
lismesi yoniinde kullanmaya duyacagimiz isteklilige baglidir. Bu durum, egitim arastirmasi
alaninda su anki egilimlerin tersine gevrilmesi yoniinde bir istek anlamina gelmektedir.

Secen Fernando Garcia-Dory Ceviren Mehmet Ozay

Deschooling Society (1971)

Most utopian schemes and futuristic scenarios call for new and costly technologies, which
would have to be sold to rich and poor nations alike. Herman Kahn has found pupils in Venezue-
la, Argentina, and Colombia. The pipe dreams of Sergio Bernardes for his Brazil of the year 2000
sparkle with more new machinery than is now possessed by the United States, which by then will
be weighted down with the antiquated missile sites, jetports, and cities of the sixties and seven-
ties. Futurists inspired by Buckminster Fuller would depend on cheaper and more exotic devic-
es. They count on the acceptance of a new but possible technology that would apparently allow
us to make more with less—lightweight monorails... Rather than supersonic transport; vertical
living rather than horizontal sprawling. All of today’s futuristic planners seek to make economical-
ly feasible what is technically possible while refusing to face the inevitable social consequence:
the increased craving of all men for goods and services that will remain the privilege of a few.

| believe that a desirable future depends on our deliberately choosing a life of action over a

Antoloji / Anthology 179

life of consumption, on our engendering a life style which will enable us to be spontaneous,
independent, yet related to each other, rather than maintaining a life style which only allows
us to make and unmake, produce and consume — a style of life which is merely a way station
on the road to the depletion and pollution of the environment. The future depends more upon
our choice of institutions which support a life of action than on our developing new ideologies
and technologies. We need a set of criteria which will permit us to recognise those institutions
which support personal growth rather than addiction, as well as the will to invest our technolog-
ical resources preferentially in such institutions of growth.

Technology provides man with discretionary time he can fill either with making or with doing.
The choice between sad unemployment and joyful leisure is now open for the entire culture. It
depends on the institutional style the culture chooses. This choice would have been unthink-
able in an ancient culture built either on peasant agriculture or on slavery. It has become inevi-
table for postindustrial man.

One way to fill available time is to stimulate increased demands for the consumption of goods
and, simultaneously, for the production of services. The former implies an economy which pro-
vides an ever-growing array of ever newer things which can be made, consumed, wasted, and
recycled. The latter implies the futile attempt to ‘make’ virtuous actions into the products of ‘ser-
vice’ institutions. This leads to the identification of schooling and education, of medical service
and health, of program-watching and entertainment, of speed and effective locomotion. This
first option now goes under the name of development.

Theradically alternative way to fill available time is a limited range of more durable goods and to pro-
vide access to institutions which can increase the opportunity and desirability of human interaction.
A durable-goods economy is precisely the contrary of an economy based on planned obsoles-
cence. A durable-goods economy means a constraint on the bill of goods. Goods would have
to be such that they provided the maximum opportunity to ‘do’ something with them: items
made for self-assembly, self-help, reuse, and repair.

The complement to a durable, repairable and reusable bill of goods is not an increase of institu-
tionally produced services, but rather an institutional framework which constantly educates to
action, participation and self-help. The movement of our society from the present —in which all
institutions gravitate toward post-industrial bureaucracy - to a future of postindustrial convivi-
ality — in which the intensity of action would prevail over production — must begin with a renewal
of style in the service institutions — and, first of all, with a renewal of education. A future which is
desirable and feasible depends on our willingness to invest our technological know-how into
the growth of convivial institutions.

Selected by Fernando Garcia-Dory
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Robert Smithson
Sarmal Dalgaliran (1972)

New York'ta, o kentsel ¢éldeyken, Bob Fiore ve Barbara Jarvis ile baglanti kurup filmimi toparla-
maya yardim etmelerini istedim. Film bir dizi kopukluk olarak basladl, belirsiz ve degisken sey-
lerden toplanmis, dengelenmis pargalardan olusan dikenli bir ¢alilik, icerigi birbirini takip eden
karelerde sikisip kalmis; duraganiyla, hareketlisiyle bir akismazliklar akintisi. Ve bu “cekimler-
den” olusan karmasanin lizerine egilen film editori, heniiz bir araya gelmemis bir diinyaya dair
izlenimlerini dlizenlemeye ¢alisan bir paleontologu andiriyor; daha tamamlanmasi gereken bir
diyar, sona ermemis bir zaman kesiti, birkag film makarasina islenmis mekansiz bir araf. Negatif
kesicinin askisindan sarkan film seritleri, Utah’tan wir zivir, diisiik ve asiri 1sikli cekim hatalari,
icine girilmesi imkansiz bir malzeme yigini. Glines, sarmallik ve tuz, uzayan ¢ekimlere gémdli.
Filmler ve film yapmakla ilgili her sey arkaik ve kaba. Bu Arkeozoik mecra, insani bilinen en eski
jeolojik caglara tasiyor. Bakimlik [moviola], kamyonlari dinozorlara geviren bir “zaman makine-
si’ne dénisiyor. Oldirdiigii mamutun bagirsaklarini ceken bir Neandertalin inceligiyle Fiore,
bakimliktan uzun uzun film seritleri cekiyor. 13. Cadde’deki ¢ati katinin penceresinden bakarken
insan Pleistosen fauna, buzul yiikselmesi, yasayan fosiller ve tarihéncesinden harikalar gérme-
yi bekliyor. iki magara adami gibi, New York City’den Sarmal Dalgakiran’a nasil ulasacagimizi
cizdik. Bir ilkel geri donus jeopolitigi ortaya ¢ikti.

Secen Tacita Dean Ceviren Kerem Kabaday1

The Spiral Jetty 1972)

Back in New York, the urban desert, | contacted Bob Fiore and Barbara Jarvis and asked them to
help me put my movie together. The movie began as a set of disconnections, a bramble of stabi-
lised fragments taken from things obscure and fluid, ingredients trapped in a succession of frames,
a stream of viscosities both still and moving. And the movie editor, bending over such a chaos of
‘takes’ resembles a paleontologist sorting out glimpses of a world not yet together, a land that has
yet to come to completion, a span of time unfinished, a spaceless limbo on some spiral reels. Film
strips hung from the cutter’s rack, bits and pieces of Utah, out-takes overexposed and underex-
posed, masses of impenetrable material. The sun, the spiral, the salt buried in lengths of footage.
Everything about movies and moviemaking is archaic and crude. One is transported by this Arche-
ozoic medium into the earliest known geological eras. The movieola becomes a ‘time machine’ that
transforms trucks into dinosaurs. Fiore pulled lengths of film out of the movieola with the grace of
a Neanderthal pulling intestines from a slaughtered mammoth. Outside his 13th Street loft window
one expected to see Pleistocene faunas, glacial uplifts, living fossils, and other prehistoric won-
ders. Like two cavemen we plotted how to get to the Spiral Jetty from New York City. A geopolitics
of primordial return ensued.

Selected by Tacita Dean
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Clarice Lispector
Agua Vioa (1973)

Ve “ben” diyorsam eger, nedeni “sen” veya “biz” veya “biri” demeye cesaret edememem, kendimi kisiles-
tirerek ve kiictimseyerek algakgonillii olmaya mecbur olmamdir. Ama ben o “sen-misin”im.

Evet, son s6z benim olsun isterim, ama o ayni zamanda &yle bir ilk s6z olsun ki gergegin elde edilemez
kismiyla karissin. Mantiktan uzaklasmaktan hala korkarim, ctinkii iggtidiye, dogruya ve gelecege ceki-
lirim: Bugtiniin icadl, yarini meydana getirmenin tek yoludur. Sonra bir bakmigsin gelecektesin, her saat
sana ayrilmis. Oyleyse mantiktan uzaklasmamin ne zarari var? Ben hammaddeyle ugrasinm. Diisiince-
nin 6tesine gizlenmis olanin pesindeyim. Beni sabitlemenin yarari yok: Buna izin vermez, siyrilir gegerim,
etiket bana tutunamaz. Cok yeni ve gercek, kendini merak eden bir sayfa araliyorum; o kadar cekici ve
kisisel ki cizebilmem veya tanimlayabilmem miimkuin degil. Seninle gegirdigim, seni sevdigim anlar gibi;
derinlerine inmekten geride birakamadigim anlar. Etrafimi saran enerjiyle temas hali bu ve irkiliyorum.
Deli, delice bir uyum. Bakislarim kendini diinyaya tiimiiyle teslim etmis ilkel bir insanin bakiglari olmali,
biliyorum; iyiyi ve kétiyli kaba hatlariyla kabul eden, kétiiye sac gibi dolanmis iyiyi ve iyi olan kotilyi
bilmek istemeyen tanrilar gibi ilkel bir insan.

Kendi 6liimiini beraberinde getiren ve digerlerinin dogdugu apansiz anlari —dizimleri ve rastlantisallik-
lari mithis glizel bas n anlarini i im.

Simdi giin doguyor ve safak beyaz bir sis sahilin kumlarinda. Oyleyse her sey benim. Yemege elim deg-
miyor, giiniin uyanisindan &te uyanmak istemiyorum. Biiylidiikge igcimde belli belirsiz bir umudu éldiiren
ve beni dogrudan sert giinesin suratina bakmaya zorlayan giinle birlikte biiyiliyorum. Firtina esiyor ve
kagitlarimi dagtiyor. O qigliklar riizgarini, egik ugan kanatlarini agmig kusun 6lm hiriltisini duyuyorum.

Secen Anna Boghiguian Ceviren Marco de Pinto

Agua Viva (1973)

And if | say ‘I it's because | dare not say ‘you’, or ‘we’ or ‘one.” I'm forced to the humility of personalising
myself, belittling myself, but | am the are-you.

Yes, | want the last word which is also so primary that it gets tangled up with the unattainable part of the
real. I'm still afraid to move away from logic because | fall into instinct and directness, and into the future:
the invention of today is the only way to usherin the future. Thent's the future, and any hour s your allotted
hour. So what's the harm of moving away from logic? | deal in raw materials. I'm after whatever is lurking
beyond thought. No use trying to pin me down: | simply slip away and won't allow it, no label will stick.
I'm entering a very new and genuine chapter, curious about itself, so appealing and personal that | can't
paint it or write it. It’s like moments | had with you, when | would love you, moments | couldn't go past be-
cause | descended into their depths. It's a state of touching the surrounding energy and | shudder. Some
mad, mad harmony. | know that my gaze must be that of a primitive person surrendered completely to the
world, primitive like the gods who only allow the broad strokes of good and evil and don't want to know
about good tangled up like hair in evil, evil that is good.

| pin down sudden instants that carry within them their own death and others are born — | pin down the
instants of metamorphosis and there’s a terrible beauty to their sequence and concurrence.

Now day is breaking, a dawn of white mist on the sands of the beach. Everything is mine, then. | barely
touch food, | don't want to awaken beyond the day’s awakening. 'm growing with the day that as it grows
killsin me a certain vague hope and forces me to look the hard sun straight in the face. The gale blows and
scatters my papers. | hear that wind of cries, the death rattle of a bird open in oblique flight.

Selected by Anna Boghiguian Translated by Stefan Tobler



182 Sri Nisargadatta Maharaj

Sri Nisargadatta Maharaj
Ben O’yum (1973)

Bagimsizhiginizi hem diisiincede hem eylemde dogrulayin. Sonucta her sey sizin kendi
hakkinizdaki inanciniza, gérdiiklerinizin ve isittiklerinizin, dustinduklerinizin ve hissettik-
lerinizin gergek oldugu hakkindaki kaniniza bagh bulunuyor. Neden inancinizi sorgulami-
yorsunuz? Hi¢ kusku yok, bu diinya bilincin perdesine sizin tarafinizdan resmedilmistir ve
o timuyle size 6zel diinyanizdir. “Ben-im” duygunuzdur bu diinyada olup da bu diinyadan
olmayan. Hicbir mantik ya daimgeleme ¢abasiyla “Ben-im”i, “Ben-degilim”e ceviremezsiniz.
Varliginizi inkarla dahi onu dogrulamis olursunuz. Diinyanin sizin kendi projeksiyonunuz
oldugunu bir kez idrak ettiginizde, ondan kurtulmussunuzdur. Kendi imgeleminiz disinda
var olmayan bir diinyadan kurtulmaya da ihtiyaciniz yoktur! Resim giizel-girkin, nasil olursa
olsun, onu siz yapmaktasinizdir ve onunla bagh, sinirli degilsiniz. Kimsenin onu size zorla
kabul ettirmedigini, onu zorla basiniza sarmadigini, bunun, hayali olani gergek gibi kabul
etme aliskanliginizdan 6turii boyle oldugunu idrak edin. Hayal tirtini olani hayal triind ola-
rak goriin ve korkudan kurtulun.

Nasil 1sik halidaki renkleri meydana ¢ikarirsa, ama isik renk degilse, dylece, dinya sizden
dolayi vardir ama siz diinya degilsiniz.

Diinyayi yaratip ayakta tutana siz Tanri ya da takdir-i I1ahi diyebilirsiniz ama nihai olarak, Tan-
r'nin varliginin kaniti sizsiniz, bunun tersi degil. Clinkii Tanri hakkinda herhangi bir soruyu
sormak i¢in sizin varliginiz gerekir.

Secen Taner Ceylan Ceviren Jale Gizer Glirsoy

IAm That 1973)

Assert your independence in thought and action. After all, all hangs on your faith in yourself, on the
conviction that what you see and hear, think and feel is real. Why not question your faith? No doubt,
this world is painted by you on the screen of consciousness and is entirely your own private world.
Only your sense ‘lam’, though in the world, is not of the world. By no effort of logic orimagination can
you change the ‘lam’into ‘lam not'. In the very denial of your being you assert it.

Once you realise that the world is your own projection, you are free of it. You need not free yourself of
aworld that does not exist, except in your own imagination! However is the picture, beautiful or ugly,
you are painting itand you are not bound by it. Realise that there is nobody to force it on you, that it is
due to the habit of taking the imaginary to be real. See the Imaginary as imaginary and be free of fear.
Just as the colours in this carpet are brought out by light but light is not the colour, so is the world
caused by you but you are not the world. That which creates and sustains the world, you may call
it God or providence, but ultimately you are the proof that God exists, not the other way round. For,
before any question about God can be put, you must be there to put it.

Selected by Taner Ceylan Translated by Maurice Frydman
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Jaeques Lacan
Les Non-Dupes Errent/Seminer (12 Mart 1974)

Kadin yoktur ... ama bir diigiim, daha dogrusu bir kiviim oldugunda bir kadin belirebilir ...
kadin bir kivrimi sabitler ... cinsel birlesmede basaril olabilir. Ancak bu birlesme bir'in iki ile,
her birinin her biriyle, bu (¢ ipligin her birinin birlesmesidir. Cinsel birlesme, deyim yerin-
deyse, kadinin iplik egirmesine i¢seldir. Kadin da roltini iste bu noktada oynar —kendisi igin
lic olmanin ne demek oldugunu géstererek. Bir bagka deyisle, imgesel, Simgesel ve Gergek
ancak ti¢/uicli olmalariyla, sadece bununla ayirt edilir ... 6zne kendisini burada bulamaz. Bu
¢ kathlik sayesinde —bir kadin bu ti¢ kathli§i bazen iskalayarak tutturur, bir bagka deyisle,
cinsel birlesmeyi kendi icinde gerceklestirerek onunla yetinir/tatmin olur- iste bunun sa-
yesinde, diiglimiin bir islevi oldugu fikri sayesinde, erkek biraz sagduyu kazanir. Kivrimin
diigiimlenmesi bize ... diizenden 6énceki Gercegi ... yani Imgesel ve Simgesel ile birlikte
Uclu olusturan seyi verir. Gergegin kendisi de li¢ unsurdan meydana gelir —yani jouissan-
ce, beden ve 6liimden, tabii bu ticd, cinselligin teyit edilemeyecek ¢ikmaziyla birbirine dii-
glimlenmis oldugu 6lciide ... Gergegin icinde bilgi vardir ve gerceklestigini gormeye aliskin
oldugumuz seyin icinde baglantinin nasil kuruldugunu biz bilmesek de Gergek isler, calisir.

Secen Bracha L. Ettinger Ceviren Savas Kili¢

Les Non-Dupes Errent / Seminar (12 March 1974)

The woman does not exist ... but a woman can occur, when there is a knot, or rather a plait ... she
ties up a plait ... she manages to succeed at sexual union. Only this union is the union of one with
two, or of each with each, of each of these three strands. The sexual union, if | may say so, is inter-
nal to her spinning / to its weave. And that is where she plays her part, in really showing us what
aknot is — by showing what it is for her to succeed in being three. In other words the Imaginary,
the Symbolic and the Real are only distinguished by being three parts, and just that ... without
the subject finding him or herself. It's through this tripleness — which a woman may sometimes
obtain by failing it, in other words, which satisfies her as achieving ... within herself the sexual un-
ion - it's through this that man gains some commonsense, through the idea that a knot has a use
... The knotting of the plait gives us ... the Real before the order ... the one that makes three along
with the Imaginary and the Symbolic ... The Real itself is made up of three, namely, jouissance,
the body and death, in as much as they are knotted, that is only, of course, by the unverifiable
impasse of sex ... There is knowledge in the Real, which functions without us being able to know
how the connection is made in what we are used to seeing happen.

Selected by Bracha L. Ettinger Translated by Bracha L. Ettinger
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Jaeques Lacan
Seminer (18 Kasim 1975)

Sanat, zanaatkarlik... semptom anlaminda kendini dayatani hangi bakimdan bozabilir[:] ...
yani hakikati.

Secen Ania Soliman Ceviren Savas Kilig

Seminar (18 November 1975)

How can art, the artisan, undo ... what is imposed in terms of symptom, namely ... the truth?

Selected by Ania Soliman Translated by Cormac Gallagher

Jacques Lacan

Le Sinthome (17 Subat 1976)

...sinthome [Z] ... Simgesel, Imgesel ve Gergegin bir arada olmaya devam etmelerini sagla-
yan sey, ... sinthome dedigim, adini verdigim, kabul ettigim sey, burada bir halkayla, sicim
halkasiyla isaretlenmistir, diyelim ki diigiim cizgisinin sastigi yerde ortaya ¢iktigi varsayilir
tarafimdan... isterse diigiimiin akamete ugradigi yer olsun bu. ... Esdegerlilik yoksa, konu-
san-varlikta [parlétre], insanda, cinsel iliski dedigimiz seyin kendi kendini ayakta tutabildigi
tek sey, tek huzurlu kése budur. ... Freud’un dogal saydigi iliskide —ki bunun higbir anlami
yoktur—, cinsel iliskide muhatap oldugumuz sey sinthome’dur.

Secen Bracha L. Ettinger Ceviren Savas Kilig

Le Sinthome (17 February 1976)

The sinthome [¥] is something that allows the Symbolic, the Imaginary and the Real to go
on holding together. ... what | call, what | designate, what | can stand of the sinthome, which
is marked here with a circle of string, is meant to take place at the very spot where, say, the
trace of the knot goes wrong. ... It's a ‘slip of the knot'. ... There is no equivalence, that’s the
only thing, that's the only recess where what the speak/through-being [parlétre] the human be-
ing, by which the sexual rapport is sustained. ... The sinthome’s direct link; it is this something
which must be situated in its doings with the Real, with the real of the unconscious ... it is the
sinthome we must deal with in the very rapport Freud maintained was natural — which doesn't
mean a thing —: the sexual rapport.

Selected by Bracha L. Ettinger Translated by Bracha L. Ettinger
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Georges Peree

Yasam: Kullanma Kilavuzu (1978)

Yapboz sanati ilk bakista kiiciik, 6yle pek fazla dnemli olmayan bir sanat, Gestalt kuraminin
basit bir 6gretisi gibidir: bakislarimizi yonelttigimiz ya da ilgilendigimiz sey —algisal bir edim,
ogrenme, bir psikoloji sistemi ya da ilgi alanimizdaki agactan bir yapboz- énce ayristirilip
sonra incelenecek bir pargalar toplami degildir, bir buttinddir, yani bir bigim, bir yapidir: par-
Ga bitlinden 6nce var olmamustir, ne daha dolaysiz ne daha eskidir ondan, pargalar biitii-
nii belirlemez, bitiin parcalari belirler: eksiksiz olanin ve kurallarinin, bitiiniin ve yapisinin
bilinmesi, bunlari olusturan pargalarin ayri ayri bilinmesine indirgenemez; bu su demektir:
bir yapboz par¢asina ti¢ giin bakip, onun goériintsi ve rengiyle ilgili tim bilgilere sahip ol-
dugunuzu sanirsiniz, oysa bir milim ilerleme kaydetmemissinizdir bu alanda: bu pargayla
oteki pargalar arasinda ilinti kurmaktir séz konusu olan ve bu anlamda yapboz sanatiyla go
sanati arasinda bir ortak nokta vardir; yalnizca bir araya getirilmis pargalar bir anlam ve oku-
nabilirlik niteligi kazanacaktir: yapboz pargalarini tek tek ele almanin higbir anlami yoktur;
bu olanaksiz bir sorudan baska bir sey degildir, donuk, saydamsiz bir meydan okumadir;
ama dakikalar sonra ve bircok hatadan sonra ya da giiclii bir esinle yarim dakikalik bir stire
icinde, pargalardan biriyle yanibasindaki arasinda bir bag kurdunuz mu, parga kaybolur ve
bir parca olarak varligini stirdiirmez artik: bu iliskiden 6nce gelen biyiik zorluk yapboz -mu-
amma- sézciigiiniin ingilizcede yalnizca, “artik varlik nedeni olmayan” degil, bir aciklik ve
gerceklik durumunu kazandikga “higbir zaman var olmamis” anlamina gelmis olmasi galiba:
sihirli bir bigimde birlestirilen iki par¢a hem bir teklik olmustur hem de hata, duraksama,
bunalim ve bekleyis kaynagi...

Secen Meric Algiin Ringborg Ceviren ismail Yerguz

Life: A User’s Manual (1978)

To begin with, the art of the jigsaw puzzle seems of a little substance, easily exhausted, wholly dealt
with by a basic introduction to Gestalt: the perceived object — we may be dealing with a perceptu-
al act, the acquisition of a skill, a physiological system, or, as in the present case, a wooden jigsaw
puzzle - is not a sum of elements to be distinguished from each other and analysed discretely, but
a pattern, that is to say, a form, a structure: the element’s existence does not precede the existence
of the whole, it comes neither before nor after it, for the parts do not determine the pattern, but the
pattern determines the parts: knowledge of the pattern and of its laws, of the set and its structure,
could not possibly be derived from discrete knowledge of the elements that compose it. That means
that you can look at a piece of a puzzle for three whole days, you can believe that you know all there
is to know about its colouring and shape, and be no further on than when you started. The only thing
that counts is the ability to link this piece to other pieces, and in that sense the art of the jigsaw puzzle
has something in common with the art of go. The pieces are readable, take on a sense, only when
assembled; in isolation, a puzzle piece means nothing — just an impossible question, an opaque
challenge. But as soon as you have succeeded, after minutes of trial and error, or after a prodigious
half-second flash of inspiration, in fitting it into one of its neighbours, the piece disappears, ceases
to exist as a piece. The intense difficulty preceding this link up — which the English word puzzle in-
dicates so well - not only loses its raison d'étre, it seems never to had any reason, so obvious does
the solution appear. The two pieces so miraculously conjoined are henceforth one, which in its turn
will be a source of error, hesitation, dismay, and expectation. ...[Olne can make a deduction which
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is quite certainly the ultimate truth of jigsaw puzzles: despite appearances, puzzling is not a solitary
game: every move the puzzler makes, the puzzle-maker has made before; every piece the puzzler
picks up, and picks up again, and studies and strokes, every combination he tries, and tries a second
time, every blunder and every insight, each hope and each discouragement have all been designed,
calculated and decided by the other.

Selected by Meric¢ Algiin Ringborg Translated by David Bellos

Bilge Karasu
Awvindan El Alan (1979)

Giinesli, 1lik ilkyaz koktu kokacak bir kis giiniiyle onun dért giin ardindan gelecek tipili, kiir-
tinlerin iki G¢ kansi buldugu bir kis glinu arasindaki ikircik... Masalimi bu glinlerden hangi-
sine yerlestirecegimi diisiiniiyorum.

Dusundugum bir sey daha var:

Sevmenin simgesel olarak da, gercek olarak da yemekten baska bir anlama gelmedigi...
Deniz, ya giinesin altinda aynalasacak, ya da kursun-zeytin renkleri karisimi yliziintin sivri,
keskin dalgalari, giiniin tiimiini bir aksam saatine indirgeyen kar dumani ardindan, gori-
niip gorinup yitecek.

Once deniz var ¢iinkil. iginde orfinozu, yiiziinde balikgiy! tastyan. Sayisiz parmakli oldugu
icin, orfinozu da balikglyr da istedigi yere suriikleyen, balikla balik¢iyr ayri ayri yeden, kimi
zaman birine kimi zaman &ébdriine yiiz verir gdziiken.

Sonra orfinoz var; denizle balik¢i arasinda gegcit, kopri; balikgiyi, olsa olsa diisman bilen.
Ikisini de tastyan denizin kendisini kullanacagindan habersiz. Balik. Hava giinesliyse, yavru-
luguna bakmadan balikgiya ter doktiirecek; karliysa, kulagina kacgacak kar suyuyla, baygin
suyun ylziine vuracak balik.

En sonra da balik¢i var. Denizdeki kirginla denizin vurgunundan bagka sey bilmeyen; sevgi-
yi, olsa olsa, bir balikta taniyabilecek kisioglu.

Tutalim ki gtinesli havadan basladik. (Birgok okurun hosuna gitmegi de diistinmus olabiliriz
bu arada...)

Balik¢i denize ¢iktiginda, diyebiliriz 6rnegin, sular neredeyse kirisiksiz, ince ince akiyordu
kiyiile karsi adalar arasindan... Deniz, cogu zaman balikgiyi kollar kayirirdi. Balikgt ise isinin
rastgittigi bu zamanlari denizden degil, kendi bahtinin agikligindan bilir, usta denizci olma-
sina verir, 6viiniirdl. Deniz kisioglunun kimi seyi anlamamakta gosterdigi direnimi bilirdi,
kendisine gore aliklik olan seyin kisioglunda neredeyse zeyreklik sayildigini bilirdi. Bilenler,
susar.

Durum bu olsun... Ardindan da sdyle bir seyler diyelim:

Deniz bu balikgiyi severdi. Insanlar arasinda “umutsuz ask” diye yanlis mi yanlis bir adla bi-
linegelen sevgilerden di bu. Deniz gibi bir 6l¢uistiz blyukliigiin sevgisi insan usuna sigma-
digi icin de balikci elinden gelebilecek tek seyi yapardi: Denizi karsisinda gérmek, onu ek-
mek kapisi (glint gelince de 6lim dosedi) diye distinmekle yetinirdi. Kimi durum disaridan
bakanlar i¢in apagiktir. Herkes, o durumda olanlara akil vermege, akil 6gretmege kalkisir, o
durumdaki kisilerin isledikleri alikliklara bakip yerinir. Bir unutulan yer vardir: O durumdaki
kisinin isi disaridan, karsidan degil, icinden gordiigdi...

Hem bilmez miyiz? Sevgi adina sevgilinin 6ldurtilebilecegini diisinmemesi bir yana, boyle
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bir sey yapildigini isitmeyegorsiin ileng yagdiran sayisiz kisi vardir; sonra bir giin gelir, ask
yliziinden cinayet isleyebilecegini, gonliinde islemis bile bulundugunu iliklerine dek duyar
bunlar, kimi zaman islerler de bu cinayeti. llenc yagdirmak sirasi baskalarindadir simdi...
Kiyi ile karsi adalar arasindan ince ince akan deniz, balikgly: siiriikleyecek siiriikleyecek,
yolunu sasirmis bir orfinoz yavrusunun ag¢gozliiliikle dolandigi yere getirip birakacak diye
disiinelim simdi. Atilan zokay gliglik ¢ikarmadan yutacak, sonra da biitiin giiciiyle misi-
naya asilip balikgiyi terletecek olan orfinoz bir siire sonra yenilecek, sandala alinirken de
balik¢inin kolunu.

Balikgl, orfinozu —simdiye dek gordiklerine, tuttuklarina hi¢c benzemeyen, hi¢ bilmedigi bu
baligi- ele gegiresiye epey yorulmus, ugrasmis olacak... Bundan sonra olup bitecekler, bir
bakima, bu emeginin, bu ¢abasinin karsiligi sayilabilecek...

Tipili bir gline rastlatirsak bu olani, olacag|, denizin gerek kisioglu gerek baligi yormaktaki
katkisi bir parca artacak. Kisioglu, genellikle, bir seyi glic durumlarda kalarak elde etmekten
hoslanir. Bileginin giiciiyle kopardigina, kafasinin isleyisiyle elde ettiine inanir, gligliiklerle
bogustuktan sonra ele gegcirdigini. Daha ince meraklari olan kisiogullari da vardir: Kolaya
yliz vermezler ama aradiklarinin, istediklerinin ardindan kosuyormus gibi gériinmekten
hoslanmadiklari i¢in en giic durumlarda bile aldirissiz adam kiligina birtintverirler, avlari-
nin —avlari saydiklarinin, ardindan kostuklarinin- durmasini, kagmaktan vazgecip kendileri-
ne yanasmasini beklerler. O zaman duyduklari haz daha da byuktir. Avin bu kerte aligi olur
mu? demeyin. Cok olur.

Deniz, kendine kursun rengi ile zeytin rengi arasinda bir renk segecek, kimi zaman tipilesen
kimi zaman da durgunlasan bir kar yagisi altinda calkalanip duracak. Birkag saat sonra da,
kirgin baslayacak. Kiyilar, kiytya ¢ekilmis sandallar yavas yavas karla ortiilecek. Gitgide so-
Gguyan yiizey sulari damar damar, oluk oluk akaklar bularak balik corumlarinin gekildigi kuy-
tulara sizacak. Yavas yavas uyusan baliklar, kendilerini yitirecek sonra, yari 6li yari baygin
su yiiziine dogru yiikselmege baslayacak akintiya uyup. Kiylya vuracak daha da sonra bu
baliklar, gucliikten hoslandiklarini sdyleseler bile kolay avlari kagirmayanlarin kepcelerine,
kovalarina dolup kalmak tizere...

Secen iz Oztat & Fatma Belkis

Kisioglu, silik anisi belleginin bir kdsesinde sikisip kalmis u¢maga yeniden ulasmak igin
can atar. Ama kag kisi-bir parcacik da olsa, eksik guidiik de olsa-bunu basarabilir? Eski-
den ok eskiden olur, olabilirdi belki o is. Her sey bitip tiikendikten sonra her seyin yeniden
baslayabilecegine, biten bir yilin ardindan yeni bir yil geldigi gibi o ugmaga déniilebilece-
gine inanmak gii¢ artik. Bir daha, bir daha 6liip, bir daha, bir daha, bir daha dirilebilecegine
inanamiyor insan. Akip gitmenin ¢izgisi tizerinde, 6rnegin bir kolunuzu yutmus bir balig el
icinde tagimakla bilgeliginizi gdsterdiginizin kag kisi farkindadir? Basta, kolu yutulmus kisi,
bunu bilgeligine degil, sevdasinin garesizligine verir; karsi konmaz bir yikimin kurbani olma-
g1 segmek tiiriinden bir katlanis aciligindan kendine bir bilyiiklenme payi ¢cikarmada bakar.
Balikgl, su anda arkadaslarinin arasinda, kahvede oturur gériiyor kendini. Cevresini almislar,
Uzuntdleri yizlerinden okunuyor. Bali§i gérmedikleri besbelli, ama baligin igindeki kolunu
da gormuyorlar. Guinlerdir nerede oldugunu soruyorlar, kazaya ugradin diye merak ettik, di-
yorlar. Higbiri, kolun nasil koptu, diye soramiyor. Haklari da yok degil ya... Bir kolu koparsa,
kesilirse, birka¢ glinde iyilesemez insan. Sonra, kazaya ugramis olsa duyulur, hastaneye
yatmis olsa bilinirdi. Balikginin agzindan tek séz ¢ikmiyor. Yalniz, baligin gériinmemesine
tziltyor. Gene de, ne yalan sdylemeli, kolumu yutmus koca balidi nasil gérmezsiniz diye
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bagirmak istedigi halde, cesaret edemiyor, bu konuyu agmagi gozii yemiyor. Herkesin gor-
mesini istedigi bu seviyi gérmeyenlere gordiirmek, boylesine yigitlik gosterisi, bdylesine
bir ylrek pekligi mi gerektirmeliydi? Kendinden tiksinip evine dontiyor. Simdi de evinde
goriiyor kendini. Sanki balikla birlikte denizin dibine inen o degil, balikla birlikte ugar gibi
olan o degil. Balik yalniz kolunu yutmus degil su anda; her yanini sarar gibi. Seni gérmediler,
go6remediler diyor, pesten pes bir sesle; seni gérmelerini saglamak icin ne yapmaliydim ki?
Soylemek, anlatmak... deli derlerdi, gormezlerdi. Dokundurmak... Gérmedikleri bir kolun
yerinde bir baliga mi dokunurlardi? Ya da... Ne bileyim, géze alamadim iste. Belki de sensiz
edemedigimi anliyorum, biliyorum; ondan korktum belki; seni benden ayirirlar diye kork-
tum... Durdu. Ik olarak béyle seyler diisiinebiliyor, séylilyordu. Sevi, ilk olarak, bu sézlerin
kiligina giriyordu agzindan ¢ikarken. Seninle her yere giderim artik, oraya, denizin dibindeki
olime bile... Hazirnm, simdi hazirim, éliimiin bile yanina varabiliriz...

Kendini sandalinda goriiyor ansizin balik¢l. Kursun rengi, 1siksiz, karardi kararacak bir gok-
ylizii altinda. Sandal akip gidiyor hala. Kolundaki agirligin yegnilesmesini énce génliiniin
glictine bagliyor ama biraz sonra anliyor ki balik kiiguliip kurumakta, etleri yarilip kokmaga
baslamakta. Disleri hala omuzunda ama balik hizla bir gelmice déniisuyor. Cildiracak gibi
oluyor balikgl; ¢ildirmamissa daha. Anlamiyor, anlamak istemiyor. Balik eriyip parca parca
dokildiikge kolunun kemigi ¢ikiyor ortaya, kendi etini de gétirlyor balik. Kendi kemikleri
dokdltyor baliginkilerin ardindan. Baligin basindan arta kalanla birlikte kol kemigi omu-
zundan koptugunda balik¢ ne yapacagina karar vermistir artik. Sandalini, kiylya vuracak
gibi ceviriyor, sonra kendini suya birakiyor. Adimiz Seviydi diye dusuniyor, ama bulamadim
bu adi, secemedim vaktinde. Girlltiiye kulak verdim gereksiz yere, giriiltiniin gizledigini
isitmege calismaliydim.

Deniz kendiliginden gelen balikgiya kucak agmis. Olmeyen sevinin éldiiriicii oldugunu
bilememis bu zavalliya kim yol gosterecek simdi, hazir oldugunu soyledigi 6lime kim go-
tiirecek onu? Bu is denize disuyor. Orfinozun balikgiyi giiclii sandidi siirece sevmis, glig-
slizlugunu -insanlar karsisindaki neyse de kendi karsisindaki gligstizliguini- gordiigi anda
parcalanip dagilmis oldugunu kim anlatacak balikgiya? Birilerinin anlatmasi gerek. Ama
denizin isi degil bu. Deniz, her aclyr bogan 6lim guctind, her giictn Usttinde goriir gibidir
clink, enginligi élgusiinde, gugliltigi -gordiigil yerde- tanir.

Asadida, simdi, 6lumun kayasi yavas yavas aralanmaktadir kendisine dogru siizliliip gelen
balikciyi karsilamak igin. Deniz, analar gibi, sevdigini, délyataginda tutup saklayacaktr, bir
daha dogurmamak tizere.

Secen Merve Kilicer

The Prey (1979)

I'm torn between a sunny winter day that faintly promises summer, and the one four days later, a
day of snow, blizzard, with two feet accumulating. | can’t decide which day to choose for my tale.
I'malso thinking of this:

Love means — literally or figuratively — eating and nothing else...

The sea: it will either become a mirror under the winter sun, or its tall jagged waves will rush and
recede in the blizzard that turns day into night.

The sea must always come first. Because it holds the fish and the fisherman. Because its myriad
fingers sweep the fish and fisherman, wherever it wishes, now smiling on the fish now on the fish-
erman, now disappointing one now the other.

The fish comes next: it is an intermediary between the sea and the fisherman. The fish perceives
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the fisherman as the enemy, and doesn’t know that the sea, which holds them both, will use one to
lure the other. The fish. If the day is sunny, the fish will exhaust the fisherman. If snowy, it will rise to
the surface, numb, overwhelmed by the cold.

At last the fisherman: he knows nothing besides the sea’s annihilation or the bends. He will come
to know love — if he ever does — through the fish. Human...

Suppose we choose the sunny day (perhaps also to please the most readers). Suppose the fisher-
man sails off, say, when the currents move gently, almost without a ripple, between the coast and
the island... Most often, the sea favours the fisherman. Yet when his journey proves plentiful, he
credits himself, his good fortune, his skills. The sea knows well what humans refuse to understand,
that what they deem obvious the sea knows is unintelligible. The one who knows remains silent.
And one more thing:

The sea loves this fisherman. It is the kind of love humans wrongly call ‘hopeless’.

Since the mind cannot even begin to fathom the love offered by an immeasurably vast sea, the fish-
erman responds to it in the only way he can: he is satisfied that the sea is his livelihood (and in due
time; his death bed). To the outsider; everything appears crystal clear. Yet something is overlooked:
the insider is inside and sees only what’s inside.

(Besides, don't we know? People are outraged that one can commit murder in the name of love
and they heap curse upon curse on the murderer. Then, one day, the same people are seized by
the realisation that they are just as capable of murdering in the name of love, that in their hearts they
have already rehearsed the horrid act, already felt it in the depths of their being. Then it is someone
else’sturnto curse...)

Between the coast and the islands, the gentle currents will carry the fisherman to the spot where a
young misguided fish will be circling greedily. The fish will catch the bait effortlessly, then fight the
line with its strength, fight and wear down the fisherman. When the fish is defeated at last and is
being pulled into the boat, the fisherman's arm...

In the struggle with the fish — that is like no other fish he has known or caught — he will be ex-
hausted... In a way; what happens afterwards will be his reward...

Or if the events happen on the day of the blizzard, then the sea will exhaust both the fish and the
fisherman. People usually value something obtained after much struggle. Some believe they catch
the difficult bounty with the strength of their arm, with their intelligence. Yet, others have subtler
interests: they neither care for easy achievement nor enjoy being perceived as chasing what they
desire; therefore, even in the most difficult circumstances, they feign indifference and wait instead
for the prey — the object of their desire, or their chase — to give up the chase and surrender. Then
their satisfaction is even greater. Could there be a prey this headless? Absolutely.

The sea will assume a colour between lead and olive, enduring turmoil between periods of hail-
storm. In a few hours, the annihilation will start. The shores, the boats along the shores, will be
covered in snow. The icy currents will flow into underwater shelters where schools of fish retreat.
Numbed, the fish will gradually be overwhelmed by the cold, rise to the surface, half dead, and
succumb to the currents. Later, they will be swept ashore, filling the scoops and buckets of those
who may enjoy a difficult chase but won't turn down the prey.

Selected by iz Oztat & Fatma Belkis Translated by Aron Aji

People yearn to return to paradise, its vague memory lodged in a remote corner of their minds.
But how many manage to recover even a piece of that paradise? Perhaps it would have been
possible in the past, the very ancient past. Nowadays, to believe in returning to paradise no
longer means believing that everything devastated begins anew, or that a dying year ushers in
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a new one. People don't believe they can die and be reborn time after time. In the tedious flow
of existence, how many might be aware, for instance, that carrying the fish that swallowed one’s
arm is a proof of wisdom, of attainment? Even before anyone else might understand, the one
whose arm the fish has swallowed views the fish as a badge not of wisdom but of hopeless love.
He looks to find virtue in the painful endurance, in having surrendered to relentless annihilation.
The fisherman sees himself among his friends, sitting in a coffee house. They surround him; he
sees grief in their faces. They obviously notice neither the fish nor his arm inside the fish. They
ask where he has been for days, they tell him they were worried he’d had an accident. No one
asks how he has lost his arm. And not without good reason either... If a man were to lose his arm,
he couldn’t recover in a few days. Besides, if he’d had an accident, they would have heard, or if
he’d beenin the hospital, they would have known. Not a word escapes the fisherman’s lips. Only,
he is sorry that no one can see the fish. And, why lie about this: he wants to shout at them, to ask
why they don't see the immense fish that has swallowed his arm, but he cannot find the courage.
Why should the act of making others see his beloved require so much heart, such a show of
bravery, when he in fact already wants to flaunt his love? He returns home disgusted with himself.
Yes, now he sees himself at home. As if he weren't the one who had descended into the deep or
soared into the sky with the fish. He senses the fish throughout his being, as if it has swallowed
him completely. They didn’t see you, couldn’t see you, he says, in a defeated voice. What should
| do to make them see you? Talk to them? Explain? They'd say | was crazy. Perhaps letthem touch
you? Can they touch a fish in place of the arm they cannot see? To tell you the truth, | can't take
the chance. Perhaps now | understand, now | know, | cannot do without you. Perhaps this is what
| fear: that they may take you away from me. He pauses. For the first time, he is able to think, and
speak out such thoughts. For the first time, love assumes the shape of his own words. | will go
anywhere with you, even there: to death’s kingdom at the bottom of the sea... | am ready, now I'm
ready, we can even go to death...

Suddenly he sees himself in his boat. Under a lead-coloured sky soon to turn pitch black. The
boat is still riding the currents. The weight on his arm feels lighter. At first, he thinks it is because
his love is strong, but soon he realises that the fish is withering away as it dries out, its flesh
breaking open as it rots. Its teeth still pierce his shoulder, even though the fish is rapidly decom-
posing, turning into a cage of bones. The fisherman thinks he is going mad —that is, if he hasn’t
already. He doesn't understand, doesn’t want to understand. As the fish decays and crumbles, it
consumes his own flesh, and his bones begin to show, and then to crumble like those of the fish.
His upper arm dissolves, and the remains of the fish's head dissolve, and that's when the fisher-
man decides what he must do. He turns his boat around, facing the shore, and lets his body fall
in the water. Love was our name, he thinks, but | couldn’t find the name, | couldn’t choose it when
I should have. | listened to the noise in vain, | should have tried to hear what was hidden inside.
The sea opens its embrace for the fisherman who comes of his own will. This poor man didn’t
know that eternal love is fatal. Who will guide him now? Who will usher him to the kingdom of
death now that he is ready to enter? The task belongs to the sea. Who will explain to the fisher-
man that the fish loved him as long as he seemed strong, but summoned his annihilation when
he proved weak — not merely among humans, which is understandable, but also just with him-
self. Someone must explain. But that task does not belong to the sea. The sea, as wise as it is
vast, knows that death is all-powerful because it overcomes suffering.

Below, the rock slowly opens to receive the fisherman who arrives in surrender. Like a mother, the
sea will keep its beloved in its womb, and never allow him to be reborn.

Selected by Merve Kiliger Translated by Aron Aji
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Reinhart Koselleck

Tarihsel Zamanin Semantigi Uzerine (1979)

1528 yilinda Bavyera Diikii 4. Wilhelm, kraliyet ahirlarinin bahgesine insa ettirdigi yeni sayfiye
koskdi icin bir dizi tarih resmi siparis etti. Konu secimi Hiristiyan-hiimanist bir ¢izgide belirlen-
misti; incilde gegen olaylardan olusan bir seriyle beraber klasik-antik olaylari isleyen baska bir
seriyi daha kapsiyordu. Bu tablolar arasinda hakli olarak en meshur olani, Albrecht Altdorfer’in
“Iskender’in Savas!” [Alexanderschlacht] tablosudur.

Altdorfer, bir buguk metre karelik bir yiizeyde, dinya tarihi agisindan belirleyici savaslardan
birinin, 333 yilinda bugiiniin deyisiyle Hellenizm cagini baslatan issos Savagrnin kozmik pa-
noramasini gozlerimizin 6niine sermektedir. Altdorfer o zamana kadar goriilmemis bir ustalikla
tek tek binlerce savasciy ordu yidinlari halinde canlandirmayi basarmistir; bize zirhli stivari sii-
tunlariyla mizrakli piyadelerin siddetli carpismasini, en 6n safta bulunan iskender ile Makedon-
larin muzaffer hiicum hattini, Persleri ele gegirmis olan bozgun ve ¢éziilme halini, nihai zaferi
kazanmak tizere bekler vaziyetteki Yunan rezerv kuvvetlerini gosterir.

Resim titizlikle incelendiginde savasin biitiin seyrini yeniden kurmak miimkiindir. Zamaninda
“Tarih”in [Historie] hem bir resmi hem de bir anlatiyi ifade edebilmesine benzer bir sekilde, Alt-
dorfer anlatiyi bir resimde sabitlemistir. Ressam ve/veya ona danismanlik yapan saray tarihgisi
mumkiin oldugunca kesin olabilmek adina, savasa katilanlarin, 6lenlerin ve esir diisenlerin
farazi tam sayilan igin Curtius Rufus'a bagvurmustur. Bu haneler ordu yiginlarinin sancaklari-
na islenmis bulunmaktadir; tasidiklari sancagin altinda az sonra can verecek olan savasgilarin
ayaklar altinda kalmis olan éliiler bu sancaklarda anilmaktadir. Altdorfer, sonuglanmis olan sa-
vasi seyrine sadik kalarak canlandirmak amaciyla bdylesi bir anakronizmden bilingli bir sekilde
faydalanmistir.

Glntimiizde ise baska bir anakronizm ¢ok daha fazla géze ¢carpmaktadir. Bugiin Pinakothek'te
tabloyu incelerken son Maximilian $6valyelerine veya Pavia Muharebesi’'ndeki piyade yiginla-
rina baktigimizi zannedebiliriz. Perslerin cogu, ayaklarindan tlirbanlarina kadar, resmin ortaya
ciktigi sene olan 1529'da Viyana kusatmasi basarisizlikla sonuglanan Tirklerin aynisidir. Baska
bir deyisle, Altdorfer’in resmettigi tarihsel olay, kendisi i¢in ayni zamanda gtinceldir de. Altdor-
fer'in, kendisi igin illiistrasyonlar hazirladigi Maximilian ile iskender 6rnek teskil edecek kadar
bitismektedir; tarihsel deneyim alani, nesiller arasi birligin derinliginden hayat bulmustur. Ayri-
ca, dénemin askeri techizati issos Savasi'ni cagdas bir sekilde resmetmeye engel teskil etme-
mistir. Machiavelli heniiz kisa bir siire 8nce, Titus Livius'un ik On Yili Uzerine Séylevinde biitiin
bir boliim boyunca modern atesli silahlarin askeri teghizati ne kadar az degistirdigini kanitla-
maya ugrasmistir. Ona gore atesli silahlarin icadinin, antikitenin 6rnek alinasi giictinii golgede
birakacagini diislinmek timdiyle yanlistir; eskilerin takipgileri bdyle bir gériise ancak giiliip
gecebilir. Simdiki zaman ve gecmis ortak bir tarihsel ufukla kusatilmisti. Zamansal bir farklilk
keyfiyete gére elenmekten ziyade, bu haliyle gériiniir bile olmamisti. Bunun kaniti “iskender’in
Savas!” tablosunda gorilebilir. Resmettigi tarihsel temsili [Historie] istatistik araciligiyla glig-
lendirmek isteyen ve bunun igin savasin katiimcilarini sayilardan olusan on siitunda sunan
Altdorfer, tek bir sayidan vazgecmistir —savasin gergeklestigi yil. [Altdorfer'in] Savasi sadece
cagdas degil, ayni zamanda zamansiz gibi géziikmektedir.

Secen Esra Ersen Ceviren Kerem Kabaday:
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On the Semantics of Historical Time (1979)

In 1528 Duke William IV of Bavaria ordered a series of historical paintings which were to be hung
in his newly built summer house at the Royal Stud. Thematically Christian-Humanist, they de-
picted a series of biblical events, as well as a series of episodes from classical Antiquity. Most
well-known and justly celebrated of these paintings is Albrecht Altdorfer's Alexanderschlacht.
Altdorfer reveals to us upon a canvas of one and a half square meters the cosmic panorama of a
decisive battle of world-historical significance, the Battle of Issus, which in 333 B.C. opened the
epoch of Hellenism, as we say today. With hitherto unsuspected mastery Altdorfer was able to
portray thousands upon thousands of individual warriors as complete armies; he shows us the
clash of armoured squadrons of horse and foot soldiers armed with spears; the victorious line of
attack of the Macedonians, with Alexander far out at the head; the confusion and disintegration
which overtook the Persians; and the expectant bearing of the Greek battle-reserves, which will
then complete the victory.

Careful examination of the painting enables us to reconstruct the entire course of the battle. For
Altdorfer had in this image delineated a history, in the way that Historie at that time could mean
both image and narrative (Geschichte). To be as accurate as possible, the artist, or rather the
court historiographer advising him, had consulted Curtius Rufus so as to ascertain the (sup-
posedly) exact number of combatants, the dead and those taken prisoner. These figures can
be found inscribed upon the banners of the relevant armies, including the number of dead, who
remain in the painting among the living, perhaps even bearing the banner under which they are
about to fall, mortally wounded. Altdorfer made conscious use of anachronism so that he could
faithfully represent the course of the completed battle.

There is another element of anachronism which today is certainly much more apparent to us.
Viewing the painting in the Pinakothek, we think we see before us the last knights of Maximilian
or the serf-army at the Battle of Pavia. From their feet to their turbans, most of the Persians re-
semble the Turks who, in the same year the picture was painted (1529), unsuccessfully laid siege
to Vienna. In other words, the event that Altdorfer captured was for him at once historical and
contemporary. Alexander and Maximilian, for whom Altdorfer had prepared drawings, merge in
an exemplary manner; the space of historical experience enjoys the profundity of generational
unity. The state of contemporary military technology still did not in principle offer any obstacle
to the representation of the Battle of Issus as a current event. Machiavelli had only just devoted
an entire chapter of his Discourses to the thesis that modern firearms had had little impact on
the conduct of wars. The belief that the invention of the gun eclipsed the exemplary power of
Antiquity was quite erroneous, argued Machiavelli. Those who followed the Ancients could only
smile at such a view. The present and the past were enclosed within a common historical plane.
Temporal difference was not more or less arbitrarily eliminated; it was not, as such, at all ap-
parent. The proof of this is there to see in the painting of the Alexanderschlacht. Altdorfer, who
wished to corroborate represented history (Historie) statistically by specifying the combatants
in ten numbered columns, has done without one figure: the year. His battle thus is not only con-
temporary; it simultaneously appears to be timeless.

Selected by Esra Ersen Translated by Keith Tribe
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Jaeques Lacan

Topoloji ve Zaman / Seminer (1979)

Gegen sefer ilan ettigim seye, “Uclincii bir cins olmali” dedigime, biraz canim sikildi. Bu
liclincii cins diger ikisi kargisinda tutunamaz. inisiyasyon diye bir zorlama/azdirma bigimi
var. Psikanaliz bir anti-inisiyasyondur. Inisiyasyon bizi yukari kaldirir, deyim yerindeyse,
Phallus’tan yukari. Neyin inisiyasyon oldugunu, neyin olmadigini bilmek kolay dedgil. Fakat
genel olarak egilim, Phallus’'un biitiinlestirilmesidir. Inisiyasyonun yoklugunda ya kadin ya
da erkek olmamiz gerekiyor. Pekala.

Secen Bracha L. Ettinger Ceviren Savas Kili¢

Topology and Time / Seminar (1979)

I'm annoyed by what | announced last time, that there must be a third sex. This third sex can't remain
[subsiste] in the presence of the other two. There is a forcing [forcage] called initiation. Psychoanal-
ysis is an anti-initiation. Initiation is what raises us higher, if | may say so, higher than the Phallus. It's
awkward to know what is initiation and what is not. But, finally, the general orientation is that of the
Phallus, we integrate. It must be that in the absence of initiation we are either man or woman. Well.

Selected by Bracha L. Ettinger Translated by Bracha L. Ettinger

Sun Ra
Alt-Sakinler (1980)

Asagida, sehrin yeraltindaki mekanlarinda

Asagida, aklin katakomplari ve magaralarinda

Asagdida ... asagida topragin icinde aklin felaketi

Onlar barinir, alt-sakinleri ...

Diger akildan eszamanlilasiriz onlarin ruh kendisiyle
Onlari kendimize ve diger kadere dirilterek ...

Olast ihtiyaglarini goriiriiz ... mthis buhranlarini
Tohumlar arasinda tohumlagmis kaya ve kokler gibi gériinirler
Glinesten gizlenmis.

Asaglya ... Asadlya ... asaglya onlara sékmeli safagi
Guinesin musfik sicakhigi

Olumsiiz 1sinlarla onlara dokunsun diye

Ust-olmanin eriminin talebi

Isinlarin onlari nazikge prizmalardan bir ag gibi sarmasi
Onlar var olacak ...

Atilacaklar iki yonluligiine

Ust’iin sezgisinin ...

Giinki Var olan Ust'tiir.

Biiyiik evrenin sesi onlari cekecek

Kromatik Titresimlerine Var'in Var Olmanin ...
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Olduklari yerden ortaya gikacaklar,

Her neredeyseler ...

Seslerin sesine ¢ikacaklar

Evet,

Sesten bir ses topragin ahdini paramparga edecek:
Izdiisiimsel bir hedef havaya ucuracak kederin zulasini ...

O zalim hisari ...

Evet ya, sifreli tohum bile duvarlarini agacak

Ve o kasitsiz mahrem yer bile artik onlarin yurdu olmayacak;
Cuinku toprak karanhgindan

Ortaya ¢ikmak zorunda kalacaklar dans ederek ses isinlariyla
Karanlik 1sik huzmelerinden

Ve dogal goklerin cennetine yiikselecekler

Orada huzmelerin atesleri gibi olacaklar

Ve giinesin sesinin huzmeleri gibi.

Secen Edgar Cleijne & Ellen Gallagher Ceviren Kerem Kabaday:

The Sub-Dwellers (1980)

Down in the subterranean places of the city

Down in the catacombs and caverns of the mind
Down ... down in the earth catastrophe of knowledge
Dwell they the sub-dwellers . . . .

Of alter-mind we syncronise atune their spirit self

By quickening them to us and alter-destiny ... . ...
We see their potential need . . . their great emergency
Within seeds they seem like enseeded rocks and roots
Hidden from the sun.

Down .. down .. down must go them the dawn

Of the loving heat of the sun

To touch them with immortal rays

The On-ness reach demands it be

Rays to envelope them like a net of kindly prisms .. .. ..
They willbe ..

They will come forward to the two-wardness

Of the intuition of the On ... ..

Foritis Onthatls.

The voice of the greater universe will draw them

To Chromatic Vibrations of the Is Isness . . .

They will come forward from whence,
Wherevertheyare......

They will come forward to the sound of sounds

Yes,

A sound of sound will burst the oath of earth asunder:
A projective aim to blast the secret place of woe . . . .
The cruel citadel . . ..

Yea, even the coded seed will open its walls
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And that unmeant secret place will be no more their home;
For out of the earth darkness

They shall come forward dancing to the sound beams

Of dark rays of light

And they will rise to the heavens of the natural skies

There they will be like the fires of the rays

And the rays of the sound of the sun.

Selected by Edgar Cleijne & Ellen Gallagher

Carl Sagan
Kozmos (1980)

Diinyanin yiizeyi kozmik okyanusun kiyisidir. Bildiklerimizin ¢ogunu bu kiyida 6grendik. Ya-
kin zamanda kiyidan biraz agildik, cok degil, bilek derinligine kadar ve su cazip gériinyor.
Varhi§gimizin bir yani, bunun geldigimiz yer oldugunu biliyor. Oraya geri ddnmeyi istiyoruz,
ve bunu yapabiliriz, ¢linkli kozmos ayrica bizim i¢imizde. Bizler yildizlarin maddelerinden
yapildik. Bizler, kozmosun kendini bilebilmesinin bir yoluyuz.

Secen Andrew Yang Ceviren Hiiseyin Nacak

Cosmos (1980)

The surface of the Earth is the shore of the cosmic ocean. On this shore, we've learned most of what
we know. Recently, we've waded a little way out, maybe ankle-deep, and the water seems inviting.
Some part of our being knows this is where we came from. We long to return, and we can, because
the cosmos is also within us. We’re made of star stuff. We are a way for the cosmos to know itself.

Selected by Andrew Yang

Raymond Williams

Kiiltiir ve Materyalizm (1980)

... doga fikrinin insanlik tarihinden epeyce bir parca icerdigini vurgulama niyetindeyim. in-
sanligin kendisine ve diinyadaki yerine dair anlayisini ifade eden diger bazi temel fikirler
gibi, “doga” da yuzyillardir nominal bir sureklilige sahiptir, ama incelendiginde, diger fikirler
ve deneyimlerin degismesi gibi hem karmasik hem de degisen bir sey oldugu goriilebilir.

Doga bilimcileri ve ilerlemeciler, farkli sekillerde olmakla birlikte, doga lizerinde calistiklari
konusunda stiphe duymuyorlardi ve genel anlamlardan birini alarak boyle oldugunu red-
detmek gercekten de zor olacaktir. Ama tam da bu tiir faaliyetin ilk doruk noktasinda bas-
ka ve bugtin ¢ok popliler olan bir doga anlami ortaya ¢ikti. Bu yeni anlamiyla doga, baska
ve farkli bir tarzda insan disindaki her seydi; insanin dokunmadigi, mahvetmedigi her sey:
Mesk(n mahalleler olarak, 1ssiz, bakir bolgeler olarak doga.
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Belki de gergek béliinme insanlarin igindedir: Ureticiler ve tiiketiciler olarak gériilen ve ken-
dini dyle goren insanlar. Tiiketici yalnizca amaglanan Uriind ister; diger tiim triinlerden ve
yan driinlerden uzaklagmalidir, eger yapabiliyorsa. Ama uzaklasmak —gercekten de buna
g6z yumulamaz- geriye kalan dogaya timuyle ayni tarzda davranmak i¢indir: Manzara ola-
rak, imge olarak, temiz hava olarak tiiketim.

Doga fikirleri,ama bunlar insanlarin tasarladiklari fikirlerdir. Kanaatimce, doganin bu yaban-
cilastirlmasinin, doganin insan faaliyetinden koparilisinin nedenlerini gérebilene kadar —ki
benim burada yapmaya calistigim da budur- ¢ok fazla bir sey yapilamaz, hatta sdylenemez
bile. Ama bu nedenler s6z konusu fikrin dnceki bir asamasina geri donerek goriilemez. Bir-
cok yazar mevcut durumumuza tepki olarak, bir kirsal gegmis fikri yaratmistir. Tipki Altin
Cag'in ilk mitolojisinde oldugu gibi, belki masumanedir; ama daha da organiktir, zira insan
dogadan kopmamustir. Bu itki anlasilabilir, ama fantezi 6gesinden cok ayri olarak —bu tiir
bir déneme dair yaklasimin surekli olarak geriye donik oldugu gdsterilebilir- sorunun
karmagikligini ciddi diizeyde hafife alir. insan ile doganin birbirinden kopartilmasi yalnizca
modern sanayinin ya da kentgiligin tirtinti degildir; kirsal emek de dahil olmak tizere 6rgitli
emegin onceki tiirlerinden bircogunun temel 6zelligidir.

Eger yalnizca emegimizle yerylzini, kendi giiclerimizle onun giglerini birlestirdigimizi
soylersek, bunu esit olmayan bir sekilde yaptigimiz gercegine varamamis oluyoruz: Bu bir-
lestirme islemi her iki durumda da gergek olmasina karsin, madenci icin farkl, yazar igin
farklidir; ayrica emekgi ile onun emegini yoneten kisi icin, Uretici ve onun Uriinlerinin sa-
ticisi icin, fark yine fazladir. Fiziki diinyayla kurdugumuz iliskide yalnizca insan dogasi ve
degismis bir diizen yaratmadik, ayni zamanda toplumlar da yarattik. Bu iligkiyi anlatirken
kullandigimiz kelimelerin ¢cogunun (doganin fethi, doganin tahakkim altina alinmasi, do-
ganin somurilmesi) gercek insan pratiklerinden (insanin insanla iliskilerinden) gikartiimis
olmasi fevkalade manidardir.

Secen Elmas Deniz Ceviren Ferit Burak Aydar

Culture and Materialism (1980)

[T]he idea of nature contains, though often unnoticed, an extraordinary amount of human his-
tory. Like some other fundamental ideas which express mankind’s vision of itself and its place in
the world, ‘nature” has a nominal continuity, over many centuries, but can be seen, in analysis, to
be both complicated and changing, as other ideas and experiences change.

The physical scientists and the improvers, though in different ways, had no doubt that they were
working on nature, and it would indeed be difficult to deny that this was so, taking any of the gen-
eral meanings. Yet at just the first peak of this kind of activity another and now very popular mean-
ing of nature emerged. Nature, in this new sense, was in another and different way all that was not
man: all that was not touched by man, spoilt by man: nature as the lonely places, the wilderness.

The real split, perhaps, is in men themselves: men seen, seeing themselves, as producer and
consumers. The consumer wants only the intended product; all other products and by-products
he must get away from, if he can. But get away — it really can’t be overlooked — to treat leftover
nature in much the same spirit: to consume it as scenery, landscape, image, fresh air.
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Ideas of nature, but these are the projected ideas of men. And | think nothing can be done, nothing
much can even be said, until we are able to see the causes of this alienation of nature, this separation
of nature from human activity, which | have been trying to describe. But these causes cannot be
seen, in a practical way, by returning to any earlier stage of the idea. In reaction against our existing
situation, many writers have created an idea of a rural past: perhaps innocent, as in the first mythol-
ogy of the Golden Age; but even more organic, with man not separated from nature. The impulse is
understandable, but quite apart its element of fantasy—its placing of such a period can be shown
to be continually recessive — it is a serious underestimate of the complexity of the problem. A sep-
aration between man and nature is not simply the product of modern industry or urbanism; it is a
characteristic of many earlier kinds of organised labour, including rural labour. ...If we say only that
we have mixed our labour with the earth, our forces with its forces, we are stopping short of the truth
that we have done this unequally: that for the miner and the writer the mixing is different, though in
both cases real; and that for the labourer and the man who manages his labour, the producer and the
dealerin his products, the difference is wider again. Out of the ways in which we have interacted with
the physical world we have made not only human nature and an altered natural order; we have also
made societies. It is very significant that most of the terms we have used in this relationship — the
conquest of nature, the domination of nature, the exploitation of nature — are derived from the real
human practices: relations between men and men.

Selected by Elmas Deniz

Ivo Andri¢
Beklemek (1981)

Birine beklemeyi bulastirmak, aslinda onun iradesini ele gegirmenin, onu tamamen ve
tum zamanlar igin hareketsiz ve tehlikesiz hale getirmenin en etkili, en giivenilir yolu ve bu
beklemek ile aldatma ayni zamanda en saglam hapishanelerden ve prangalardan daha
saglamdir; ¢linku insan becerisi ve kismeti ile hapishanelerden kagabilir, prangalarindan
kurtulabilir, ancak o aldatmadan hi¢bir zaman sonsuza kadar kurtulamaz.

Secen Irena Haiduk Ceviren Azra Tiiztinoglu

Waiting Rules (1981)

The surest way to rule is to infect others with waiting. This renders them completely harmless
and motionless. The deception of waiting is harder than any prison and stronger than any
chains. With some luck and skill, one can scale prison walls, but one can never escape from the
deception of waiting. Everything you know and are capable of is put in service of this endless
waiting, which occurs without hope and without end. Some waste their whole lives, tortured by
this aimlessness, while others get everything without waiting at all.

Selected by Irena Haiduk Ceviren Azra Tiiziinoglu
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Annie Dillard
Konuk (1982)

Gezegenimizin kendisi havasiz uzayda bir konuk, anlamsizca oradan oraya salinan islak bir
top... Glines sisteminin timiintin Herk{l'in dogusuna dusecek bir noktaya dogru yol aldigi-
ni okumustum, hep de tekrar eder dururum bunu. Ama merak ediyorum: Herkiil'iin dogusu
ne demek olabilir? Uzay kivrimli deg@il mi? “Oraya” vardigimizda rotamiz nasil degisiverecek,
ayrica neden? Evrenin i¢ egrisinden asadi tipki duvara yapisik bir camur topu gibi kayacak
miyiz? Hem nasil konuksever bir kiyidir ki bu Herkiil'in dogusu?

... Gezegenimiz dort tarafi gevrili bir uzaygemisinden ¢ok —uzaygemisi diinya- agiktaki bir
mangrov adasina benziyor; gtizel ve daginik. Biz insanlar ufak ufak basladik ve teselli verici,
miithis bir toprak yi§intisi biriktirdik; insan kilturiiniin yigintisi. K6k salmisiz bu yigintiya,
“hicbiryeri” kat ederken hep bizimle birlikte, yanimizda. “Hicbiryer” szl isaretimiz bizim:
Bize eslik eden miizisyenler bir anda caliverir; bizler koromuzda kipirdanir, hareketlenir ve
sapkalarimizla hokkabazlik yapmaya baslariz. Bir mangrov adasi déner, dans edercesine
siiriiklenir. llerledikge kendi topragini yaratir, tuz denizinin {izerinde bir yandan diger yana
rasgele salinir, gece giindiiz salinir, glinesin etrafinda; salinir glinesin etrafinda ve de disari,
Herkiil'tin dogusuna dogru.

Secen Andrew Yang Ceviren Elif Bereketli

Sojourner (1982)

The planet itself is a sojourner in airless space, a wet ball flung across nowhere. ... | have read,
and repeated, that our solar system as a whole is careering through space toward a point east of
Hercules. Now | wonder: what could that possibly mean, east of Hercules? Isn't space curved?
When we get ‘there,” how will our course change, and why? Will we slide down the universe’s
inside arc like mud slung at a wall? Or what sort of welcoming shore is this east of Hercules?

The planet is less like an enclosed spaceship — spaceship earth — than it is like an exposed
mangrove island beautiful and loose. We the people started small and have since accumulated
a great and solacing muck of soil, of human culture. We are rooted in it; we are bearing it with
us across nowhere. The word ‘nowhere’ is our cue: the consort of musicians strikes up, and we
in the chorus stir and move and start twirling our hats. A mangrove island turns drift to dance. It
creates its own soil as it goes, rocking over the salt sea at random, rocking day and night and
round the sun, rocking round the sun and out toward east of Hercules.

Selected by Andrew Yang
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Annette Humpe
Alman Sorunu (1982)

Duvara bayiliyorum. Her iki tarafindan da vurulmak miimkdin.

Secen Grace Schwindt Ceviren Erim Serifoglu

The German Issue (1982)

| love the wall. There’s the possibility to get shot from both sides.

Selected by Grace Schwindt

Manfredi Nicoletti
DAronco ve Liberty Mimarisi (1982)

Glnumiziin mimari, tipki gegmisteki meslektaslari gibi, basladigi her projede lizerinde ya-
ratici tercihini kullanacagi bir yigin uyaran ile karsilasir. Yaraticilik stireci ~her zaman oldugu
gibi- biling blokundan ¢ikarilan imgelerin 6zgiin bir diizenlenisidir.

Ama on dokuzuncu yiizyilin sonuna dogru tarihsel miras yaraticiigin degismez temeli ola-
rak goriilmekteyken, ortaligi altlist eden bir seyler oldu. Mimarin bellegi infilak etti ve dene-
yimlerimizin her tur olasi nesnesini kucaklayacak sekilde yayildi. Artik bundan boyle kendi
disiplinlerine kapanmis ve kati hiyerarsiler, islevler ve referanslar tablosuna sikistiriimis bir
uzmanlasmis imgeler kanonundan beslenmeyecekti.

Mimari dildeki uyaranlarin atomizasyonu ve sinirsiz bicimde ¢ogdaltilmasi boylece cagdas
mimarinin temel 6zelligi haline geldi. Bellek, teorik olarak hepsi de ayni derecede degerli,
ayricalikli kategorilerden dogmamis, énceden belirlenmis anlam ve baglantilara sahip ol-
mayan bir potansiyeller yigini olarak belirdi. Bu, devrim niteliginde bir andi.

Birlik (1861) sonrasi italya’'sinin trajik kimlik krizinde, potansiyel olarak, bu bogucu, hosgérii-
siiz, yenilik diismani korlikten kacis yollar vardi; Enternasyonalist kaygilar ve daha somut
olarak, Italyan gelenegine &zgii birbirinden oldukga farkl kiiltiirlerden olusan biiyiik mo-
zaik icinde gelistirmek, derinlestirmek ve zenginliklerini ortaya ¢cikarmak isteyen diistinsel
ve siyasal nitelikli kimi bélgeci hareketler mevcuttu. Bu durum bazen takdir ediliyordu, ama
daha cok romantik halk kiilttrt sinirlan iginde kaliyor ve hemen her zaman da ulusal sergiler
ve kutlamalar sirasinda gériiliiyordu, ¢linkii buralarda bélgesel panayirlarin kaderi ydrenin
turistik egilimine saygi duyan, daha ¢ok da iktidardaki rejimin gorece ¢ok daha saglam ve
ciddi calismalarini 6ne ¢ikaran kirilgan bir fon rolii oynayacak olabildigince renkli bir festi-
val atmosferi yaratmakti.

Gergekten de iktidarin egilimi uyusmazliklari ortadan kaldirmayi hedefliyor ve heniiz ger-
ceklesmemis olan italya’nin ulusal biling birligini ariyordu.

Ote yandan, D’Aronco, Tiirkiye'de calismaya davet edildigi zaman, yaklasik olarak on bes yiligi-
na, bedensel ve diisiinsel olarak bu gegmise doniik sovenizmden kagma mutluluguna erismistir.
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Turkiye macerasi 1893’te, yani D’Aronco kont Ernesto di Sambuy’un araciligi ve Torino ve Ve-
nedik’teki basarilariyla sergi sektoriinde kazandidi lin sayesinde, Il. Abdiilhamid tarafindan,
Istanbul’'u g6z éniinde bulundurarak, Kagithane Deresi ve Hali¢’e hakim tepeler iizerinde
Osmanli Ulusal Sergisi’ni gerceklestirmesi icin davet edildigi zaman baslar. ... Ertesi yil sid-
detli bir deprem sehri neredeyse tamamen yerle bir eder, etkinlik iptal edilir ama D’Aronco
devlet mimari olarak saygin bir konuma kavusur, imparatorluk baskentinin yeniden kurul-
masi ve Yildiz imparatorluk sarayinin tamamlanmasi ile gérevlendirilir.

Doguile canli temas D’Aronco icin Bati mimarisinin 6nceligini ortadan kaldirir ve dolayisiyla
eklektik teorisinin temellerini olusturur.

Il. Abdiilhamid’in Konstantinopolis'inde yasayanlar zamanin en liikse bogulmus Babil du-
rumlarindan birini yasiyorlardi. Bu “Babil”e 6zgti bir hal de, Avrupa mimarisindeki “dizen”in,
akademik “diizen” lizerine bina edilmemis ve niteliklerini buradan almayan ama esasta or-
ganizmalarin, tipolojilerin ve bezeme motifierinin “sistemlerine” dayanan Tirk geleneginin
morfolojisi ile kombinasyonuydu. Bu bilesik eklektizm, kendileri de zaten biiyiik dlgiide
egzotizmle Orlilmis olan Art Nouveau, Jugenstil ve Secession akimlarindan gelen etkilere
kolayca yer agacakti.

D’Aronco’nun bu durumdan yararlandigina hi¢ kusku yoktur. Nitekim yiizyil déniimiinde Tir-
kiye’de gerceklestirdigi projeler bir tiir siiper-eklektizm formu olarak, hatta formlarin, tslup-
larin ve pek ¢ok farkl kdkenin bir aradaliginin dinamik bir senkretizmi olarak nitelenebilir.

Bu 6zgurlesme modern mimarinin dogusuna isaret eder. Mimari artik sadece kendine, kendi
gec¢misinden, her bir temaya 6zgii bir ya da daha ¢ok sektére bakmaz, ama herhangi bir za-
mana ve herhangi bir yere ait her tuirli duyulur ve dusiinulir gerceklikten 6zglirce beslenir.

D’Aronco’nun biitlin seriiveni kendi kendini bdylesi bir arastirma i¢cinde, mimariye yabanci
baglamlardan derlenmis mnemonik kestirimler cogullugu dahilinde, canli dogadan ve kris-
tallerden 6geleri, tim Art Nouveau'da oldugu gibi, sehrin [istanbul’'un] ve sehrin tarihinin
cesitli ve kinetik goriinimleriyle kombine ederek drmdistiir.

D’Aronco bu alacakaranlik bélgede, “diizen” sembolizminin egemenlik siirdiigli modern
oncesi butiinctl bir kiltir blogunun mimari Gretimin ¢iktisi olarak sadece teknigi géren
béliinmdis bir kiiltiire varacak modern kirilmaya dogru hareket ettigi zamanlarda ¢alismisti.
Hal bdyleyken, D’Aronco kendisini mimar-sanatgi ilan ediyordu; dyle de hissediyordu ve
mimarisi oncelikle bir sanat olayiydi. Yeni bir islevselcilik formuna yaklasmisti, veya bu
islevselciligi cevresiyle coksesli bir etkilesimle zenginlestirmisti, boylece kiiltrel ikilikleri
uzlastirmaya galisan cagdas kaygimiza donusecek temel itkilerden birini duymustu.

Ceviren Durdu Kundakgi

DAronco and Liberty Architecture (1982)

At the beginning of each project, the architect of today, like his counterpart in the past, confronts
a multitude of stimuli upon which to make his creative decisions. The process of creativity is — as it
has always been —an original organisation of images extracted from the block of consciousness.

Towards the end of the nineteenth century, when the historical patrimony was seen to be the
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immutable basis of creativity, something shocking was introduced. The memory of the architect
exploded and expanded to embrace every possible object of our experience. It no longer drew
from a canonical body of images that already possessed their own disciplines and organisation-
al laws, confined within arigid frame of hierarchies, functions and references.

The atomisation and multiplication of stimuli in architectural language, thus introduced the es-
sential characteristic of contemporary architecture. Memory emerged like a point of agglomera-
tion of potentialities, all theoretically equivalent, which do not derive from privileged categories
and have no predetermined ties or meanings. It was a revolutionary moment.

Within the tragic identity crisis of Italy after its unification (in 1861), there potentially existed ways
of fleeing from such an asphyxiating, intolerant and conservative blindness; internationalist
anxieties and, more concretely, also some regionalist movements of an intellectual and polit-
ical nature, intended to elaborate the large mosaic of different cultures, peculiar to the ltalian
tradition, thus exposing their qualities. This was at times appreciated, but mainly within romantic
folklore and nearly always during national celebrations and exhibitions, where the regional fairs
were destined to create a festive and multicoloured atmosphere, which could pay homage to the
touristic vocation of the country and especially could serve as a fragile background to exalt the
comparatively much more solid and serious operations of the regime in power.

In fact, the tendency of the ruling power aimed to flatten deformities, seeking the yet unrealised
unification of Italy’s national identity.

[Raimondo] D’Aronco, on the other hand, had the fortune of fleeing, physically and intellectually,
from such a commemorative chauvinism, for about fifteen years, when he was called to work in Tur-
key.

His adventure in Turkey begins in 1893, when, thanks to the mediation of Count Ernest of Sam-
buy, as well as the fame acquired as an exhibition designer in Turin and Venice, he is invited
by Sultan Abdul-Hamid Il to design the National Ottoman Exposition on the hills above the
Kagithane deresi and the Golden Horn, within view of Constantinople. ... The following year a
violent earthquake almost completely destroys the city and the event is cancelled, after which
D’Aronco receives the prestigious investiture as architect of State, appointed to the reconstruc-
tion of the Empire’s capital and the completion of the imperial palace of Yildiz.

This direct contact with the Orient decreases the primacy of western architecture and thus pos-
es the very foundations of his eclectic theory.

Those living in Abdul-Hamid’s Constantinople were immersed in one of the most luxurious ‘ba-
bel and bible’ situations of the moment. Specific to this ‘babel’ was the combination of European
architectural ‘orders’ with the morphology of Turkish tradition, qualified and grounded not on
academic ‘orders’ but essentially on ‘systems’ of organisms, typologies and ornamental motifs.
This composite eclecticism easily welcomed the impulses coming from Art Nouveau, Jugendstil
and Secession, which themselves had already been imbued with exoticism.

Undoubtedly, D’Aronco benefitted from this context. His projects in Turkey, at the turn of the cen-
tury, can in fact be characterised as a form of super-eclecticism, a vibrant syncretism of forms,
styles and association of many different origins.

This liberation marks the birth of modern architecture. Architecture no longer looks only at itself,
atone or more sectors of its own past, specific to each theme, but feeds liberally on any sensible
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and intellectual reality belonging to any place and time.

The entire adventure of D’Aronco weaved itself within such a research, within a plurality of mne-
monic extrapolations from contexts foreign to architecture, combining together elements from
living nature and from crystals, as in all Art Nouveau, with varied and kinetic images, of the city
[of Istanbul] and its history

D’Aronco operated within this twilight zone, at a time when the unitary block of premodern cul-
ture, dominated by the symbolism of ‘order’, was moving towards the modern fracture into a
divided culture that assigns only to technique the outcomes of the architectural product.

D’Aronco, on the other hand, declared himself architect-artist, he felt as such, and his architec-
ture was in the first place a matter of art. He approached a new form of functionalism, or rather he
enriched it with a polyphonic engagement with his environment, thus sensing one of the essen-
tialimpulses that would become our contemporary anxiety of reconciling our cultural dichotomy.

Translated by Rosa Pietroiusti

Michel Serres

Giiriilti (1982)

Cikis noktasi tam olarak burasi. Gurlilti ve bulanti [nozea], guriilti ve denizcilige dair olan
ne varsa [notik], gurilti ve gemi [navire], hepsi kelime kokeni olarak ayni aileden. Buna
sasirmamak lazim. Dip gurlltisu [bruit de fond] diye adlandirdigimiz sesi, denizden daha
iyi duyabilecegimiz bir yer yok. Bu sakin ya da siddetli giiriiltii sonsuza kadar yerlesmis gibi.
Mutlak yatay diizlemde caglayanlar, istikrarli, dengesiz, hi¢ durmaksizin yer degistiriyor.
Mekan tamamiyla ugultunun isgali altinda; biz de tamamiyla bu giiriiltu tarafindan zapte-
dilmisiz. Sessizligin berisinde, tanimli isaretlerin berisinde, bu rahatsiz edici hareketlilik her
yerde duyulabiliyor... Guriilti bir gériingli olamaz, her gériingii ondan ayrilan bir par¢adir,
dipte sekillenir, degismek, taninmak, algilanmak, varolmak icin sessizligi isgal eden kulak
patlatici gliriiltiiden kopmak zorunda olan tiim isaret, tiim ¢agri, tim ¢iglik, tim mesaj gibi,
pustaki ates gibi dipte sekillenir. Bir goriingli ortaya ¢iktiginda guriltiyt terk eder, bir go-
riingui birdenbire belirdiginde ve dogdugunda, giiriiltiiniin tGstuni orter. Dolayisiyla goriin-
giibilime degil, varliga dairdir. Oznelerin oldugu gibi nesnelerin de, isitmenin ve mekanin,
gozlemcilerin ve gdzlemlenenlerin icinde yerlesiktir; maddi ya da yazilimsal gézlem arag ve
gereglerini gecer, insa edilen kanallar ve dilleri de; hem kendinde hem kendi igin olandadir,
felsefenin en kesin ve eski ayrimlarini asar, giriltii metafiziktir. Fizigin, kelimenin en genis
anlamiyla tamamlayicisidir.

Secen Andrew Yang Ceviren Kerem Kabaday1

Noise (1982)

There then is the origin. Noise and nausea, noise and nautical, noise and navy have the same et-
ymology. We shouldn't be astonished for we never hear white noise better than when at sea. This
noise, be it calm or vehement, seems to have been established for all time. On a strict horizontal
plane, stable or unstable flows of water constantly exchange places. Space is completely invaded
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by noise; we are completely occupied by the same noise. The agitation is everywhere to be heard,
beside the signals, beside the silence... Noise is not a phenomenon, all phenomena separate from
it, figures on a ground, as a light in the fog, as any message, cry, call, signal must each separate from
the hubbub that fills the silence, just to be, to be perceived, sensed, known, exchanged. As soon
as there is a phenomenon, it leaves noise, as soon as an appearance arises, it does so by masking
the noise. Thus it is not phenomenology but beingitself. It is set up in subjects as well as in objects,
in hearing and in space itself, in observers and observed, it passes through the means and tools of
observation, be they material or logical, be they channels that were constructed or languages, itis in
both the in-itself and the for-itself, it crosses the oldest and surest divisions of philosophy, yet, noise
is metaphysical. It is the complement of physics, in the broadest sense of the Word.

Selected by Andrew Yang Translated by Lawrence R. Schehr

Italo Calvino

Palomar (1983)

Deniz, belli belirsiz ¢alkantil, kiigiik dalgalar kumlu kiyiy1 déviiyorlar. Bay Palomar, kiyida
ayakta duruyor ve bir dalgaya bakiyor. Kendini dalgalari hayranlikla seyretmeye kaptirmis
degil. Kaptirmis degil, clinkii ne yaptigini ¢ok iyi biliyor: Bir dalgaya bakmak istiyor ve baki-
yor. Hayranlikla seyretmiyor, ¢linkii hayranlikla seyretmek igin, elverisli bir yapi, elverisli bir
ruhsal durum ve elverisli dis kosullarin bir araya gelmesi gerekli: Ve Bay Palomar, ilke olarak
hayranlikla seyretmeye karsi olmasa da, bu ii¢ kosuldan higbiri yok kendisinde. Kisacasi,
bakmayi amacladigi “dalgalar” degil, tek bir dalga, hepsi bu: Belirsiz durumlardan kaginmak
istediginden, her eylemi igin sinirli ve kesin bir amag belirliyor.

Bay Palomar, uzakta bir dalganin yikseldigini, blyudugunt, yaklastigini, bicim ve renk de-
gistirdigini, kendi lizerine dolandigin, kirildigini, yok oldugunu, geriye déndiigiinii goriiyor.
Bu noktada, tasarladigi calismayi sonuglandirdigi kanisina vararak, oradan ayrilip gidebi-
lirdi. Ama, bir dalgayi, kendisinin hemen pesinden gelen ve onu itiyormus gibi gériinen
ve kimi kez de yetiserek onu alip gétiiren dalgadan ayirmak dyle zor ki: Tipki, kendisinden
once gelen ve onun pesinden kiyiya siiriikleniyormus gibi gériinen, kimi kez de sanki 6nii-
nii kesmek icin ona dogru dénen dalgadan ayirmanin zor olmasi gibi. Ustelik, her dalga
hareketi, gelisme yoniinde, kiylya kosut olarak ele alininca, ilerleyen cephenin nereye dek
kesintisiz uzandigini, nerede ayrilip hizlari, bigimleri, gti¢cleri, yonleri ayri, bagimsiz dalgalara
bélundigiini belirlemek zorlasiyor.

Sonug olarak, kendisini bicimlendirmeye katkida bulunan karmasik 6gelerle, kendisinin yol
actigi bir o kadar karmasik 6ge dikkate alinmaksizin, bir dalga gézlemlenemiyor. Bu 6geler
strekli degisiyorlar, bu nedenle bir dalga, hep, bir baska dalgadan degisik; ama her dalga-
nin, hemen yanibasindakine ya da ardindakine olmasa bile; bir baska dalgaya benzer oldu-
gu dogru; kisacasi uzamda ve zamanda dizensiz bir bicimde dagilmis olsalar da, yinelenen
bigimler ve béliimler var. Bay Palomar’'in su sirada yapmay! diisiindiigu, yalnizca bir dalgayi
gormek, yani hicbirini gézardi etmeksizin bitin bilesenlerini derlemek oldugu igin, daha
once derleyememis oldugu 6geleri belirleyinceye dek, kiylya vuran dalgalarin devinimi tize-
rinde olacak bakisi; gorintulerin yinelendiklerini fark eder etmez, gérmek istedigi her seyi
gordigiini anlayacak ve duracak.

Secen Zeyno Pekiinlii Ceviren Rekin Teksoy
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Mr. Palomar (1983)

The sea is barely wrinkled, and little waves strike the sandy shore. Mr. Palomar is standing on
the shore, looking at a wave. Not that he is lost in contemplation of the waves. He is not lost,
because he is quite aware of what he is doing: he wants to look at a wave and he is looking at it.
He is not contemplating, because for contemplation you need the right temperament, the right
mood, and the right combination of exterior circumstances; and though Mr. Palomar has nothing
against contemplation in principle, none of these three conditions applies to him. Finally, it is
not the waves that he means to look at, but just one individual wave: in his desire to avoid vague
sensations, he establishes for his every action a limited and precise object.

Mr. Palomar sees a wave rise in the distance, grow, approach, change form and colour, fold over
itself, break, vanish and flow again. At this point he could convince himself that he has conclud-
ed the operation he had set out to achieve, and he could go away. But isolating one wave is not
easy, separating it from the wave immediately following, which seems to push it and at times
overtakes it and sweeps it away; and it is no easier to separate that one wave from the preceding
wave, which seems to drag it toward the shore, unless it turns against the following wave, as if to
arrest it. Then, if you consider the breadth of the wave, parallel to the shore, it is hard to decide
where the advancing front extends regularly and where it is separated and segmented into inde-
pendent waves, distinguished by their speed, shape, force, direction.

In other words, you cannot observe a wave without bearing in mind the complex features that
concur in shaping it and the other, equally complex ones that the wave itself originates. These
aspects vary constantly, so each wave is different from another wave, even if not immediately
adjacent or successive; in other words, there are some forms and sequences that are repeated,
though irregularly distributed in space and time. Since what Mr. Palomar means to do at this
moment is simply see a wave — that is, to perceive all its simultaneous components without
overlooking any of them — his gaze will dwell on the movement of the wave that strikes the shore
until it can record aspects not previously perceived; as soon as he notices that the images are
being repeated, he will know he has seen everything he wanted to see and he will be able to stop.

Selected by Zeyno Pekiinlii Translated by William Weaver

Jane Gallop
Lacan’t Okumak (1985)

Bu nese belki de Lacan’in bir analojinin biyiisiine kapilarak inangsizligini askiya alan ve
aynadaki imgesini kabul eden ¢ocuga atfettigi “coskulu sevince” benziyor.

Kisaca 6zetleyelim: Ayna evresinde, heniiz ayakta durma kudretine sahip olmayan ve baska
biri veya yardimci bir alet tarafindan tutulan cocuk aynada kendisini goriince, ayakta durusu
“coskulu bir sevingle” kabul eder. “O anda/zaten orada” olan aynadaki imgede sonradan
ogrenecedi bir kudreti bulur. Bu coskulu seving, bu sevk, sonradan olacagi seyi o anda ol-
mus gibi goériinmesini saglayan zamansal diyalektige baglhdir.

Lacan’in 6grencilerinin icinden ¢ikamadigi bu zamansal diyalektik, 6ngoriiye, gelecegi
simdide gérmeye dair bir diyalektik degil. Burada gerek “simdi” gerekse “gelecek” aslinda
“gecmig’tir. Ogrencileri gecmisi daha yakin bir gecmisin, Lacan’in daha eski yazilarini daha
yakin tarihli yazilarinin isiginda okuyorlar. Nitekim insanin, cocugun 6ngérisi ile 6grenci-
lerin geriye doniik etkimeleri arasinda karsitlik kurasi geliyor. Ama ayna evresinin hem bir
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6ngori hem de bir geriye etkime oldugu anlasiliyor.

Ayna evresi bir déniim noktasidir. Bu evreden sonra 6znenin kendisiyle iligkisi hep disari-
dan gelmis bitiinlestirici birimgeyle dolayimlanir. Ornegin aynadaki imge, benligi organize
edip yénlendiren bir bitiinlestirici ideal haline gelir. Fakat “benlik” kacinilmaz olarak bii-
tunlestirilmis, birlestiriimis bir kavram (bdltinme igeri ile disari arasinda) oldugu i¢in, ayna
evresinden dnce “benlik” diye bir sey yoktur. Ayna evresi bir déniim noktasi, peki ama neyle
ne arasinda? Ayna evresi benligin kronolojisinde bir doniim noktasidir, ama ayni zamanda
benligin kékeni, kurulus anidir. Peki ondan énce ne vardir?

Palmier’ye soracak olursaniz, “ondan dnce olan gériinen o ki... parcalanmis bedenin azabi-
dir”. “Pargalanmis beden” Lacan’a ait bir terim, psikanalize gére kayginin eslik ettigi bir had
safhada bitiinlestiriimemis beden imgesini anlatir. Ayna evresinde ilk benligin olusumu
bedenin ilk bittinlestirilmis imgesine dayanir: Parcalanmistan ziyade bitiinlestiriimis. Her
ne kadar Palmier parcalanmis bedenin azabinin “gériinen o ki dnce geldigi’ni soylese, yani
bunun bir gériiniisten ibaret oldugunu ve aslinda baska bir seyin 6nce gelebilecegini ima
etse de, ayna evresiyle ilgili sunumunun geriye kalani “parcalanmis bedenin azabi”ni kesin
bir sey olarak ele alir: Ornegin, ayna evresi “dyle bir dramadir ki parcalanmig bedenin azabi-
nin yerini bedenin biitiin olarak 6ngoriildiigi imgeye biraktigr goriltr”. Boyle dusiinen tek
kisi Palmier degil, genel olarak bdyle anlasilir ayna evresi: “Pargalanmis beden”in biitiinles-
tirilmis bir beden imgesi, bir proto-benlik haline geldigi doniim noktasi.

Secen Senam Okudzeto Ceviren Savas Kilig

Reading Lacan (1985)

This joy may resemble the ‘jubilation’ Lacan ascribes to the child assuming his mirror image,
being captivated by an analogy and suspending his disbelief.

Briefly: in the mirror stage, the infant who has not yet mastered the upright posture and who is
supported by either another person or some prosthetic device will, upon seeing herself in the
mirror, ‘jubilantly assume’ the upright position. She thus finds in the mirror image ‘already there’,
a mastery that she will actually learn only later. The jubilation, the enthusiasm, is tied to the tem-
poral dialectic by which she appears already to be what she will only later become.

The temporal dialectic in which Lacan’s students are enmeshed is not exactly one of antici-
pation, of seeing the future in the present. Both the ‘present’ and the ‘future” here are actually
‘pasts’. The students read the past in light of a more recent past, read early Lacan writings in
light of more recent Lacan teachings. Indeed one might be tempted to contrast the infants an-
ticipation with the students’ retroaction. But it turns out that the mirror stage itself is both an
anticipation and a retroaction.

The mirror stage is a turning point. After it, the subject’s relation to himself is always mediated
through a totalising image that has come from outside. For example, the mirror image becomes
atotalising ideal that organises and orients the self. But since the ‘self is necessarily a totalised,
unified concept — a division between an inside and an outside — there is no ‘self’ before the
mirror stage. The mirror stage is thus a turning point, but between what and what? It is a turning
point in the chronology of self, but it is also the origin, the moment of constitution of the self.
What therefore precedes it?

According to Palmier, ‘what seems to be first... is the anguish of the corps morcelé (body in bits
and pieces’. The corps morcelé is a Lacanian term for a violently nontotalized body image, an
image psychoanalysis finds accompanied by anxiety. In the mirror stage the formation of the
first self is based on the first totalized image of the body: totalized rather than in bits and pieces.
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Although Palmier says that the anguish of the corps morcelé ‘seems to be first’, implying that this
may be merely appearance and that something else may actually be first, the rest of his pres-
entation of the mirror stage treats the anteriority of the ‘anguish of the body in bits and pieces’
as a certainty: for example, ‘[the mirror stage] is a drama that sees the anticipated image of the
body as totality replacing the anguish of the body in bits and pieces’. Palmier is not alone; this is
the generally understood notion of the mirror stage: a turning point where the ‘body in bits and
pieces’ becomes a totalised body image, a proto-self.

Selected by Senam Okudzeto

Humberto Maturana & Francisco Varela

Bilgi Agact: Insan Anlayisinin Biyolojik Temelleri (1987)

Bir varligin canli oldugunu nasil bilebiliriz?

...Mesela, cogalabilen/ireyebilen bir makine yapsak, molekiillerden degil de demir ve plas-
tikten olusmus bu makine canli midir?

Bizim 6nermemiz, canlilarin 6zelliginin, kelimenin diiz anlamiyla siirekli kendilerini Giretme-
leri oldugudur. Onlari tanimlayan organizasyonu kendi kendini var eden organizasyon ola-
rak adlandirirken bu siireci kastediyoruz.

... kendi kendini var eden hiicre birliklerinin molekiiler bilesenleri, siireklilik gosteren bir
etkilesim agi icinde olmalidir.

...Isinilging yan, bilesenleri olusturan déniisiim agini yaratan bilesenleri bu hiicre metabo-
lizmasi Uretir. Bu bilesenlerin bazilari bir sinir, bu déniisim agina bir limit teskil eder. Morfo-
lojik terimlerle ifade edecek olursak, mekandaki bu ayrilmayi mimkin kilan yapi ¢eperdir.
Bu ¢eper sinirinin hiicre metabolizmasinin iriinii olmasi, bir kumasin kumas makinesinin
urtint olmasiyla ayni sey degildir. Clinkii bu ¢eper, hem kendi icerigini Ureten donlistim agi-
nin alanini sinirlar hem de bu agin bir pargasidir.

... Kendi kendini var eden bir sistemin en dikkat ¢ekici 6zelligi kendi kendine yetmesi ve
cevresinden kendi dinamikleri araciligiyla ayrilmasidir; bu dyle bir bicimde gergeklesir ki
sistem ve dinamikleri birbirinden ayirt edilemez.

Secen Pierre Huyghe Ceviren Mahir Unsal Eris

The Tree of Knowledge: The Biological Roots of Human
Understanding (1987)

How do we know when a being is living?

... Forinstance, if we build a machine capable of reproducing itself, made of iron and plastic and
not of molecules, is it living?... Our proposition is that living beings are characterised by the fact,
literally, they are continually self-producing. We indicate this process when we call the organisa-
tion that defines them as an autopoietic organisation.

... [TThe molecular components of a cellular autopoietic unity must be dynamically related in a
network of ongoing interactions.

... Interestingly, this cell metabolism produces components which make up the network of
transformations that produced them. Some of these components form a boundary, a limit to
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this network of transformations. In morphologic terms, the structure that makes this cleavage
in space possible is called a membrane. Now, this membranous boundry is not a product of cell
metabolism in the way that a fabric is the product of a fabric-making machine. The reason is that
this membrane not only limits the extension of the transformation network that produced its own
components but it participates in this network.

... The most striking feature of an autopoietic system is that it pulls itself up by its own bootstraps
and becomes distinct from its environment through its own dynamics in such a way that both
things are inseparable.

Selected by Pierre Huyghe

Gilles Deleuze

Kiorim: Leibniz ve Barok (1988)

... Barogun 6zelligi, sonsuza giden kivrimdir. ... Etimolojik olarak, bir labirentin ¢ok oldugu
séylenir, ¢linkii birgok kivrimi vardir.* Cok olan, yalnizca birgok pargaya sahip olan degil,
bircok bicimde kivrilmis olandir da. Bdylece her kata bir labirent karsilik diiser: maddede ve
pargalarinda surekliligin labirenti, ruhta ve yiiklemlerinde 6zgurliigun labirenti (De la liberté,
Foucher de Careil, Nouvelles lettres et opuscules)...

... Leibniz’de ise evrenin egrilidi, Ui¢ baska temel kavrama bagl olarak ele alinir: maddenin
akiskanhig, cisimlerin elastikligi, mekanizma olarak yay. ilk olarak, maddenin kendiliginden
egri ¢izgi halinde ilerlemeyecedi agiktir: madde tanjanti izleyecektir (Nouveaux essais, 6n-
s0z). Ama evren, son kertede tanjanti olmayan bir egriye gore maddeye egricizgili ya da
burgagsi bir hareket veren etkin bir kuvvet tarafindan sikistirilmis gibidir. Maddenin sonsuz-
ca boliinmesi ise sikistirici kuvvetin, her maddi cismi gevresindekilerle, o cisminigine giren,
icinde yiizen ve egriligini belirleyen pargalarla iliskilendirmesini saglar. Maddenin pargalari,
durmaksizin béliinerek, burgag¢ icinde kii¢lik burgaglar, bunlarin icinde daha kiiclik baska
burgaclar, birbirine degen burgaclarin disbiikey araliklarinda tekrar baska burgaglar olus-
turur. Oyleyse madde, bosluk birakmayan, sonsuzca delikli, stingersi, oyuklu bir doku ser-
gilemektedir, her oyugun icinde bir bagka oyuk vardir hep. Ne kadar kiigiik olursa olsun her
cisim, diizensiz gegitler onu delik desik ettigi icin, gitgide daha ince bir akiskan onu sardigi
ve katettidi icin, bir diinya barindirir; evrenin bitiind, “icinde farkl akintilar ve dalgalar olan
bir madde havuzuna” benzetilebilir (Des Billettes’e Mektup, Aralik 1696 [Gerhardt, Philosop-
hie, VI, s. 542]). ... Leibniz’e gore, gergekten ayri iki madde pargasi ayrilamaz olabilir, yalniz-
ca bir cismin egricizgili hareketini belirleyen cevreleyenlerin etkisi degil, cismin katiigini
(tutarhlik, bittinliik), yani pargalarinin ayrilmazhgini belirleyen cevreleyenlerin baskisi da
gosterir bunu. Dolayisiyla, cismin bir akiskanlik derecesi oldugu kadar bir katilik derecesi
de oldugunu ya da cismin &ziinde elastik oldugunu séylememiz gerekir; cisimlerin elastik
kuvveti, madde lizerinde etkide bulunan etkin sikistirici kuvvetin ifadesidir. Gemi belli bir
hiza ulastiginda, dalga bir mermer duvar kadar kati hale gelir. ...

Leibniz, olaganiistii bir metinde aciklar bunu: biikiilebilir ya da elastik bir cisim, hala bir
kivrim olusturan tutarl parcalara sahiptir, 6yle ki bu parcalar, pargalarin pargalarina ay-
rismaktan ¢ok, her zaman belli bir tutarligr koruyan gitgide daha kii¢lik kivrimlara boli-
nir sonsuzca. Sirekliligin labirenti, akiskan kumun taneciklere béliniip dagiimasi gibi

*Labirent, Eski Yunancada, kendi lizerine kivriimis olan anlamina da geliyor (¢.n.).
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bagimsiz noktalara boluntp dagilacak bir ¢izgi degildir; kivrimlar halinde sonsuzca boli-
nenya da, her biri cevresindeki tutarlilik ya da destekle belirlenen egri hareketlere sonsuzca
ayrisan bir kumas ya da kagit yapradi gibidir. “Surekliligin boltinmesi, kumun taneciklere
boltinmesi gibi degil, bir kagit yapraginin ya da bir tiinigin kiviimlara béltinmesi gibi dusu-
niilmelidir: dyle ki, cisim asla noktalara ya da en kiigtiklere bolinmeksizin, bazisi digerlerin-
den kiiglik sonsuz sayida kivrim olabilsin,” (Pacidius Philelethi [C, s. 614-515]). Her zaman
oyuk icinde oyuk oldugu gibi kivrim igcinde de kivrim vardir. Maddenin birimi, labirentin en
kiiclik 6gesi, nokta degil kivimdir, ¢linkii nokta asla ¢izginin bir parcasi degil yalnizca bir
ucudur. Bu ylizden maddenin pargalari, sikistirici elastik kuvvetin sonucu olarak kitleler ya
da yigiimalardir. Oyleyse agilmig-kivrim, kiviimin karsiti degildir, kiviimi bir baska kivrima
dek izler. “Karsit bir cabanin tekrar tekrar degistirdigi”, “kivrimlara déntismus parcaciklar”
(Des Billettes’e Mektup, s. 453). Ruzgarlarin, sularin, atesin ve topragin kivrimlari ve maden
yatagindaki damarlarin yeralti kivrimlari. “Dogal cografya”nin kati kivrilmalari, karmasik bir
etkilesimler sistemi iginde, 6nce atesin, ardindan sularin ve riizgarlarin toprak tzerindeki
etkilerine dayanir; maden damarlari ise, bazen cemberler ya da elipsler olusturarak sonla-
nan, bazen de hiperbol ya da parabol olarak uzayip giden koniklerin egrilerine benzer.V)
Japon bir filozof, maddenin bilimi “origami”yi model aliyor, derdi, yani kagit katlama sanatini.

Ceviren Hakan Yucefer

(1) Protogaea (Dutens Il; ve Bertrand de Saint-Germain'in Fransizca gevirisi, 1850, Langlois
Yay.). Maden damarlari ve koniklerle ilgili olarak 8. Bolim.

The Fold (1988)

The characteristic of the Baroque is the fold that goes on to infinity.

... with Leibniz, the curvature of the universe extends in accordance with three ... fundamental notions:
the fluidity of matter, the elasticity of bodies, the spring as mechanism. In the first place, it is certain
that matter would not of itself move in a curved line: it would follow the tangent (Preface to the New
Essays). But the universe is, as it were, compressed by an active force which gives a curvilinear or
swirling movement to matter, following to its end a curve with no tangent. And the infinite division
of matter means that the compressive force relates each portion of matter to its surroundings, to the
surrounding parts which bathe and penetrate the body in question, determining its curvature. Cease-
lessly dividing, the parts of matter form little swirls within a swirl, and in them there are other, smaller
ones, and still more in the concave intervals of the swirls which touch one another. Matter thus offers a
texture that is infinitely porous, that is spongy or cavernous without empty parts, since there is always
acavern in the cavern: each body, however small it may be, contains a world insofar as it is perforated
by uneven passageways, and the world, surrounded and penetrated by an increasingly subtle fluid,
was like a ‘pond of matter in which there are different currents and waves' (‘Letter to Des Billettes, De-
cember 1696, Philosophical Papers and Letters, vol. 2,772). ... According to Leibniz, two truly distinct
parts of matter can be inseparable, as is shown not only in the action of the surroundings — which
determine the curvilinear movement of a body — but also by the ambient pressure, which determines
its hardness (coherence, cohesion) or the inseparability of its parts. One would thus have to say that a
body has a degree of hardness as well as a degree of fluidity, or that it is essentially elastic, the elastic
force of bodies being the expression of the active compressive force which works on matter — once
aboat reaches a certain speed, a wave becomes as hard as a marble wall. ...

This is what Leibniz sets forth in an extraordinary text: a flexible or elastic body still has coherent parts
which forma fold, with the result that they do not separate into parts of parts, but rather divide infinitely

Antoloji / Anthology 209

into smaller and smaller folds that always retain a certain cohesion. What is more, the labyrinth of
continuity is not a line which would dissolve into independent points, like sand flowing in grains, but
is like a piece of fabric or a sheet of paper which divides into an infinite number of folds or disinte-
grates into curved movements, each one determined by the consistency or the participation of its
setting. ‘The division of the continuous ought not to be considered as that of sand into grains, but
as that of a sheet of paper or of a tunic into folds, in such a way that there can be an infinite number
of folds, one smaller than the next, without the body ever dissolving into points or minima’ (‘Placidius
Philalethi,” Opuscules, 614-15). Always a fold within the fold, like a cavern within the cavern. The unit
of matter, the smallest element of the labyrinth, is the fold, not the point, which is never a part, but only
an extremity of the line. That is why the parts of matter are masses or aggregates, as corollary to the
compressive elastic force. The unfold is thus not the opposite of the fold, but follows one fold until the
next. ‘Particles twisted into folds, and which a ‘contrary effort changes and changes again’ (‘Letter to
Des Billettes,’ 773). Folds of the winds, of fire and the earth, and the subterranean folds of lodes in the
mine. The solid creases of ‘natural geography’ can be attributed to the initial action of fire, followed
by that of the winds and waters on the earth in a system of complex interactions; and lodes are like
the curves of conic sections, ending now in a circle or an ellipse, now extending into a hyperbola or
a parabola.“’ Material science, the Japanese philosopher would say, has as its model ‘origami,” or
the art of the paper fold.

Ceviren Jonathan Strauss

(1) GMW.Leibniz, ‘Protogaea, Opera Omnia, ed. L. Dutens (Geneva : Fratres de Tournes, 1768), vol 2.

Sven Lindqvist
Sahra Seyahati 1990)

Bir kez daha o tasi karanlik sularda yikiyorum. Magaranin karanliginda yarasalar etrafimda
1slik caliyor, kanatlarindan gelen esinti tavandan bas asagi sarkmis uyuyan digerlerini de
uyandiriyor. Bas? Biitiin magara biyiik bir bas; kucagimda pembe bir tasla icinde durdu-
gum, 1slik ¢alan bir karanhgin bos kafatasi.

Takipteki gtines isinlarindan kaginmak igin stirekli yon degistiren dar, dolambagli gegitler
hosuma gidiyor. Evler, dar hatlar boyunca uzanan sokaklarin tizerinde képriiler olusturuyor,
sokaklar tiinellere donusuyor, avlularsa giinesin giremedigi kuyular kadar derinde. Pence-
reler dar agikliklardan ibaret; ginisiginin iceri dalamayacagi kadar derin. Yuzyillar iginde
buluslar ¢6l mimarisinin temel prensibi tizerine insa edilmis: Giinesten korunma.

Sulama havuzlarinin gigekler agmis yesil sulari Gizerinde ugusan pariltih mavi yusufcuklari
seviyorum; umut veren bir mirilti, dalgalanma, likirti her yerde. Su zikzaklar gizen, dallara
ayrilan veya birlesen kanallardan olusan karmasik bir diizende akiyor. Siyahi adamlar yumu-
sak allivyona lahana ekiyor.

Timimoun gevresindeki tuz beyazi diizliikleri ve kum saatlerindeki kadar ince kumu seviyo-
rum. Kumdan, uzun, kirmizi kékleri olan daglari seviyorum. Riizgarla cilalanmis keskin uglu
oraklari andiran yeni ay kumullarini seviyorum.

Secen Emre Hiiner Ceviren Kerem Kabaday:
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Saharan Journey (1990)

Once again | am washing that stone in black water. Bats whistle around me in the dark of the cave,
the breeze from their wings waking others asleep, hanging in the roof with their heads down.
Heads? The whole cave is a head, an empty skull of a whistling darkness, in which | stand with the
pink stone in my arms.

|like the narrow winding alleys constantly changing direction to avoid the pursuing rays of the sun. The
houses form bridges across the narrow shafts of streets, the streets becoming tunnels, the courtyards
as deep as wells down which the sun cannot penetrate. The windows are narrow apertures, so deep
the sun cannot shoot in through them. Over the centuries, innovations have built on the basic principle
of desert architecture: defence against the sun.

| love the shimmering blue dragonfiies hovering above the green flowering water of irrigation pools, a
promising murmuring, rippling, gurgling everywhere. The water runs through a complicated system of
gullies criss-crossing each other, branching out or merging. Black men plant cabbages in the soft silt.
| love the salt-white plains round Timimoun and the hour-glass fine sand. | love the mountains
with their long red roots of sand. | love the new-moon dunes, shaped like sickles with sharp,
wind-polished edges.

Selected by Emre Hiiner Translated by Kerem Kabaday1

Henri Lefebvre
Ritimanaliz (1992)

(Gelecekte) ritimanalist uzmanlasmak zorunda kalacak mi? Belgelerin —grafikler, frekanslar,
muhtelif egriler— karsilastirildigr bir laboratuvar kurup yonetmesi mi gerekecek? Daha dog-
rusu, miisterilere, hastalara bakmayi kabul edecek mi? Siiphesiz ama buna daha var. Once
kendini egitmek (kendini alistirmak veya ders almak), bunun icin de ¢ok calisip, diinyayi,
zamani ve gevreyi algilayisini ve kavrayisini degistirmek zorunda olacak. Dolayisiyla duygu-
lari da tutarh (kavramlariyla uyumlu) ve saglikl bir sekilde degisecek. [Ritimanalist] tipki tim
bedeninden ve duyularindan &diing aldidi ve topladig gibi tim bilimlerden, psikoloji, sos-
yoloji, etnoloji, biyoloji ve hatta fizik ve matematikten veri toplar: Temsilleri, onlara ait egriler,
safhalar, devreler ve yinelenmelerden tanimalidir. Uzmanlarin tedarik ettigi aletlerle iliskisinde
disiplinlerarasi bir yaklasim takip eder. Elbette mekansal olani ve yeriihmal etmemek kaydiyla
kendisini mekanlardan ¢ok zamanlara karsi duyarlilastirir. Bir dinleyici kitlesinin bir senfoniyi
dinlemesi gibi, o da bir evi, sokagi, kenti “dinlemeye” baslayacaktir.

Muizikal zaman yasanmis zamanla 6rtistr mi? Ya da hayali zamanla (streyle)? Mecazi midir?
Schopenhauer'dan bu yana teorisyenler (6zellikle Boris von Schlézer) bu soruyu sormamis
olmasalar da, karanlikta biraktilar. Dahasi, ritmik olan bir kenara birakildiginda (yasanmis veya
dussel) zaman kavrami soyut kalir. Ancak miizikal zamani mekanin disinda 6zsel (veya varo-
lussal) olarak ele almak dogru olur mu? Hayir! Ses, bir mekani ve varolusun aletlerini isgal
eder. Muzikal zamanin mekansallasmasi bir ihanet sayilamaz. Belki de miizik bir zaman ve
mekan bitlnlugnan, ittifakinin var oldugunu farz eder. [Belki de] ritmin icinde ve sayesinde?

Secen Cevdet Erek Ceviren Kerem Kabaday1
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Rhythmanalysis (1992)

Will the (future) rhythmanalyst have to professionalise himself? Will he have to set up and direct
alab where one compares documents: graphs, frequencies and various curves? More precise-
ly, will he agree to look after clients? patients? Without doubt, but in a long time. He will first
have to educate himself (to break himself in or accept training), to work very hard therefore, to
modify his perception and conception of the world, of time and of the environment. His emo-
tions will consequently also be modified, in a coherent (in accordance with his concepts) and
non-pathological way. Just as he borrows and receives from his whole body and all his senses,
so he receives data [données] from all the sciences: psychology, sociology, ethnology, biology;
and even physics and mathematics. He must recognise representations by their curves, phases,
periods and recurrences. In relation to the instruments with which specialists supply him, he
pursues an interdisciplinary approach. Without omitting the spatial and places, of course, he
makes himself more sensitive to times than to spaces. He will come to ‘listen’ to a house, a street,
atown, as an audience listens to a symphony.

Does musical time coincide with lived time? Or with imaginary time (duration)? Metaphorical?
Theorists since Schopenhauer (notably Boris von Schloezer) have left the question in the dark,
though not without having posed it. Furthermore, the concept of (lived or dreamed) time re-
mains abstract if one leaves the rhythmic aside. But would it be right to treat musical time as
essential (or existential) outside space? No! Sound occupies a space, and the instruments of
existence. The spatialisation of musical time cannot be deemed a betrayal. Perhaps music pre-
supposes a unity of time and space, an alliance. In and through rhythm?

Selected by Cevdet Erek Translated by Stuart Elden and Gerald Moore

Ella Shohat
Bir Arap Yahudisinin Diistiniisleri (1992)

Ben bir Arap Yahudisiyim. Ya da daha da spesifik soylersem, Amerika Birlesik Devletle-
ri’nde yasayan, yazan ve egitmenlik yapan Irak asilli israilli bir kadinim. Ailemin ¢ogu iyesi
Bagdat'ta dogup biiyiidiler ve su an Irak, Israil, Amerika Birlesik Devletleri, ingiltere ve Hol-
landa'da yasamaktalar. Blyiikannem 1950’lerde ilk defa israil toplumuyla karsilagtiginda,
yemeleri, konusmalari ve goriinusleri ¢ok farkli bu insanlarin — Avrupa Yahudileri — ger-
cekte Avrupall Hiristiyanlar olduklarina ikna olmus gibiydi. Onun nesli i¢in Yahudi olmak
Ortadogululukla ayrilmaz bir sekilde baglantiliydi. Hala israil'de yasayan ve ¢ogunlukla
Arapga konusarak anlasan biyiikanneme, Yahudilere “bizler”, Araplara “onlar” demesini
ogretmek gerekiyordu ¢tinki Ortadog@ulular igin ayrim Yahudiye karsi Arap olarak degil, hep
“Misliiman”, “Yahudi”, “Hiristiyan” olarak isliyordu. Varsayim sdyleydi: “Arap olmak”, dinsel
farkliliklara ragmen ortaklasa paylasilan bir kiilturi ve dili isaret ediyordu.

Bir Arap Yahudisi olarak, bu oksimoronik varligin “gizemler”ini agiklamakla yuktumli gibiyim
sik sik. Yidis dedil de Arapga konusuyorduk, bin yillik bir dénemde laik ya da dinsel tiim
kulttrel yaraticihgimiz buyik olctide Arapca olarak ifade bulmustu (Maimonides Batrya
“bunu fark ettiren” birka¢ entelektiielden biriydi) ve Ortadogu’daki veya Kuzey Afrika'daki
topluluklarimizin en dindar olanlarinin bile kendilerini hicbir zaman ne Yidis aksanli Ibranice
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dualarla ifade ettikleri ne de yuzyillar nce Polonya’daki ayinsel-jestsel normlara ve koyu ren-
gi tercih eden giyim kusam kodlarina uyduklar gériilmistiir. Benzer sekilde Ortadogu’daki
kadinlar da hicbir zaman peruk takmadilar, basértiisi takarlarsa sayet, bu, bélgesel giysilerin
degisik versiyonlarindan olusuyordu (ama ingiliz ve Fransiz emperyalizminin uyanisi sirasin-
da ¢ogu Bati tarzinda giyindiler). Bizim sinagoglarimiza gittiginizde, New York, Montreal,
Paris ya da Londra'dakilere bile, miizigimizin ¢eyrek vuruslar sarinca her yani —konudan ha-
bersiz olanlar, onun bir camiden geldigini bile hayal edebilir- hayrete diisersiniz.

Secen Michael Rakowitz Ceviren Anita Sezgener

Reflections of an Arab Jew (1992)

|'am an Arab Jew. Or, more specifically, an Iraqi Israeli woman living, writing and teaching in the
U.S. Most members of my family were born and raised in Baghdad, and now live in Iraq, Israel,
the U.S., England, and Holland. When my grandmother first encountered Israeli society in the
‘50s, she was convinced that the people who looked, spoke and ate so differently--the European
Jews--were actually European Christians. Jewishness for her generation was inextricably asso-
ciated with Middle Easterness. My grandmother, who still lives in Israel and still communicates
largely in Arabic, had to be taught to speak of ‘us’ as Jews and ‘them’ as Arabs. For Middle East-
erners, the operating distinction had always been ‘Muslim,” ‘Jew,  and ‘Christian,’ not Arab versus
Jew. The assumption was that ‘Arabness’ referred to a common shared culture and language,
albeit with religious differences.

As an Arab Jew, | am often obliged to explain the ‘mysteries’ of this oxymoronic entity. That we
have spoken Arabic, not Yiddish; that for millennia our cultural creativity, secular and religious,
had been largely articulated in Arabic (Maimonides being one of the few intellectuals to ‘make
it’ into the consciousness of the West); and that even the most religious of our communities
in the Middle East and North Africa never expressed themselves in Yiddish-accented Hebrew
prayers, nor did they practice liturgical-gestural norms and sartorial codes favouring the dark
colours of centuries-ago Poland. Middle Eastern women similarly never wore wigs; their hair
covers, if worn, consisted of different variations on regional clothing (and in the wake of British
and French imperialism, many wore Western-style clothes). If you go to our synagogues, even in
New York, Montreal, Paris or London, you'll be amazed to hear the winding quarter tones of our
music which the uninitiated might imagine to be coming from a mosque.

Selected by Michael Rakowitz
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David Robilliard
Demek Tanrt Oldugunu Diisiiniiyorsun (1993)

Biitlin acilardan bakip
etrafindaki seylere
bir dértgenden
bir icgen yapmaya
karar verdin
ve gucl
muhayyilenin
bir bir diistirecek aklina
diger ihtimalleri
iyi de nedir su durmaksizin
sana Tanri oldugunu
distndiren?

Secen Kristina Buch Ceviren Ali Karabayram

You Think You're God (1993)

Looking at things
fromall angles
you decided
to make a triangle
out of a quad
and the power
of your imagination
will suggest
all the other permutations
but what always
makes you think
you're God?
Selected by Kristina Buch

W. G. Sebald
Satiirn’iin Halkalart 1995)

... ben gézlerime inanamamistim, tipki simdi de hafizama gilivenemedigim gibi.

Segen Marwan Rechmaoui Ceviren Yesim Tiikel Kilig

The Rings of Saturn (1995)

... atthe time | could no more believe my eyes than | can now trust my memory.

Selected by Marwan Rechmaoui Translated by Michael Hulse
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Jean Baudrillard
Sanat Komplosu (1996)

Burada bir yanlis anlama var, gerci ben de bunu engellemeye ¢alismadim: Temelde benim
derdim sanat degil. Ben sanati veya kisisel olarak sanatgilari hedef almiyorum. Sanat beni,
antropolojik bakis agisindan, bir nesne olarak ilgilendiriyor; ben nesnenin kendisiyle ilgile-
niyorum, herhangi bir estetik degerinin 6ne siriilmesinden 6nce ve sonra olanlarla ilgileni-
yorum. Estetik dederin -bu arada pek ¢cok baska seyin-iflas ettigi bir donemde yasadigimiz
icin sansl oldugumuz bile soylenebilir. Bu gercekten de benzersiz bir durum.

Secen Theaster Gates Ceviren Elgin Gen ve Isik Ergliden

The Conspiracy of Art (1996)

The misunderstanding, which | am not trying to avoid, is that art, basically, is not my problem. |
am not aiming for art or artists personally. Art interests me as an object, from an anthropological
point of view: the object, before any promotion of its aesthetic value, and what happens after.
We are almost lucky to live at a time when aesthetic value, like others by the way, is foundering.
It's a unique situation.

Selected by Theaster Gates Translated by Ames Hodges

Michael Reed

Yerler: Tarlalar ve Ciftlikler, Koyler ve Kasabalar —
Britanya’min Gériiniimii 1997)

Roma’nin maddi zenginliginin temelini olusturan mihendislik ile ticari becerilerdeki sert ve ani
disus yine de oldukga gercek gibi gériinmektedir; dyle ki Roma sonrasi Britanya'daki yerlesim-
cilerin cogu, cok daha diisiik bir yasam standardina hizla uyum saglamak zorunda kalmiglardir.
Kiremidin artik bulanamadigi kosullarda akitan bir dam ancak bir yere kadar yamanabilir ve artik
cam satin alinamiyorsa pencerelerin iptal edilmesi gerekir, bdylece bakimi cok daha kolay olan
ahsap iskeletli ve saman damli bir eve tasinmak, zamanla ¢ok daha elverisli hale gelecektir.
Oysa kurumlari yerinden etmek ¢ok daha zordur. Gayrimenkul sinirlari tamir istemez ve 6de-
me yapacak para ¢ikismadiginda kiralar ayni takas yoluyla ve hizmet karsiliginda 6denebilir.
Dolayisiyla, gergek sirekliligin ancak ekilebilir otlaklarin, ormanlarin ve batakliklarin, tar-
lalarin ve ciftliklerin iyi ve kotu gunlerinin toplumsal ve politik yapilardaki degisimi oldu-
gu kadar daha kalici, temel gida ve barinak ihtiyaclarini yansittigi, her daim mevcut fakat
mutemadiyen degisken topragin kendisinde bulundugu dustintildiigiinde, bu sureksizlikler
gercek olmaktan ziyade gériintiide kalmis gibidir.

Secen Fernando Garcia-Dory Ceviren Miinevver Celik
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Places: Fields and Farms, Villages and Towns —
The Landscape of Britain (1997)

The severe and rapid decline in engineering and commercial skills upon which the Roman
material prosperity was built seems nevertheless to have been very real, so that many of the
inhabitants of post-Roman Britain must very quickly have had to adapt to a very much lower
standard of living. There is a limit to which a leaking roof can be patched if roofing tiles are no
longer available, and windows have eventually to be blocked up if glass cannot be bought, so
that in due course it becomes more convenient to move out altogether into a timber framed and
thatched house which can be more easily maintained.

Institutions, however, are much more difficult to displace. Estate boundaries need no repair and
rents can be paid by barter, in kind and in services, if there are no coins to be had. Thus the dis-
continuities may be more apparent than real, the real continuity being found in the ever-present
but ever-changing land itself, where the ebb and flow of arable pasture, wood and marsh, field
and farm reflects, as it always has done, changing social and political structures as well as more
permanent, basic human needs for food and shelter.

Selected by Fernando Garcia-Dory

Tran Dan
Goletimiz (1998)

Biitlin evi aritmak i¢in yikaniyorum

Toplu ciftlikleri savunuyorum, diisiik diizeyli olanlari bile
Kardeslerimizi savundugum gibi, dusiik gelirli olanlari bile
Piring tarlalari can atiyor deneme noktasi olmaya
Saban demirleri gelistirildi

Kadin mithendislerimiz bile

Temiz bir goriis glictiyle geliyor kdylere
Goletimiz...

Bocek ve kabarciklarla

Ve buruk incir agaglarindan

Diisen meyvelerle tamamen ¢urimis

Ince bambu képriilii

Siril sinl sakiyor kuslari tilkenin

Ay 1s1ginda geltikler gebeleniyor

Goletimiz...

Tarlalarimizi kepgelerin suyuyla besliyoruz

Yeni uiretim mahalleleriyle gurur duyuyoruz
Yankilanan sulama isleriyle

Ve okaliptiis agach dinlendirici sokaklarla

Uzak yerlere gidiyor insanlar

Ve kir acele ediyor hayirl bir hasat igin
Goletimiz...

Tarlalar doguruyor
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Celtikler geng

Kanallar yeni kazildi

Areka 6bekleri 6zenle kiliflaniyor

Gerilla kizin kalgalarindaki yaralar sagaldi

Areka cevizleri ve tembul yapraklari hazir dugunler igin
O kadar ¢ok siiri muhafaza ediyor ki kirsal adetler
Sazanlar hala yavruyken geri doniiyorum

Kirdaki hendekler Griinleri iyice korurken

... Geri donliyorum

Goletimiz...

Sabahi yaratiyoruz

Biisbiitiin ariniyor berrak seslerle yollari tilkenin
Biisbiitlin ariniyor berrak tarlalarda insanlar tilkenin
Busbdtuin arinyor berrak riizgarlarla bulutlar tilkenin
Biisbiitlin ariniyor berrak tesislerde topluluklari Glkenin
Biisbitiin ariniyor berrak iniglerde irmaklari tilkenin
Busbtiin ariniyor berrak dumanlarla mutfaklari Glkenin
Biisbiitiin ariniyor berrak kizlarla odalari tilkenin
Bisbiituin ariniyor berrak gerillalarla silahlar tilkenin
Biisbiitlin ariniyor berrak mahallelerde ayaklari tilkenin
Biisbiitlin ariniyor berrak kirlmalarla tarlalari tilkenin
Biisbiitiin parlak 1s1§1 tilkenin

Biisbiitliin arinmis yaratiliyor sabahi tilkenin
Goletimiz...

Birisim cakiminda berrak

Piril pinil berrak

ik ayin baslangicinda berrak

Bereketli baslangicta derin

Mizrak berrak

Kéyuin giin 1s1ginda kurutuluyor siingti

Eslik ediyor berrakhigi yetistirip biylitmek isteyenlere
Vardiya sirenlerini yankilayan yaz topraklariyla eslik ediyor gindogumuna...

Segen Nguyén Huy An Ceviren Selahattin Ozpalabiyiklar

Our Pond (1998)

| take a bath to purify our whole household

| defend the collective farms, even low-grade ones
as well as our brothers, even those with shortcomings
Rice fields are aspiring to be test-points
Ploughshares have been improved

Even our female engineers

Coming to villages with clean eyesight

Our pond

With slender bamboo bridges

Is completely rotten by insects and bubbles

And fallen fruits from acrid fig-trees
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Country birds sing fluently

Under moonlight paddy-plants break into pregnancy
OUrPONd....cveiiicireeeeireees

We scoop water to nourish our fields

We are proud of new quarters of manufacturing

Of resounding irrigation works

And refreshing alleys of eucalyptus trees

People go to distant places

And the countryside is hurrying an auspicious harvest
Ourpond......cccceeeeeeenene

The fields give birth

The paddy bodies are young

The canals are just unearthed

The areca bunches are neatly sheathed

The scars on the hips of the guerrilla girl are healthy
Areca nuts and betel leaves are ready for wedding rites
Rustic customs preserve so much poetry

| come back when the loach is stillimmature

When the country dikes well maintain the crops

.... | come back

Ourpond......cccceeveeerieennns

We create the morning

Country roads are all purified in clear voice
Country people all purified in clear fields
Country clouds all purified in clear winds
Country folks all purified in clear plantings
Country rivers al purified in clear landings
Country kitchens all purified in clear smokes
Country rooms all purified in clear girls
Country guns all purified in clear guerrillas
Country feet all purified in clear neighbourhoods
Country fields all purified in clear breakings
Country light fully bright

Country morning is created wholly purified

OUrpoNd.....cccceeevieeireieinns

Clearin a flash

Brightly clear

Clear at the start of the first month

Deep in the fertile beginning

The spear s clear

The bayonet is dried in the village daylight

Accompanying those who cultivate clarity

Accompanying sunrise with summer lands echoing shift sirens

Selected by Nguyén Huy An Translated by Nguyén Tién Van
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Galarrwuy Yunupingu

Bunlarin Dogru Oldugunu Biliyoruz (1998)

Bunlarin Dogru Oldugunu Biliyoruz
3. Vincent Lingiari Anma Konferansi
Konusmaci: Galarrwuy Yunupingu
Kuzey Topraklari Konseyi Baskani
20 Agustos 1998

Bu aksam sizlere Aborijin haklar miicadelesinin son otuz yilini anlatmak istiyorum. Yerli
Halk olarak taninma lizerine yasanan son tartismalar ve Toprak Hakki Yasasi igin yaklagsmak-
ta olan kavga gibi bugiin karsimizda duran meselelerin ardindaki uzun mu uzun gegmisi
anlamanizi istiyorum.

Bdyle yapmamdaki amag size hukuklarimiz arasindaki ¢atismayi anlamaniza yardimci ol-
mak; [yerlilerin] Yolngu ve [beyazlarin] Balanda hukuku. Yolngu kanunumuzun taninmasi
icin ne kadar zorlu bir miicadele vermis oldugumuzu, sizin yasalarinizla nasil yakildigimizi,
sizin yasalariniza neden slipheyle baktigimizi ve niye catisma oldugunu idrak etmenizi isti-
yorum. Ancak sizi ayni zamanda bize daha iyi bir yol 6nerecegdini umdugum bir yolculuga
da ¢ikarmak istiyorum.

Hikayelerimi bir harita olarak diistinmenizi istiyorum; gelecege giden daha iyi bir yol bul-
mak icin kullanabilecegimiz bir harita. Hikayelerin bazisi yanlis yolu gosterir —gikmazlar,
tehlikeler, ugurumlar ve timsahlar. Hikayelerin bazisi dogru yolu gosterir. Haritay beraberce
okuyalim.

Esasen biitiin mesele iki ayr hukukla —Yolngu ve Balanda- ve Yolngu hukukunun taninma-
siigin vermek zorunda kaldigimiz miicadeleyle ilgili. Ben bu hikayelerde, bu tarihte, kanun
adamlarindan birisi olarak, her ddnemecte hukukumuzu dile getiren bir Yolngu avukati ola-
rak rol aldim.

Size iki hikaye anlatarak baglamak istiyorum. Ikisi de gercek ve size iki hukuktan ve huku-
kumuzun taninmasi icin Aborijin halkinin vermis oldugu uzun miicadeleden bahsederken
neyi anlattigimi gosterir.

Bundan iki yiiz on yil 6nce atalarim bu topraklarda yasiyordu. Kendimize ait ydnetim siste-
mimiz, hukukumuz ve toprak kullanimimiz vardi.

Kiiglik bir teknede bir grup yabanci geldi.

Yabancilar toprada tstiinde renkli kumas parcasi olan bir direk diktiler ve anlayamadigimiz
bir dilde konustular. Sonra bu yabancilar topraklarimizi elimizden almaya basladilar. Atalari-
mizin bircogu topragimizi ve kiltlirimuizi korumak igin yabancilarla savasti.

Halkimizin ¢ogu éldiriildi. Zamanla yabancilar bize boyun egddirdi ve kendi yasalariyla kiil-
tirlerini bizim Gstimuzde uygulamaya ugrasti. Direndik. Yabancilarin hukukunu 6grendik
clinkii onlar ¢ok az istisna disinda bizim hukukumuzu 6grenmeyi reddetti. Kendi hukukla-
rinin onlara terra nullius adinda bir hikaye anlattigini 6grendik; bu, halkin size benzemedigi
veya sizin gibi yasamadi§i topraklara giderseniz, oranin halki sanki yokmus gibi yapip top-
raklarini alabileceg@iniz anlamina geliyordu.

ik 200 yil boyunca davamizi savunmak igin yabancilarin hukukunu kullandik. 204 yil gegtik-
ten sonra, yabancilarin kidemli hukuk buytikleri en sonunda Aborijin halkinin var olmadigini
iddia eden ilk yasalarinin biiytk bir hata ve “tarifi imkansiz bir utan¢” oldugu konusunda
bizimle hemfikir oldu. Bizim hukukumuzun tiim bu zaman boyunca var oldugunu kesfettiler.
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Sanirm ilk hikayemin, Yolngu kanununun bu tilkedeki stiregelen varliginin Balanda hukuku
tarafindan taninmasi igin gecen ¢ok uzun siire hakkinda oldugunu tahmin etmissinizdir. Bu
hikayeye daha sonra geri donecegim.

Son defa babam ve uilkemiz hakkinda konusma yaparken, muazzam bir gii¢ ve biyik bir
hiiziin hissine kapildigimi belirtmeliyim sadece.

Nhulunbuy’daki kutsal banyan agacinin madencilik sirketi tarafindan tahrip edilecegi habe-
ri acilen tim Yirrkala'ya yayildigi sirada sanirm 16 yasindaydim. Yasllardan cikan bir 6fke
dalgasi vardi. Insanlar, halkimin tehdit altinda oldugunda kullandigi yiiksek, sinirli tonda
haykiriyordu. Hicbir seyden korkusu olmayan, giiglii ve cesur oldugunu bildigim yashlar
sarsiimisti.

Babam ve birkag yasli Yolngu erkegi bizi olay yerine gétlirmiistii. Babamin géziindeki yas-
lari gordiim. Bunu daha 6nce hi¢ gérmemistim. Sessizce, niye aglyorsun, diye sordum.
Uzgiin ve sinirliyim, dedi bana. Balanda'ya iilkemizi 6gretmeye cok ¢alistik. Bu bilgiyi karsi-
liksiz ve acik bir sekilde paylasmaya calistik. Ve biitiin bunlarin ardindan bu agaci kesiyorlar
ve bu benim igimi kesiyor.

1960’larin basinda durum buydu; halen geleneksel hayatlarimizi yasayip arazilerimizde avla-
nip balik tutmamiza, toprak igin ayinlerimizi yapmamiza ve akrabalik kurallarini uygulamamiza
ragmen ne Avustralya vatandaslidina ne de kendi hukukuna sahip bir halk statiisiine sahiptik.
Balanda hukukunda vari§imiz yoktu. Avustralya Milletler Toplulugu Hiikiimeti, misyonerler,
madencilik sirketi; hepsinin gticti vardi. Bizim, bu topragin halkinin ise hig yoktu.

Guglu Yolngu 6nderlerinden bir grup bu adaletsizlikle savasmaya karar verdi. 1960’larin
basinda Gove Yarimadasr'nda madencilik basladiginda biz de savasimiza basladik. Kuzey-
dogu Arnhem Land bolgesindeki Yolngu kabileleri, hikkimete topragimizin neden kutsal
oldugunu aciklamak igin Aga¢ Kabugu Dilekgesi (Bark Petition) olarak bilinen basvuruyu
Canberra’ya ulastirdilar.

Yaptiklari seyi bir an icin diistiniin. Geleneksel ydntemler kullanarak Yolngu hukuku ve top-
lumunun en 6nemli yonlerini ifade eden bir belge hazirladilar. On (¢ klan bir araya gelip
nelerin dahil edilmesi gerektigini miizakere etti ve bu esi benzeri goriilmemis, 6zgiin resmi
hazirlamaya koyuldu. Yolngu [halki], ilk defa baskalarinin da gérebilmesi i¢in hukukumuzu
kayit altina almis oldugundan, bu belge Balanda hukukundaki Magna Carta’ya benzetile-
bilir.

Agac Kabugu Dilekgesi’nden bir kisim sdyle diyordu:

... S0z konusu olan toprak, hatirlanmasi imkansiz zamanlardan bu yana Yirrkala kabilele-
ri icin avlanma ve yiyecek toplama yeridir; hepimiz burada dogduk. Yirrkala halkinin hem
kutsal saydigi hem de yasamini stirdurebilmesi icin hayati 6neme sahip yerler, 6zellikle de
Melville Koyu, bu ayrilan topraklardadir. Bu bélgenin halki, ihtiyag ve ¢ikarlarinin aynen geg-
miste oldugu gibi tamamen g6z ardi edileceginden ve Larrakia kabilesini ele geciren kaderi
paylasacaklarindan korkmaktadir.

Secen Djambawa Marawili Ceviren Kerem Kabaday1
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We Know These Things to Be True (1998)

We know these things to be true

The Third Vincent Lingiari Memorial Lecture
Delivered by Galarrwuy Yunupingu, AM
Chairman of the Northern Land Council

20 August 1998

... Tonight I want to take you through the last thirty years of the struggle for Aboriginal rights. | want
you to understand the long, long history behind the issues which are facing us today, such as the
recent debate over Native Title and the upcoming fight over the Land Rights Act.

Thereason for doing so is to help you understand the conflict between our laws; Yolngu and Balan-
da law. | want you to realise how hard we have struggled to have our Yolngu law recognised; how
we have been burnt by your laws; why we are suspicious of your laws; and why there is conflict. But
| also want to take you on a journey which I hope will show us how to propose a better way. ... | want
you to think of my stories as a map; a map which we can use to find a better way to the future. Some
of the stories show the wrong way — dead ends — dangers — cliffs — and crocodiles. Some of
the stories show the right way. Let us read the map together.

It's really all about two laws — Yolngu and Balanda — and the struggle we have had for Yolngu law
to be recognised. My part in these stories, this history, has been as one of the law-men, one of the
Yolngu lawyers, who has been there at every twist and turn to speak for our law.

| want to start by telling you two stories. Both of them are true, and they show you what | am talking
about when | talk about the two laws, and the long struggle of Aboriginal people to have our law
recognised.

Two hundred and ten years ago my ancestors were living here on this land. We had our own system
of Government, law and land tenure.

A group of strangers arrived in a small wooden boat.

The strangers put a pole with a piece of coloured material on it in the ground and spoke in a lan-
guage we could not understand. These strangers then began to take our land. Many of our ances-
tors fought with the strangers to keep our land and our culture.

Many of our people were killed. Over time the strangers subjugated us and sought to apply their
laws and culture to us. We resisted. We learned about the strangers’ law because they, with very
few exceptions, refused to learn about our laws. We learned that their law told them a story called
terra nullius, which meant that if you go to a land where the people don'tlook like you or live like you,
then you can pretend they don't exist and take their land.

For the first 200 years we used the strangers’ law to argue our case. After 204 years passed the
strangers’ senior law elders finally agreed with us that their first law which said Aboriginal people
did not exist was a big mistake and ‘an unutterable shame’. They discovered that our law had been
there all along.

| think you might have guessed that my first story was about the very long time it took for Balanda
law to recognise the continuing existence of Yolngu law in this country. I'll return to this story later.

| should just say that the last time | spoke about my father and our country in public | was deeply
overcome with feelings of great strength and great sadness.

| suppose | was sixteen when the news travelled urgently throughout Yirrkala that the sacred banyan
tree at Nhulunbuy was going to be damaged by the mining company. There was a rippling anger
that shot through the old people. People called out in the high upset tones of my people when they
are under threat. Old men | knew to be strong and courageous and afraid of nothing were shaken.
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We were led to the site by my father and a number of senior Yolngu men. | saw the tears in my fa-
ther’s eyes. I had never seen this before. | quietly asked why are you crying? lam sad and | am angry
he told me. We have tried very hard to teach Balanda about our land. We have tried to share this
knowledge, free and open. And after all of that they cut that tree and it cuts me inside.

In the early 1960s, this was the situation: despite the fact we were still living our traditional lives,
hunting and fishing on our estates, performing the ceremonies for the land, and following the rules
of kinship, we had no standing either as citizens of Australia, or as a people with our own law. We
did not exist in Balanda law. The Commonwealth Government, the missionaries, the mining com-
pany, all had power. We, the people of the land, had none.

A group of strong Yolngu leaders decided to fight this injustice. In the early 1960s, when the Gove
bauxite mine began we began our fight. Yolngu tribes from North East Arnhem Land took what
is known as the Bark Petition to Canberra, to explain to the government why our land is sacred.
Think about what they did for a moment. Using traditional methods, they prepared a document
which expressed the most important aspects of Yolngu law and society. The thirteen clans came
together, negotiated what should be included, and set about preparing this painting which was
unique and unprecedented. It could be likened to the Magna Carta of Balanda law because it was
the first time Yolngu had ever set our law down for others to see.

The Bark Petition said in part:

... [Tlhe land in question has been hunting and food-gathering for the Yirrkala tribes from time
immemorial; we were all born here. [Pllaces sacred to the Yirrkala people as well as vital to their
livelihood are in the excised land, especially Melville Bay. [T]he people of this area fear that their
needs and interests will be completely ignored as they have been ignored in the past, and they fear
that the fate which has overtaken the Larrakia tribe will overtake them...

Selected by Djambawa Marawili

Roberto Bolaio

Tusim (1999)

O zaman derin bir nefes aliyor, tereddiit ediyor, zihnimi bosaltiyor ve séyle diyordum: Ke-
hanetlerim sunlar.

Vladimir Mayakovski 2150 yilina dogru yine popiiler olacak. James Joyce, 2124'te Cinli bir
oglan olarak yeniden dogacak. Thomas Mann, 21017'de Ekvadorlu bir eczaci olarak karsi-
miza ¢ikacak.

Marcel Proust i¢in 2033 yili uzun siirecek kasvetli bir unutulusun baslangici demek. 2089’da
bazi kiitiphanelerden Ezra Pound’un kitaplari kaldinlacak. Vachel Lindsay 210T7'de halkin
sairi olacak.

2045’te varoslarda César Vallejo okunacak. 2045’te varoslarda Jorge Luis Borges okunacak.
21071de Vicente Huidobro kitlelere hitap etmeye baslayacak.

Virginia Woolf, 2076°da Arjantinli bir roman yazari olarak yeniden dogacak. Louis Ferdinand
Céline 2094'te arafa girecek. 2101'de herkes Paul Eluard okuyacak.

Metempsikoz: Siirde ruh gegismesi. Siir yok olmayacak. Karsi-glcti baska sekillerde ken-
dini disa vuracak.

Cesare Pavese 2034'te Gozlemcilerin Koruyucu Azizi ilan edilecek. Pier Paolo Pasolini 2100°de
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Kacaklarin Koruyucu Azizi ilan edilecek. 2167'de Giorgio Bassani mezarindan ¢ikacak.
Oliverio Girondo 2099°'da cocuk kitaplari yazari olarak yerini bulacak. Roberto Arlt'in biitiin
eserleri 2102'ye kadar sinemaya uyarlanacak. Adolfo Bioy Casares 2105'te biitiin eserlerinin
beyaz perdeye uyarlandigini gérecek.

Arno Schmidt, 2085’te kendi kiillerinden dogacak. Gliney Amerika’'nin varoslarinda, 2101'de
yeniden Franz Kafka okunacak. 2098’de Rio De La Plata bélgesinde Witold Gombrowicz
iade-i itibarin tadini ¢ikaracak.

Paul Celan 2113'te kiillerinden yeniden dogacak. André Breton 2071'de aynalar araciligiyla
geri donecek. Son okuyucusu 2059°'da 6len Max Jacob’u bir daha kimse okumayacak, yani
son okuru da &lecek.

Jean-Pierre Duprey’i 2069'da kim okuyacak? Gary Snyder’t kim okuyacak? llarie Voronca'y
kim okuyacak? Bunlar kendime sordugum sorular.

Gilberte Dallas’t kim okuyacak? Rodolfo Wilcock’'u kim okuyacak? Pierre Unik’i kim okuyacak?
2059'da Sili'de bir meydana Nicanor Parra’nin heykelini dikecekler. 2020’de Meksika'da bir
meydana Octavio Paz'inkini. Onlardan biraz daha kiigiik bir Ernesto Cardenal heykeli de
2018'de Nikaragua'daki bir meydana konacak.

Ama bitilin bu heykeller ya Tanr’'nin miidahalesi ya da dinamitin gliciiyle, er ge¢, Heine’nin
heykeli gibi yikilacak. Bu ylizden sizin yerinizde olsam, dikilen heykellere pek giivenmezdim.
Carson McCullers’t 2100°de de okuyacaklar, ama Alejandra Pizarnik, ayni yil son okuyucu-
sunu da yitirecek. Alfonsina Storni 2050°de ya kedi ya da ayibaligi olarak yeniden diinyaya
gelecek, hangisi olacak, emin degilim.

Anton Cehov’'un durumuysa biraz farkli: 2003’te yeniden dogacak, 2010’da yeniden do-
gacak, 2014'te yeniden dogacak. 2081'de bir kere daha belirecek. Sonra, ondan bir daha
haber alinamayacak.

2017'de Alice Sheldon kitlelere hitap edecek. Alfonso Reyes 2058’de kesin olarak dldirile-
cek ya da 6yle sanacaklar, ama aslinda katillerini 6ldiiren Reyes olacak. Marguerite Duras
2035'te bile, binlerce kadinin sinir sisteminde yasamayi stirdiirecek.

Secen Ed Atkins Ceviren Zeynep Heyzen Ates

Amulet (1999)

Then|took a deep breath, hesitated, let my mind go blank and finally said: These are my prophecies.
Vladimir Mayakovksy shall come back into fashion around the year 2150. James Joyce shall be
reincarnated as a Chinese boy in the year 2124. Thomas Mann shall become a Ecuadorian phar-
macist in the year 2101.

For Marcel Proust, a desperate and prolonged period of oblivion shall begin in the year 2033.
Ezra Pound shall disappear from certain libraries in the year 2089. Vachel Lindsay shall appeal to
the masses in the year 2101.

César Vallejo shall be read underground in the year 2045. Jorge Luis Borges shall be read under-
ground in the year 2045. Vicente Huidobro shall appeal to the masses in the year 2101.

Virginia Woolf shall be reincarnated as an Argentinean fiction writer in the year 2076. Louis-Fer-
dinand Céline shall enter Purgatory in the year 2094. Paul Eluard shall appeal to the masses in
the year 2101.

Metempsychosis. Poetry shall not disappear. Its non-power shall manifest itself in a different form.
Cesare Pavese shall become the patron saint of Seers and Lookers in the year 2034. Pier Pao-
lo Pasolini shall become the patron saint of Escapees in the year 2100. Giorgio Bassani shall
emerge from his tomb in the year 2167.
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Oliverio Girondo shall come into his own as a children’s writer in the year 2099. The complete
works of Roberto Arlt shall be adapted for the screen in 2102. The complete works of Adolfo Bioy
Casares shall be adapted for the screen in 2105.

Arno Schmidt shall rise from his ashes in the year 2085. Franz Kafka shall once again be read
underground throughout Latin America in the year 2101. Witold Gombrowicz shall enjoy great
prestige in the environs of the Rio de la Plata around the year 2098.

Paul Celan shall rise from his ashes in the year 2113. Andre Breton shall return through mirrors in the
year 2071. Max Jacob shall cease to be read, that is to say his last reader shall die, in the year 2059.
Who shall read Jean-Pierre Duprey in the year 20597 Who shall read Gary Snyder? Who shall
read llarie Voronca? These are the questions | ask myself.

Who shallread Gilberte Dallas? Who shall read Rodolfo Wilcock? Who shall read Alexandre Unik?
A statue of Nicanor Parra, however, shall stand in a Chilean square in the year 2059. A statue of
Octavio Paz shall stand in a Mexican square in the year 2020. A rather small statue of Ernesto
Cardenal shall stand in a Nicaraguan square in the year 2018.

But all statues tumble eventually, by divine intervention or the power of dynamite, like the statue
of Heine. So let us not place too much trust in statues.

Carson McCullers, however, shall go on being read in the year 2100. Alejandra Pizarnik shall lose
her last reader in the year 2100. Alfonsina Storni shall be reincarnated as a cat or a sea-lion, | can’t
tell which, in the year 2050.

The case of Anton Chekhov shall be slightly different: he shall be reincarnated in the year 2003,
in the year 2010, and then in the year 2014. He shall appear once more in the year 2081. And
never again after that.

Alice Sheldon shall appeal to the masses in the year 2017. Alfonso Reyes shall be killed once and
for allin the year 2058, but in fact it shall be Reyes who kills his killers. Marguerite Duras shall live
in the nervous system of thousands of women in the year 2035.

Selected by Ed Atkins Translated by Chris Andrews

Zygmunt Bauman
Alkiskan Modernite (2000)

Glinimuzde oriintller ve konfiglirasyonlar, birakin “apacik” olmayi, artik “verili” bile degildir;
bunlarin sayilari o kadar ¢ok ki, birbirleriyle o kadar gatisiyorlar ve buyruklari birbirleriyle
o kadar gelisiyor ki, her biri, zorlayici, zorla sinirlandirici gliclerini artik blyiik oranda yitir-
mistir. Doga degistirmis ve buna uygun olarak, “tekil gérevler envanterindeki 6geler” olarak
yeniden siniflandiriimiglardir. Bunlar, yasam-politikasinin 6niinde gitmek ve bunun gelecek-
teki seyrini tesis etmekten ziyade, tersine onu izlemek (ondan kaynaklanmak), ondaki sap-
malar ve dénuslerle sekillenmek ve yeniden sekillenmek zorundadir. Akiskanlastirici guicler,
“sistem”den “toplum”a, “politika’dan “yasam-politikalari”’na gegmektedir —-ya da toplumsal
birlikte yagsamin “makro” diizeyinden “mikro” diizeyine inmektedir.

Sonug olarak, druintii-olusturma yiikiini doguran ve basarisizligin sorumlulugunu éncelikle
bireylerin omuzlarina yukleyen bizim modernitemiz, modernitenin bireysellesmis ve 6zel-
lesmis bir versiyonudur. Akicilasma sirasi artik bagimlilik ve etkilesim 6riintiilerine gelmistir.
Bunlar artik ge¢cmis kusaklarin hic gérmedigi ve hayal bile edemeyecegi kadar kolayca se-
killendirilebilir seylerdir; yine de biitiin akiskanlar gibi bunlar da kendi sekillerini uzun siire
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koruyamazlar. Onlari sekillendirmek sekillerini korumaktan daha kolaydir. Kati maddeler,
hangi sekil verilirse o sekilde kalirlar. Oysa akiskanlarin seklini korumak, ¢ok fazla dikkat,
stirekli bir ihtiyat ve daimi bir caba gerektirir —ve bu halde bile, gdsterilen cabanin basarisi,
onceden bilinebilir bir sonugtan baska her seydir.

Ceviren Munevver Celik

Liquid Modernity (2000)

These days patterns and configurations are no longer ‘given, let alone ‘self-evident’; there are just
too many of them, clashing with one another and contradicting one another's commandments, so
that each one has been stripped of a good deal of compelling, coercively constraining powers. And
they have changed their nature and have been accordingly reclassified: as items in the inventory of
individual tasks. Rather than preceding life-politics and framing its future course, they are to follow
it (follow from it), to be shaped and reshaped by its twists and turns. The liquidising powers have
moved from the ‘system’ to ‘society’, from ‘politics’ to ‘life-policies’ — or have descended from the
‘macro’ to the ‘micro’ level of social cohabitation.

Qurs is, as a result, an individualised, privatised version of modernity, with the burden of pat-
tern-weaving and the responsibility for failure falling primarily on the individual’s shoulders. It is the
patterns of dependency and interaction whose turn to be liquefied has now come. They are now
malleable to an extent unexperienced by, and unimaginable for, past generations; but like all fluids
they do not keep their shape for long. Shaping them is easier than keeping them in shape. Solids
are cast once and for all. Keeping fluids in shape requires a lot of attention, constant vigilance and
perpetual effort—and even then the success of the effort is anything but a foregone conclusion.

Ulus Baker
Tahayyiil (2002)

Spinozaci Sevgi ve Nefret 6gretisinde her sey “imajlari muhafaza” edebilme kapasitesine
baglidir. Bunu, Spinoza’ya gore biri “hafiza imajlan” ikincisi “tahayytl edilen imajlar” olmak
tizere iki tlr imaj vardir seklinde yorumlamak miimkiin miidiir? Simdi, kesin olmak zorun-
dayiz: Sevgi ile imajlarin korunmasi arasindaki baglanti cok aciktir. Kendiligin sakinimi igin
miicadele etme ilkesi uyarinca (conatus’un insan hayatina aktariimis bigimi) bizi hosnut ki-
lict bir uyarani, kaginiimaz olarak miimkiin oldugu kadar uzatmaya egilimliyizdir. Ancak bu
uyaran bedenimizi etkileyen nesnenin az ¢ok bozuk bir imaji ile baglantilidir, ¢iinkii etkile-
nislerimiz yalnizca heyecana kapilmis olan kendi bedenimizin parcalarini degil, ayrica dista-
ki nesnenin de pargalarini igerir. Nesnenin ortadan kayboldugunu ve bu nesnenin imajinin
bizde bir siireligine mevcudiyetini siirdiirdiigiini varsayalim. ikinci bir olasilik daha vardir:
uzun zamandir ortada gézilkmeyen bir seyin imaji da rastlantisal bir kasilasma ile bizde can-
lanabilir. Buna karsilik gelen nese belirsiz bir siire boyunca icimizde hayatiyet kazanacaktir.
Ama buna denk diisen imaj ayni tarzda is gérmez: ge¢misteki bir seyin imaji higbir zaman
mevcut bir imajdan daha canli olamayacadi i¢in bu imaj karsilasilan imajlarca bozulabilir.
Gegmiste bize nese veren bir seyin imajinin mevcudiyetini kovacak bir ¢ok giincel imaja
sahibizdir. Bu gegmisteki bir nesnenin imajina bagli nesenin de azalacagi anlamini tasir. Ne
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var ki, nesedeki bir azalis, conatus’'umuza saldiran ve simdi hosnutluk saglayan imaji yeni-
den canlandirmak igin caba gosterecek Uziintiiden baska bir sey dedildir. Arzumuz simdi
bu nesnenin imajina sarfedilir ki, bu bir tiir libidinal enerjinin Freudcu cathexis’idir ve bu da
neredeyse kayitsiz sartsiz kurulan bir ilgidir."...

Eger Sevgi tahayyul kapasitesi ile ilgili ise, Nefret de ayni bigcimde Hafiza ile baglantihidir.
Eger aci veren bir imajdan etkilenirsek, onu ortadan kaldirmak egilimimiz nedeniyle cona-
tus'umuz buna direnir. Bu, aci veren nesnenin yasamimizda belirisinden énceki durumu-
muzu yeniden saglama gabasi verecegimiz anlamina gelir. Ama bu 6nceki hal bedenimizin
diinya ile iliskilerinin baska bir bittinselligini (ensemble) olusturan, bizdeki baska bir imaj-
lar kiimesinin varlidi ile karakterize olmustur. Bu iliskide, aci veren imajin nesnesi disarida
birakilmistir, gergekten mevcut degildir. Aci veren nesnenin imaji ile miicadele etmek o hal-
de conatus’'umuzun bu eski durumun olabildigince ¢ok sayida imajini canlandirma cabasi
ile esit sayilabilir. Ancak, bunu basarabilmek icin, bu eski seylerin bazi izlerinin (imajlarinin)
bizde mevcut olmasi gereklidir; aksi takdirde, gésterdigimiz caba kor bir “kaygi”dan baska
bir sey olmaz. Dolayisiyla, kendimiz igin bu eski, muhtemelen halihazirda mevcut olmayan
imajlardan olusmus bir diinya yaratmaya yénlendirilmisizdir ki, bu Spinoza’ya gére olum-
suz kutuptan, yani Nefret'ten baska bir sey degildir. Hafizamiz oldukga canli sekilde mevcut
seyi, acl veren nesneyi uzakta tutmak igin cagrilir.

Secen Artikisler Kolektifi Ceviren Harun Abusoglu

Imagining (2002)

Everything in the Spinozist doctrine of Love and Hate depends on the capacity of ‘preserving the
images'. Is it possible to interpret this in the way that for Spinoza there are two kinds of ‘images’
— the one which can be conceived as ‘memory images’ and the second as ‘imagined images’?
For the moment, we have to be precise: the connection between Love and the conservation of
images is more evident — due to the principle of strife for the preservation of the self (conatus
transposed into the human life), we tend by necessity to prolong as much as possible an enjoy-
able stimulation that affects us. But this stimulation is related to the more or less confused image
of the object that affects our body, since our affections involve not only the parts of our body
which are excited, but also that of the external object. Suppose that the object disappears and
the image of this object is preserved in us for a period of time. There is also a second possibility:
an accidental association can arouse in us of the image of a long-since disappeared thing. The
corresponding joy will survive in us for an indefinite period of time. But the corresponding image
does not function in the same way: the image can be distorted by other images encountered
since an image of a past thing is never more vivid than the image of a present thing. We have
many present images which exclude the presence of the image of the thing which in the past
affected us with joy. This means that the joy due to the image of the past object will also de-
crease. But a decrease of joy is nothing but a sadness, which attacks our conatus and will strive
now to revive the enjoyable image. Our desire now is invested in the image of this object, a kind
of Freudian cathexis of the libidinal energy, and this will be an almost unconditional attachment.
If Love is related to the capacity to imagine, Hate is attached in the same way to the Memory. If
we are affected by a painful image, our conatus resists it as we tend to eliminate it. This means
that we are striving to restore our state before the apparition of the painful object in our life. But
this previous state was characterised by the presence of another set ofimages in us, constituting
another ensemble of relationships of our body with the world. In this relationship, the object of
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this painful image was excluded, was not actually present. Resisting against the image of the
painful object can then be equated with the strife of our conatus in reviving as much as possible
the number of the images of this older state. But, to be capable of doing this, it is necessary
that some traces (images) of these old things be present in us; otherwise, our striving would
be nothing but a blind ‘anxiety’. Hence, we are led to create for ourselves a world constituted by
these old, probably not actually existing images, which is nothing for Spinoza than the negative
pole, i.e. the Hate. Our Memory is called so vividly to keep the present thing, the image of the
painful object at a distance.

Selected by Artikisler Kolektifi
(D) Zihni faaliyetin belli bir fikir veya nesne tizerinde yogunlasmasi (¢.n.)
Terranee Hayes
Korfez Alkintist (2002)

Homeros / Tezahiir
derken kapkara kesildi riyam  kiyisiz bir deniz gibi

kan kirmizisi bir sala sarinmig bir kadinin sirtini
gormistim

cizdigim bir diizine kadar taslagi bulmustu
yari ¢iplak zenciler  urgan izleri damar gibi yolyol  ince boyunlu

gozlerini kagiran o kas ¢atisi

bir goru oOyle yabanci ki ¢ikip gitti evimden
& akinti onu igine alana dek kostu

nihayet bir siyahlik  bir siyahlik ki ne onun harci ne benim

o rilyada ona gem vurmak aslinda hazirdim ben haydi
oksa demeye hiclikten ¢ikan yalinkat ¢gizgiyi
ona denizin goziipek & miisfik yalnizligini vermekti
niyetim o ise bana anlatacakti
glines olmadan dinyanin neye benzedigini
ama kayip gitti fircam rilyam siyaha biriindi
& bir el veremedim ki 6limden beriye ylzsin

Secen Ellen Gallagher Ceviren Ali Karabayram
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The Gulf Stream (2002)

Homer / Apparition

then my dream wentblack  asasea without borders
I'd seen the back of a woman waiting on a pier

ina blood red shawl

she’d found my dozen sketches

of the half-naked Negro tether-veined  thick-necked
his scowl looking away
avision so foreign she left my house

& ran until the tide took her in
ablackness finally  shenor | could possess

in the dream I'd been ready to hold him
to stroke a thin line out of nothing

| wanted to give him the brave & tender loneliness
ofthe sea he was going to tell me
what the world was like without sun

but my brush fell my dream went black
& | could not make him swim out of death
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Selected by Ellen Gallagher
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Narayan Surve & Arun Mhatre

Narayan Gangaram Surve (2003)

Aldi Narayan Surve, bakalim ne dedi:
Marathi Siiri iki kili¢ arasinda sikisip kalmisti: Hiiziin modasi ile romantizm devrimi. Onu 6z-
glrlestiren Mardhekar oldu: $oyle dizeler yazarak gergekle yiiz ylize getirdi:
“Simdi bile hos kokuyor cicekler,
simdi bile isilis1l kizil toprak...”
veya
“Elimiz mahk(m yasamaya. Olmeye de.”
Boyle sézler. Ama Mardhekar'in siiri hiiziinlidir: insanligin gelecegdi yoktu, saire gére. Oysa
bizim diyarda gelecegdi olmayan insanlar gelecek inanciyla yasiyor, kederliyken bile disiyle
tirnagiyla miicadele ediyordu. Ben diinyayi degistirmek icin elden geleni yapma yanlisiyim.
Bu bakimdan Mardhekar’a hitaben siir yazdim. “Mardhekar ile Sohbet”. Bir kismi $6yle:
“Glizel olan Mardhekar dogrudur da, dogru olansa devrimci, dinamik.
Eder senin insanin silinip gittiyse ne kalir ki geriye?”
Aldi Arun Mhatre, bakalim ne dedi:
Mardhekar nasil Surve igin kaynak olduysa, Surve ile Mardhekar da kusaktasim sairler igin
dayanak olmustur. “Surve ile Sohbet” adli siiri o nedenle yazdim:
“lyi ki Surve ile tanismadin, Mardhekar.
Degirmen bélgesinde yasar, hep okur.
Al kapli kalin kitaplar. Zihni her an doludur
egriyi dogruyu ayiklama derdinde.
Yeller eser kalbinin yerinde: Hakikat pesinde,
gblgesi kagida diiser, yeldegirmeninde bir
ustabasi gibi titizdir.
Tez dile gelir tezi: ‘Siir insana dair
olmali. Basina buyruk u¢cmali,
6zgdir bir deger olarak,
insan dis1 hicbir seye yliz vermeden.’
Laf aramizda, Mardhekar,
insan dediginde ne var? Ofke, aggézliliik,
yontulmamis doda, ayrimeilik, imha...
insanda baska ne var, ha?
Kuru ekmek arasinda ay parcasi var sayar
Ama gel de
soyle béyle! Sikar!
lyi ki tamigmadin Surve ile, Mardhekar.”

Secen Rupali Patil Ceviren Tarik Glnersel

Narayan Gangaram Surve (2003)

Narayan Surve (speaking)

Marathi Poetry was caught between the twin blades of fashionable frustration and romantic revo-
lution. It was Mardhekar who liberated it and brought it face to face with realty he wrote lines like —
‘Even now flowers smell sweet even now the earth gleams red'... Or ‘We are compelled to live and
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also compelled to die’

Such were his words. But Mardhekars poetry grieved that mankind has no future as opposed to
the people in my world, though they too had no future and were often struck by grief, would fight
tooth and nail for their life. | would rise to change the world. That is why | felt like writing poem
addressed to Mardhekar.

‘A Conversation with Mardhekar’ here is part of it —

‘What is beautiful Mardhekar is also true and what is true is also revolutionary and dynamic if
your man himself is wiped out what then is left over?’

Arun Mhatre (speaking)

Just as Mardhekar is a reference for Surve. Surve and Mardhekar are references for poets of my
generation. That's why | wrote a poem called

‘A Conversation with Surve’

It's just as well Mardhekar that you didn’t meet Mr. Surve.

Living in the mill area reading fat books coved in red

His mind is engaged all the time in sifting true from false

His heart gone out to truth, or its shadow on paper like a foreman in a mill

He keeps thinking all the time

That poetry should keep out all else except man;

Like a floating capital independent, free

Now you tell me Mardhekar once anger, greed, nature, completion, disparity are set aside
What's left of man that's worthy of being called human?

Rather than eat bread as bread

Searching for the moon in bread

Makes life so much pleasant

But now can we tell Surve that?

It’s just as well Mardhekar that you didn’t meet Mr. Surve.

Selected by Rupali Patil

Stephen Muecke
Antik ve Modern: Zaman, Kiiltiir ve Yerli Felsefesi (2004)

Gordugiim bir riyayr paylasacak olursam —bdyle asir 6znel anekdotlar pek anlatilabilir seyler
olmadidi igin affiniza siginiyorum, ama bunun size de bir seyler ifade etmesi igin ¢cabalayaca-
§im- bu riiyayi gordugiim yerin bu proje i¢in nemli oldugunu diistintiyorum.® Bu kitap Cadigal
topraklarinda yazildi. Herkese agik bir etkinlik baslarken, ev sahiplerinin katilimcilara hos geldin
demelerini ya da onlarin yoklugunda, tizerine basilan, insanlara ait o topraklara saygi gosteril-
mesini beklemek, uzlasma ruhuna uygun, olagan bir protokoldiir.

Gordugiim riya, iki kath bir binadaki bir sinifta gegiyordu. Aborjin felsefesi hakkinda tartismaya
calisiyorduk ve sinifta sunum yapan iki Aborjin 6grenci vardi. Bir anda yerde kocaman bir cakil
tastyigini belirdi, geng kadinlardan biri ¢iplak ayaklariyla bu yiginin icinde kendine bir patika agi-
yordu. Dairesel bir glizergahi andiran, sinirlari belirgin bu patikayi, geng kadin gakil tasi yiginini
ayaklariyla inceltip diizlestirerek, taslar yanlara ve 6ne dogru siriikleyerek agmisti. Geng kadin
adeta dans ediyordu. Ve sonra, ilkine paralel ve onunla ¢akisan ikinci bir yol daha acti.

Geng kadin isini bitirmisti, sonra ben birden fotograf cekme istegine kapildim. Ama artik
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cok gecti; geng kadin actigi yollan silerek diizliiyor, taglardan olusturdugu parseli puiriiz-
siiz bir uzama doénistiriyordu.

Simdi diger geng kadin icinden geleni yapiyor ve bir yandan tas tasirken geleneksel bir dil-
de konusuyordu. Bu taslar beton levhalar gibiydi. Belki tek bir levha ve daha kiiglik bazi par-
calar Ust Uste yigilmisti. Geng kadin bunlari, adeta iyi Gtlilenmis bir gémlegi yerlestirir gibi
(bu analoji o anda aklima geldi) 6zenle kucaklayip dyle tasiyor, cakil taglarinin diizlestiriimis
yatagina buytk bir dikkatle teker teker yerlestiriyordu. Bunu yaparken daha kuguk taslarin
dismemesi dnemliydi. Kadin her seferinde bir metni tekrar ediyordu, ama o bunu yaparken
ben en fazla bir kisinin adini yakalayabiliyordum. Her bir levha siniftaki bir kisiye ithaf edil-
mis goriinliyordu, bdylece hepimizin isimleri artik oradaydi, hatta benim ismim ve baska bir
universiteden, o sirada orada bulunmayan 6gretim gorevlisi bir arkadasimin ismi bile vardi.
Ruyanin sonunda, hala rilyadayken, dersten 6nce bu 6grencilerin birinden, adi Jackie'ydi,
alisiimadik bir sunum bigimini kullanip kullanamayacagini soran bir e-posta aldigimi hatir-
ladim. Bu e-postaya yanit vermemistim, ¢linkii tahminimce, zorluk ¢ikaran ve diigiinmek igin
askiya alinan ama sonra insanin aklindan ugup giden o e-postalardan biriydi.

Ceviren Munevver Celik

(1) Sunday, 12 Subat 2000.

Ancient & Modern: Time, Culture
and Indigenous Philosophy (2004)

If Irecount a dream | had — begging your indulgence, for such ultra-subjective anecdotes are large-
ly untellable, but | want to try to make it mean something to you — then where | had this dream is
important to this project.®” This book was written on Cadigal land. It is the usual protocol in the spirit
of reconciliation, when a public event is launched, to ask the custodians of the place to welcome
the participants or, in their absence, to pay homage to the land of the people one is standing on.
Now, my dream took place in a classroom in a building a couple of floors above the land. We
were trying to discuss Aboriginal philosophy and there were a couple of Aboriginal students in
the class who offered a presentation. Suddenly, there was a great pile of pebbles on the floor
and, with her bare feet, one of the young women was tracing a path in them. This contoured
path, something like a circular track, was formed by her feet working down and smoothing the
little pebbles, smoothing them sideways and forwards. She was almost dancing. And then she
made another track, parallel and overlapping with the first.

She was finished and suddenly | was seized with a desire to take a photograph. But it was
already too late; she was smoothing over the tracks, erasing them and making her patch of
stones into a smooth space.

Now, the other young woman did her thing and she was talking in a traditional language as she
carried in more stones. They were like slabs of concrete. Maybe one slab and some smaller
fragments piled on top. These she carried on her arms, cradled on her forearms like one might
carefully place a well-ironed shirt (this analogy occurred to me at the time) and very carefully
placed them one by one on the smoothed-out bed of pebbles. It was important that the smaller
stones not fall off as she did this. She was repeating a text each time but | could only catch
a person’s name as she did this. Each slab seemed to be dedicated to a person in the class,
so that we were all included by name, even myself and even an academic friend from another
university who was not present.

The coda to this dream, still in the dream, is my remembering an email | had received from one
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of these students, Jackie was her name, before the class, asking if she could use an unusual
form of presentation. | had not answered it because, | guess, it was one of those emails that
presents a difficulty and so one puts it aside to think about it, and then it slips one’s mind.

() Sunday, 12 February 2000.

Giorgio Agamben
Diinyevilestirmeler (2005)

Romali yargiglar “profanare” fiilinin yani “kutsal seylere saygisizlik yapmanin, onlari kutsal
alanindan ¢ikartmanin, diinyevilestirmenin” ne anlama geldigini ¢ok iyi biliyorlardi. Kutsal
ya da dinsel seyler bir sekilde tanrilara aittir. Bu halleriyle insanlar tarafindan serbestge
kullanilamazlar ve ticaretleri yapilamazdi, satilamazlardi, para karsihg degistirilemezlerdi,
baskalarinin kullanimina birakilamazlardi, ya da kulluk yiikii olarak kélelere verilemezlerdi.
Onlarin bu kendilerine 6zgii kullanilamazligini ihlal eden ve bu kurali ¢cigneyen her tirlt dav-
ranis glinahkar sayilir ve kutsal degerlere saygisizlik, giinahkarlik kabul edilirdi. Bu gibi nes-
neler sadece ve sadece goksel ilahlara ayrilmislardi, (iste tam da bu nedenle “kutsal” olarak
adlandiriimiglardi) ya da 6teki diinyaya ayrilmislardi (bu durumda olduklarinda sadece “din-
sel” diye nitelenirlerdi). Eger kutsallastirmak, tanrilara adamak, nesneleri insani hukukun
alanindan ¢ikartmak anlamina geliyorsa, diinyevilestirmek, kutsal alanindan ¢ikarmak ise
tam aksini yapmak insanlarin nesneleri 6zglirce kullanabilmelerini saglamak anlamina ge-
liyordu. Bilyiik yargi¢ Trebazio “kutsal ya da dinsel bir sey olmusken, insanlarin miilkiyetine
ve kullanimina geri verilip iade edilmis olan seylere ‘diinyevi’, ‘kutsalligi bozulmus’ denir”
diye yazabiliyor. Oliilerin tanrilarina ayrilan yer, bu 6zelliginin feshedilmesiyle ‘puro’ yani ‘saf,
an” adini alirdi, ve bu durumda artik ne kutsal, ne aziz, ne dinsel bir yerdi, bu tiirden tiim
isimlerden kurtulmustu” (D11, 7, 2).

Saf, duinyevi, kutsal isimlerden kurtulmus olan insanlarin ortak kullanimina iade edilmis olan
seydi. Kullanim burada dogal bir sey gibi gériinmez: daha ziyade ancak bir diinyevilestirme
sayesinde ulasilan seydir. “Kullanmak” ve “dlinyevilestirmek” arasinda agikliga kavusturul-
masi gereken 6zel bir iliski varmis gibi gériinmektedir.

Kutsaldan diinyevi olana gegis, aslinda kutsalin tamamiyla uygunsuz ve yersiz bir bicimde
kullanimi (ya da daha ziyade yeniden kullanimi) sayesinde de ortaya ¢ikabilir. Yani oyun
ile. Oyun ve kutsal alanlarinin siki bir bicimde birbirlerine bagli oldugu bilinen bir seydir.
Bildigimiz oyunlarin ¢cogu, bir zamanlar dar anlamiyla dinsel alana ait antik kutsal seremo-
nilerden, ritiiellerden ve ilahi teamillerden kaynaklanir. Halka olup dénmek, kdkenine ba-
kildiginda bir evlilik torenidir; top ile oynamak tanrilarin glinesi ele gegirmek igin yaptiklari
savas! yeniden Uretir, zar oyunlari kehanetlerden kaynaklanir, topag ve satrang kehanet
gerecleriydi. Oyun ve toren arasindaki bu iliskiyi ¢oziimlerken Emile Benveniste oyunun
sadece kutsal alanindan gelmedigini ayni zaman bir sekilde her seyin alt ist olusunu da
temsil ettigini gostermisti.

Kutsal eylemin giicii —diye yazar- onu yeniden Ureten tarihi ve téreni dykileyen mitin
kavsaginda yer alir. Oyun bu birligi ikiye ayirir, tipki ludus gibi, ya da eylem oyunu gibi, o
miti bir kenara birakir ve téreni muhafaza eder, jocus, yani sézciik oyunu olarak ise, tore-
ni siler ve mitin yasamasini saglar. “Eger kutsal, téren ve mitin tozsel birligi sayesinde
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tanimlanabilirse, oyunun, sadece miti “sozciiklere” ve sadece toreni “eylemlere” cevirerek
kutsal islemin bir yarisi tamamlandiginda oynandigini séyleyebiliriz.

Bu durum, oyunun, insanligi kutsal alanindan ¢ekip aldigi ve kurtardigi anlamina gelir, ama
bu alani ortadan kaldirdi§i anlamina gelmez. Kutsalin iade ettigi kullanim, yararci tiketim ile
ortlismeyen 6zel bir kullanimdir. Oyunun “diinyevilestirmesi” aslinda sadece dinsel alanla
ilgili degildir. Ellerine gecen her tiirlii eski esyayla oynayan ¢ocuklar, ciddi olarak deger-
lendirmeye alistigimiz ekonomi, savas, hukuk ve diger etkinliklere ait olanlar da dahil her
seyi oyuncaga donustirdrler. Bir otomobil, bir atesli silah, yasal bir ruhsat aniden oyuncaga
donusebilir. Tipki kutsal olani diinyevi hale getirirken oldugu gibi, bu gibi durumlarda da,
baskici ve sahte sayilan bir dinden gergek sayilan bir dinin ihmalkarligina gegis ortak yan-
dir. Buihmal anlamina gelmez (hi¢bir sey oynayan bir cocugun dikkatiyle karsilastirilamaz),
cocuklarin ve filozoflarin insanhga sunduklar kullanimla ilgili yeni bir boyun anlamina ge-
lir. Benjamin Kafka’nin Yeni Avukat’i hakkinda hukukun artik uygulanamayan ama sadece
tahsil goriilen bir adalet kapisi oldugunu yazdiginda aklinda béyle bir kullanim olabilirdi.
Tipki artik inanilip kurallarina uyulmayan ama oynanan bir dinin kullanima kap1 agmasi gibi,
oyunda etkinliklerini kaybeden politika, hukuk, ekonominin giicleri de yeni bir mutlulugun
kapisi haline gelirler.

Secen Richard Ibghy & Marilou Lemmens Ceviren Betul Parlak

Profanations (2005)

The Roman jurists knew perfectly well what it meant to ‘profane.” Sacred or religious were the
things that in some way belonged to the gods. As such, they were removed from the free use
and commerce of men; they could be neither sold nor held in lien, neither given for usufruct nor
burdened by servitude. Any act that violated or transgressed this special unavailability, which
reserved these things exclusively for the celestial gods (in which case they were properly called
‘sacred’) or for the gods of the underworld (in which case they were simply called ‘religious’), was
sacrilegious. And if ‘to consecrate’ (sacrare) was the term that indicated the removal of things
from the sphere of human law, ‘to profane’ meant, conversely, to return them to the free use of
men. The great jurist Trebatius thus wrote, ‘In the strict sense, profane is the term for something
that was once sacred or religious and is returned to the use and property of men.” And ‘pure’ was
the place that was no longer allotted to the gods of the dead and was now ‘neither sacred, nor
holy nor religious, freed from all names of this sort.

The thing that is returned to the common use of men is pure, profane, free of sacred names. But
use does not appear here as something natural: rather, one arrives at it only by means of profana-
tion. There seems to be a peculiar relationship between ‘using’ and ‘profaning’ that we must clarify.

The passage from the sacred to the profane can, in fact, also come about by means of an entirely
inappropriate use (or, rather, reuse) of the sacred: namely, play. It is well known that the spheres of
play and the sacred are closely connected. Most of the games with which we are familiar derive
from ancient sacred ceremonies, from divinatory practices and rituals that once belonged, broadly
speaking, to the religious sphere. The girotondo was originally a marriage rite; playing with a ball
reproduces the struggle of the gods for possession of the sun; games of chance derive from orac-
ular practices; the spinning top and the chessboard were instruments of divination. In analyzing
the relationship between games and rites, Emile Benveniste shows that play not only derives from
the sphere of the sacred but also in some ways represents its overturning. The power of the sacred
act, he writes, lies in the conjunction of the myth that tells the story and the rite that reproduces and
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stagesiit. Play breaks up this unity: as ludus, or physical play, it drops the myth and preserves the rite;
as iocus, or wordplay, it effaces the rite and allows the myth to survive. ‘If the sacred can be defined
through the consubstantial unity of myth and rite, we can say that one has play when only half of the
sacred operation is completed, translating only the myth into words or only the rite into actions.’®

This means that play frees and distracts humanity from the sphere of the sacred, without simply abol-
ishing it. The use to which the sacred is returned is a special one that does not coincide with utilitar-
ian consumption. In fact, the ‘profanation’ of play does not solely concern the religious sphere. Chil-
dren, who play with whatever old thing falls into their hands, make toys out of things that also belong
to the spheres of economics, war, law, and other activities that we are used to thinking of as serious.
All of a sudden, a car, a firearm, or a legal contract becomes a toy. What is common to these cases
and the profanation of the sacred is the passage from a religio that is now felt to be false or oppres-
sive to negligence as vera religio. This, however, does not mean neglect (no kind of attention can
compare to that of a child at play) but a new dimension of use, which children and philosophers give
to humanity. It is the sort of use that Benjamin must have had in mind when he wrote of Kafka's The
New Attorney that the law that is no longer applied but only studied is the gate to jusu’ce,‘:” Justas
the religio that is played with but no longer observed opens the gate to use, so the powers [potenze]
of economics, law, and politics, deactivated in play, can become the gateways to a new happiness.

Selected by Richard Ibghy & Marilou Lemmens Translated by Jeff Fort

(1) Justinian, Digesta 11.7.2
(2) Emile Benveniste, ‘Le jeu comme structure,” Deucalion 2 (1947), p.165.

(3) Walter Benjamin, ‘Franz Kafka,” in Michael W.Jennings, Howard Eiland, and Gary Smith (ed.) Selected
Writings, Volume 2, 1927-1934, (Cambridge, MA: Belknap Press, 1999), p.815.

Marco Aime

Gergeklesmeyen Bulusma.
Turistler, Yerliler, imgeler (2005)

Ozgiinliik meselesi, turistler arasinda ve turizm iizerine yapilan agik oturumlarda duyulan
bircok konusmada hig tartismaya aciimamis gibi gériinen bir varsayim etrafinda dolasir du-
rur. Buna goére her kiltiriin bir sifir noktasi vardir ve bu nokta asildiginda bozulmalar bas
gosterir; sonunda da 6zguinliik kaybolur. Gegmiste mutlak bir arilik ddneminin oldugunu ve
bunun Bati ile temas sonucunda trajik bigimde sona erdigini gergekten varsayabilir miyiz?
Kolonyalizm ile emperyalizmin kiilturel degisimleri ve hatta bazi durumlarda gercek yikimlari
tetiklemede temel bir rol oynadigi yadsinamaz, ancak degisimlere yol agma kapasitesini sa-
dece Bati diinyasina atfetmek baskalarinin tarih yapma olanagini yok sayan etnosantrik bir
goriisu benimsemek anlamina gelir.

Jean-Loup Amselle, bir kilttirtin “6zglin” durumunu aramak icin geriye dogru gitmenin yarar-
siz oldugunu belirtir, ¢link kdiltiirler zaten melez bir boyutta dogar ve siirekli bir degisimin
uranidirler! Gelenekler, zorunlu olarak kadim bir gecmise bagl olmadiklar gibi (bu da 6z-
glinliik aveilarinin bahanelerinden biridir) yakin zamanda gergeklesmis bir olayin iiriini de
degildirler ve sirf bu nedenle daha az anlamli sayilamazlar.

Biitiin bunlar bilimsel bir ortamda karsilik ve kabul gérebilir, ama turizm teorilerden beslen-
mez. Turizmin tanimi bile on yedinci yiizyilin sonunda, seyahati canlandiran kesif ruhunun



234 Marco Aime

yerini estetik bir kaygi aldigi zaman dogar. Yani seyahatin artik sadece pratik, cikarci bir
amaci yoktur; seyahat etmenin zevkini tattiracak resimsi imge, manzara ve heyecan avina gikilir.
Turist bunun igin bilimsel kanit aramaz, heyecana susamistir ve o heyecanlar da ussal ve
nesnel 6gelerden beslenmez; i¢(sel) ve kisisel diizlemde hareket eder, tuhafiik karsisinda-
ki saskinliktan dog@ar. Bu tuhafligin zihinlerimizde serpilebilmek i¢in kdklerini bizden farkli
olanda, 6tekinde salmasi gerekir. Turistik reklam ve brosiirlerin, yerli halklari siklikla Batr'nin
gelisme kapasitesiyle diyalektik bir karsithk icinde, sanki duragan geleneklere sahiplermis
gibi géstermesi rastlanti degildir. Oteki hi¢ kugkusuz vardir, ama onun farklilig, bizim tara-
fimizdan ya da daha dogrusu Gilles Lapouge’un deyimiyle “tim uzak yerlerin yerini yakin
yerlerin aldigi giinlimiizde bize uzak yerler insa eden” turizm sektériiniin tur operatérleri,
medyasi ve reklamcilari tarafindan kurgulanmadigi haliyle daha az “baska™dir.? Ozgiinliik
arayisinin, hem kendini sanayi toplumunun yabancilasmasindan sakinmanin bir yolu, hem
de turistlerin kosarak kactiklar ayni toplumun disavurumu olmasinda bir paradoks yatar.
Ozetle, 6zginliik fikri moderniteye baglidir.

Her ne kadar tur operatdrleri seyahat gerekcelerinin sekillenmesinde temel bir rol oynasa-
lar da, bircok turisti kosullandiran ézgiinliik imgesini yaratanlar onlar degil, seyahat yazar-
lari ve antropologlar olmustur.

Gergekten de antropoloji, Orvar Léfgren’in yazdigi gibi, “turizmle ayni arzudan, yani uzak olma
ve (asla gergekten dyle olmadan) ‘sanki oraliymis gibi’ gézlemleme arzusundan beslenir”®

Secen Elena Mazzi Ceviren Durdu Kundakei

(1) J-L. Amselle, Logiques métisses. Anthropologie de I'identité en Afrique et ailleurs [Melez Man-
tiklar: Afrika’da ve Baska Yerlerde Kimligin Antropolojisi] (Payot: Paris 1990).

(2) O.Lofgren, "Storia delle vacanze" [Tatilin Tarihi], gev. S. Artoni (Milan: Bruno Mondadori, 2001), s .XI.

(3) G.Lapouge, Besoin de Mirages [Serap ihtiyaci] (Paris: Seuil, 1999), s .24.

The Missed Encounter. Tourists, Natives, Images (2005)

The question of authenticity revolves around an assumption that never seems to be challenged
during the many conversations amongst tourists or regarding tourism: that there is a sort of
degree zero of authenticity in a given culture, and that contamination begins once this is sur-
passed, causing the loss of authenicity.

Can we really hypothesise that a period of absolute purity existed in the past, which tragically
ended with contact with the West?

It is undeniable that colonialism and imperialism had a fundamental role in provoking cultural
transformations, and in some cases, real devastation, but attributing the capacity to provoke
change only to the western world means adopting an ethnocentric vision that denies others the
possibility of making history.

Jean-Loup Amselle denounces the uselesness of moving backwards in time in search of the
‘original’ state of a culture, given that cultures themselves are born from a mixed-race dimension,
and are the product of continuous changes.”’

In the same way, traditions (another pretext for authenticity hunters) are not necessarily tied to an an-
cient past, but are sometimes the fruit of a recent event, which is not for this reason any less meaningful.
All of this can find confirmation and approval in a scientific environment, but tourism does not
feed on theories.

The definition of tourism itself was born at the end of the eighteenth century, when the spir-
it of discovery that had animated travel was substituted by an aesthetic tension: a journey no
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longer had only a practical, utilitarian end, but became a hunt for emotions, landscapes and
picturesque images to savour, simply for the pleasure of doing so.

Therefore tourists do not seek scientific proofs: they are hungry for emotions, and emotions do
not feed on rational and objective elements, but move on the intimate and personal plane; they
are born from wonder before the strangeness of the world. To blossom within our minds, this
strangeness has to set its roots in what is different, and other, from us.

Itis not by chance that advertisements and tourism brochures often portray natives as if they had
static traditions, in a dialectic opposition with the West’s capacity for development.

The other exists, without a doubt, but it would be less ‘other’ if its difference were not construct-
ed by us; or rather, by the many media and advertisement operators of the tourism sector that,
as Gilles Lapouge writes, ‘build for us a faraway place, today, when there no longer exist any
faraway places, but only places that are near’.®

The paradox lies in the fact that the search for authenticity is on the one hand a way to remove
onself from the alienation of industrial society, and on the other hand an expression of the same
society from which tourists want to flee. The idea of authenticity is, in sum, tied to modernity.
Although tour operators carry out a fundamental role in giving shape to the reasons for which to
travel, it was not they who created the image of authenticity that conditions many tourists, but
rather travel writers and anthropologists.

Anthropology, in fact, as Orvar Lofgren writes ‘feeds on the same desire as tourism: to be far
away and to observe ‘as if one were of the place’ without ever really being such’.®

Selected by Elena Mazzi Translated by Rosa Pietroiusti

(D J-L. Amselle, Logiques métisses. Anthropologie de I'identité en Afrique et ailleurs (Paris: Payot, 1990)
[J. L. Amselle, Mestizo Logics: Anthropology of Identity in Africa and Elsewhere, trans. Claudia Royal
(Stanford, CA: Stanford University Press, 1998)].

(2) G.Lapouge, Besoin de Mirages [Need for Mirages] (Paris: Seuil 1999), p.24.

@) O.Lofgren, ‘Storia delle vacanze', trans. S. Artoni (Milan: Bruno Mondadori, 2001), p.XI [Orvar Léfgren, On
Holiday: The History of Vacationing (Berkeley and Los Angeles, CA: University of California Press, 1999)].

Hrant Dink

Ermeni Kimliginin Yeni Ciimleleri veya Su
Catlaguiu Bulanda... (2005)

“Sosyal bilimde soykirim kavrami var mi, yoksa hukuksal bir terim mi?”

Dogrusu siz bu tartismaya devam edin, highir mahzuru yok, ama geride baska bir sey var... Koca
bir halk bu tartismayi nasil algiliyor ve o bahsettiginiz kelimeyi acaba nasil i¢sellestirmis?

Bir Ermeni halki var bugtin diinyanin dort bir yanina savrulmus, ve bunlarin kafasinda i¢selles-
tirilmis bir kavram var, bir tarih var. Nezaket edip adini size séylemeyeyim ama ne oldugunu
anlatayim isterseniz... Adini sonra siz koyarsiniz...

Felsefede 6nemli bir tanim var: Canli ile canli varlik alani arasindaki iliski yasamin bizatihi ta
kendisidir... Ve yasam, bunun adidir. Bu biitiin canlilar icin bdyledir- bitkiler i¢in de, hayvanlar
icin de, insanlar icin de. Canli kendi canli varlik alaniyla vardir, onun disinda yoktur. Onu oradan
alip bir yerlere altin tepside de tasisaniz, siz onun varlik alaniyla iliskisini kesiyor, onun kokiini
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kesiyorsunuz demektir. Bunun adi budur. Evet, tehcir boyle bir sey... Bu baktiginiz ve anlatma-
ya galistiginiz, béyle bir sey... 4 bin yildan beri bu topraklarda yasayan, bu topraklarda kiiltir,
uygarlk tireten insanlar yasadiklar topraklardan su ya da bu sebeplerden 6tiirii koparildilar ve
diinyanin dért bir yanina savruldular. Olenler, kalanlar ve savrulanlar...

Simdi bu halkin bugiine akan kusaklarinin ruh halini ve 90 yillik kimliginin ciimlesini eger bu
olay, kokten kesilis dolduruyorsa, bunu yok sayamazsiniz. “Ama bunun adi su olsun, bu olma-
sin” diyemezsiniz. Bu algilanmistir, i¢sellestirilmistir artik ve genetik koda islemistir. Bunun adi
nedir? Dogrusu, hukuk ugrassin artik. Adi bizim icin nemli degil, ama bizim yasadigimiz bu.

Secen Rene Gabri

New Sentences of Armenian Identity or When the Water Finds
Its Crack... (2005)

‘Does the concept of Genocide exist in the social sciences, oris it a legal term?’

To be honest, you can continue that debate, | don't mind at all, but there is another thing in the
background... How does an entire people perceive this debate, and how has it internalised that
word you mention?

Today, there is an Armenian people that has been dispersed across all corners of the world, and
there is a concept that they have internalised in their minds, there is a history. | will show courtesy
and not name it, but | will explain it, if you like... You can decide upon a name for it later...

There is an important definition in philosophy: The relationship between a living being and the
territory of the living being is precisely life itself... Life is the name given to that relationship. This
is valid for all living beings — for plants, animals and also for human beings. A living being exists
with its territory; outside its territory, it ceases to exist. If you were to take it from that territory
and transport it elsewhere, even if you carried out this act by placing it on a golden tray, it would
mean that you are severing its relationship with its territory, you are severing its roots. This is the
definition. Yes, that is what forced deportation is... This is the nature of the thing you are looking
at, and trying to explain... People who had lived on these lands for four thousand years, people
who had produced culture and civilisation on these lands, were broken apart from the land they
lived on for this or that reason, and were dispersed across all corners of the world. Those who
died, those who survived, and those who were dispersed...

Now if the mindset of the current generations of this people, and the sentence corresponding to
its ninety-year old identity is filled up with this event, this rooting out, then you cannot overlook it.
You cannot say, ‘But this is the name it should be given, and that is not.” It has already been per-
ceived and internalised, and it has been inscribed in the genetic code. What is it called? To be
frank, the Law can deal with that. The name is irrelevant for us, but this is what we experienced.

Selected by Rene Gabri Translated by Nazim Hikmet Richard Dikbag
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Yvonne Rainer
Duygular Gergeklerdir: Bir Hayat (2006)

Eyliil 1952: Jack Warn ve arkadasi George ile ufak bir Market Street lokantasinda kahve igi-
yoruz. Jack bize Jayne Mansfield'in sekize onluk, siyah-beyaz basiimis parlak fotografiarini
gosteriyor; bir adam ona dogru egilmis ve insanlar ona bakarken kendinden gegmis bir ifa-
deyle agzini agmis, yerde yatiyor. Jack dokulen kahvesini emmesi icin bir peceteyi dikkatli-
ce katlayip fincanla tabagi arasina yerlestiriyor. ik defa birisinin béyle yaptigini gériiyorum.

Secen Grace Schwindt Ceviren Kerem Kabaday:

Feelings Are Facts: A Life (2006)

September, 1952: Having coffee with Jack Warn and his friend George in a Market Street lunch-
eonette. Jackis showing us 8 x 10 black-and-white glossies of Jayne Mansfield lying on the floor,
mouth open in an ecstatic expression while a guy goes down on her and people look on. Jack
carefully folds a napkin and places it between his cup and saucer to absorb his spilled coffee. It
is the first time | have seen anyone do that.

Selected by Grace Schwindt

Ulus Baker
Orlando ya da Kadinlasmak (2007)

Kadinlasmalar, olus siireclerine ayricalikli bir giris noktasi olusturuyorlar. Bu kadinlarin cadi
olmalarindan dedil, her tirlii buytcultgin, baslangi¢ olarak, bir kadinlasma, kadin-olus ile
baslamasindan geliyor. Cok daha uzak ve asir durumlarda ise, neredeyse bir yasam amaci
gibi, unsurlasmalar, hiicrelesmeler, molekiillesmeler ve farkedilmez-oluslar bulunuyor. Cadi-
larin siipiirgesi nereye gétiirliyor bizi? Ya da Moby Dick Ahab'i sessizce nerelere siiriikliyor?
Lovecraft'in kahramanlarindan biri acayip hayvanlarla karsilasir bir yerlerde. Ama bu yalnizca
yoldadir. Daha uzaklarda artik ritimleri anlasilmaz dalgalarla ve fark edilemez pargaciklarla kar-
silasilacaktir. Bilim-kurgu belki hayvanlarla, bitkilerle, madenlerle ise baslamistir ama yolu onu
fark edilemez pargaciklarin, bakteri ve viriislerin karsisina getirecektir. Miizigin tam anlamiyla
“muzikal” olan igerigi kadinlasmalarla, cocuklagmalarla, hayvanlasmalarla yukli degil mi? Ama
miizik tarihinde bu da yeterli olmadi. Aletlerin ve kullanimlarinin evrimine baktigimizda karsimi-
za “isitilemez” olanin kendini dinletebildigi bir miizik dunyasiyla karsilasmiyor muyuz: tim bir
Kozmos'a seslerini kazandirmak, onu isitilir kilmak miizigin kendisi degil mi?

Unutmamali ki, “kadinlasmak” ya da “cocuklasmak” hi¢ de yeterli degil. Kadin ya da ¢ocuk
bir amag olamaz. Ne kadin icin ne de erkek igin. Orlando’nun otuz yasinda, dért yiiz yillik
yasaminin ilk zamanlarinda “kadinlasmasi” zorunlu olarak kadinlasma surecinin bir “geng
kiz”-olus unsurundan ya da kesitinden gecmesi gerektigini hatirlatiyor bize. Her olus baska
bir olusu takip eder, siraya girer. Kurtadamlar dldiiklerinde vampirlesirler. Bu sasirtici bir du-
rum degil, ¢linki olus ve cogulluk ayni seyler. Bir cogullugu, bir ceteyi, bir stirllyii unsurlary-
la, olusturucu 6geleriyle tanimlayamazsiniz. Ayni sekilde bir cogullugu bir merkez ya da bir-
lesme, toplasma yeri de tanimlayamaz. Bir cogulluk dogasi degismeden herhangi bir boyut
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kazanamaz ya da kaybedemez. Onun varyasyonlari ve boyutlar kendi iginde oldugundandir bu.
Freud’un iyilestiremedigi (¢linkii hicbir sey anlamadidr) Gnli Kurt-Adam'inin kurtlar cetesi
bir ar kovanina, bir gét-deligi tarlasina, kiigtik gézeneklerle minik yaralarin bir ekranina do-
niisebiliyordu rahatlikla: Bulasma etkisi unutulmamali. Bir Benligin ¢okluklarin bu birbirini
takip edisi karsisinda afallamasi ve buytilenmesi. Anlasiliyor ki Benlik, Kendilik, ya da buna
benzer diger soyutlamalarla anlatiimak istenen Ben, bu afallamalara ve biiyiilenmelere
mahkimdur. Bunun nedeni, kendisinden kopup giden “sonraki-olus”larin, hayvanlagsma ve
saskinlik-verici molekilerlesmelerin halihazirda kendi iginde islemekte olan ve bilincinde
olmadigi baska “olus”lari, sézgelimi “kadinlagmalar” takip ediyor olmalaridir. Anlasiliyor ki,
Kendilik, Benlik ya da kisaca Ben adi verilen sey iki cogulluk arasindaki bir esikten, bir ka-
pidan, bir olustan ibarettir. Her cogulluk Anomal olarak isleyen bir sinir gizgisiyle tanimlanir.
Ama bu ¢izgiler de coguldur. Her bir kapida, her bir esikte yeni bir ittifak, yeni bir anlasma mi
vardir yoksa? Sanki bir lif hayvandan insana, bir insandan molekiillere, molekillerden par-
caciklara oradan da farkedilmezlere ulasmaktadir. Oyleyse her lif sonsuzca bir Evren-lifidir.
Aciktir ki Anomal’in ya da Disaridan Gelen'in birgok “islevi” ve rolii var. Yalnizca bitiin cogul-
luklari sinirlandirmakla, kusatmakla kalmiyor ama ayni zamanda virtisvari olus sureglerini
harekete geciriyor, daha da 6nemlisi “kagis-gizgilerini” yaratiyor. Moby Dick suriiyl sinirlan-
diran Beyaz Duvar'i cisimlestirmekle kalmaz. O ayni zamanda seytansi bir ittifak Vadesi'dir
de; son olarak da, 6tesinde artik hicligin bulundugu bir Avlanma Cizgisi‘'dir: Duvari kateden
ve kaptani ¢ekip gétiren gizgi... Nereye?... Bosluga...

Onemli bir hatadan kaginalim: olus liflerinin bu uzanisini, bu déniisiim ve kavsaklar mantik-
sal bir slire¢ anlatamaz. Her an bir hayvandan bir bitkiye, bir sokaktan yatak odasina, bir in-
sandan bir molekiile uzanabilir. Her cogulluk biyologlarin deyimiyle bir sembiyozdur. Onun
olusu hayvanlari, bitkileri, mikroorganizmalari, ¢ilgin pargaciklari, yani galaksinin timini
birbirine baglar. Farkli tiirlerin bu bir arada baglanislarini anlatacak 6nceden diizenlenmis
bir mantik diizeni de yoktur. Kurt-Adam'in kurtlarini, arilarini, gét-deliklerini, minik yaralari
birbirine baglayan mantiksal hicbir bag olmadig gibi.

Secen Cansu Cakar

Orlando or Becoming-Woman (2007)

Processes of becoming-woman serve as privileged access points into the processes of becom-
ing. Itis not so much that women are witches, but that all sorts of sorcery have to proceed initially by
way of becoming-woman. On the far side and in extreme situations, we find, almost as a purpose
of life, processes of becoming-elementary, becoming-cellular, becoming-molecular and even be-
coming-imperceptible. Where does the witch’s broom take us? Where does Moby Dick silently
lead Ahab? One of Lovecraft's heroes may at a certain point and place encounter strange animals,
but this happens only on the way. On the farther side, he will encounter waves with vague rhythms
and imperceptible particles. Perhaps science-fiction sets out with animals, vegetables and miner-
als, but the path it takes will lead it to imperceptible particles, bacteria and viruses. Isn't the prop-
erly ‘musical’ content of music plied with becoming-woman, becoming-child, becoming-animal?
However, this has proved insufficient in the history of music. In the evolution of instruments and
their use, don't we encounter a world of music where the inaudible makes itself heard? Restoring
the voices of the whole cosmos back to it, making them audible: isn't this precisely the music itself?
One must keep in mind that ‘becoming-woman’ or ‘becoming-child’ is not at all enough. Woman
or child cannot be an end in itself, neither for woman nor for man. The ‘becoming-woman’ of Or-
lando at thirty, in an early stage of her 400-year life, warns us that the process of becoming-woman

Antoloji / Anthology 239

should pass through an element or a sequence of becoming-‘young girl’. Each becoming is suc-
ceeded by another; they line up. Wolf-men become vampires when they die. This is not surprising,
since becoming and multiplicity are the same thing. You cannot identify a multiplicity, a gang or a
pack with its components or with its constitutive elements. Similarly, a multiplicity cannot be de-
fined by a centre or a locus of unification, of gathering. A multiplicity cannot gain or lose a dimen-
sion without changing in nature. This is because its variations and dimensions are immanent to it.
The gang of wolves of the famous Wolf-Man, whom Freud was unable to cure (since he did not
understand) could swiftly turn into a beehive, a field of anuses, a screen of little pores and tiny
scars. The contagious effect shouldn't be neglected. An ego is bewildered and fascinated by this
succession of multiplicities. It is clear that I, expressed as ego, self or other similar abstractions, is
doomed to bewilderment and fascination, for the ‘becoming-after’, becoming-animal and bewil-
dering becomings-molecular succeed other becomings - for instance ‘becoming-woman’ — al-
ready working from the inside and of which | is unconscious. It is clear that the self, ego or the so-
called | is nothing but a threshold, a door, a becoming between two multiplicities. Each multiplicity
is defined by a borderline that functions as the Anomalous. But these lines are also multiple. Or is
it that there is a new alliance, a new pact at each door, at each threshold? It is as if a fibre stretches
from animal to human, from human to molecules, from molecules to particles and so on to the
imperceptible. So every fiber is eternally a Universe-fibre.

It is evident that the Anomalous or the Outsider has several ‘functions’ and roles. Not only does it
border or enclose each multiplicity, but it also triggers viral processes of becoming, and more impor-
tantly, it creates ‘lines of flight’. Moby Dick is not only the embodiment of the White Wall enclosing the
pack. Itis also a demonic term of the Alliance; and finally, it is the Fishing Line beyond which there is
only nothingness: the line that crosses the wall and drags the captain ... Where? ... Into the void ...
There is an important error that we shall guard against: this stretching of fibres of becoming, these
transformations and crossings, cannot be explained away by any logical process. At any time they
can stretch from an animal to a vegetable, from a street to a bedroom, from a human to a molecule.
Each multiplicity is, as biologists would call it, a symbiosis. The becoming of a multiplicity ties to-
gether animals, vegetables, microorganisms, mad particles, a whole galaxy. Nor is there any pre-
formed logical order that could explain this tied-togetherness of different species. Just as there is
no logical connection that ties wolves, bees, anuses, or the tiny scars of the Wolf-Man to each other.

Selected by Cansu Cakar Translated by Miinevver Celik

Karen Barad

Evrenle Ortada Bulusmak. Kuantum Fizigi ve Madde ile
Mananin Dolastkligr (2007)

Kirinim, 6zne ve nesnenin, doga ve kiiltiriin, olgu ve degerin, insan ve insan-olmayanin,
organik ve inorganigin, epistemoloji ve ontolojinin, maddilik ve sdylemselligin ickin var-
sayilan aynistirilabilirligine meydan okuyan maddi-séylemsel bir fenomendir. ... Kirinim, bir
diferansiyel dolasikliklar meselesidir. Kirinim sadece farkliliklarla, hele de mutlak anlamda
farkliliklarla degil, anlamli farkliliklarin birbirine dolasik dogasiyla ilgilidir. Bir kirnim modeli-
nin derin anlami burada yatar. Kirinim, topolojik olarak yeniden konfigiire edilen baglantilar
icin bir fark yaratmanin maddi pratigidir.

Ceviren Miinevver Celik



240 Karen Barad

Meeting the Universe Halfway. Quantum Physics and
The Entanglement of Matter and Meaning (2007)

Diffraction is a material-discursive phenomenon that challenges the presumed inherent separa-
bility of subject and object, nature and culture, fact and value, human and nonhuman, organic
and inorganic, epistemology and ontology, materiality and discursivity. ... Diffraction is a matter of
differential entanglements. Diffraction is not merely about differences, and certainly not differences
in any absolute sense, but about the entangled nature of differences that matter. This is the deep
significance of a diffraction pattern. Diffraction is a material practice for making a difference for
topologically reconfiguring connections.

Dominique Cardon

Dogal Boyalar: Kaynaklar, Gelenek,
Teknoloji ve Bilim (2007)

ERMENISTAN KIRMIZ BOCEGi VEYA ERMENISTAN KIRMIZI BOYA BOCEGI

« Porphyrophora hamelii (Brandt, 1833) Homoptera: Coccoidea: Margarodidae

- Ermenice: vordan karmir; Farsca: kirmiz; Fransizca: cochenille d’Arménie; Aimanca: Armenisc-
he Cochineal; Rus¢a: Araratskaia koschenil ya da Armyanskiy karminonosniy chervets

Aciklama

« Erigkin disi: Bu bocek, Polonya kirmiz béceginden daha byiiktir. Hafif, oval bigimli ve mora ¢a-
lan koyu kirmizi renkte, 1 cm uzunlugunda ve 7 mm enindedir. Bécekbilimciler, bu bécegin, gévde-
sini kaplayan ipeksi tiylerin sikligi, antenlerini olusturan parcalarin ve antenlerinin tizerindeki tiy-
lerin sayisi bakimindan, Polonya kirmiz béceginden nasil farklilastigini gdstermistir. Ermenistan'da
Aras Nehri vadisindeki yasam alaninda ve buguinki Tirkiye-Ermenistan sinirnin 6te tarafindaki
Agri Dagrnin eteklerinde, eriskin disi bdcekler Eyliil'in ikinci yarisinda yeraltindaki keselerinden
cikar ve topragin ylizeyinde biyik kalabaliklar halinde goriilir, sazliklarla ot yiginlar arasindaki
kuru toprakta adeta kirmizi benekler olustururlar. Eriskin disi bocekler, sabah 5 ile 10 arasinda
erkenden ve hizla gerceklesecek olan giftlesme igin hareketsiz beklerler. Sonrasinda hem disi
hem de erkek bocekler yeniden topradin ya da kuru yapraklarin altinda kaybolurlar. Giin ortasinda
onlardan hicbir iz kalmaz. Déllenen disi, toprak yiizeyinin hemen altinda balmumu iplikgiklerden
orilu yumusak bir kozanin igine 200 yumurta biraktiktan sonra tipki Polonya kirmiz bocegi gibi,
artik bitip tiikenmis olarak &liip gider. Ortacad’daki bazi Farsi ve Arap yazarlar, bu yumusak “koza”yi
ipekbdceginin davranis aliskanliklariyla karsilastirarak anlatirlar. Ornegin Istahri (6lim tarihi, MS
951), Kitab el-Mesalik ve’l Memalik'i adli eserinde sdyle yazar: “Kirmiz kurdunun, tipki ipekboce-
gi gibi kendi etrafinda bir koza 6rdugi sdylentilerini isittim.” El-Kazvini ise (6lum tarihi, MS 1339)
Niizhet el-kulub’da sdyle demektedir: “Kendi etrafinda bir koza 6riip onun iginde &len ... bir kurttur.”
« Eriskin erkek: P. polonica’da oldugu gibi, eriskin erkekler, kozalarindan erigkin disilerden
10-15 giin 6nce ¢ikarlar; ¢iktiklarinda kiigiik, uzamis bir eriskin disiyi andiran, ¢ok hareketli
uclincu donem larva halindedirler. 5-6 giin sonra hareketsizlesirler ve sirasiyla prepupaya,
pupaya ve sonra da P. polonica’nin erkegine ¢ok benzeyen ama yaklasik 3 mm’lik gévde ve
kanat uzunluguyla ondan daha biiyiik olan eriskin bir erkek bocege doéniisurler. Kanadin 6n
kenari boyunca, biyiik ve kipkirmizi bir benek uzanir.
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Yasam dongiisii

« Yumurtalar ve ilk dénem larvalar: Yumurta birakma, ekim ve kasim aylarinda gergeklesir. Yumurtalar
acik parlak kirmizi renktedir. Koyu kirmizi birinci ddnem larvalar kasim ve aralikta ortaya cikar.

« Keseler (ikinci donem larvalar): Disi keseler, bir bezelye tanesi biyiikligiinde, yuvarlak veya
armut bicimli, sedefli mor renktedir. Erkeklerinki genellikle daha kiigiik, yaklasik bir bugday ta-
nesi kadardir.

Yasam alani ve dagilim

Ermenistan kirmiz bécegi, bugdaygillerden (Graminae) olan iki farkli ana bitkinin kokleri, kok-
saplari ve eklemli saplariyla beslenir. Ermenicede sez denen ilki, Rus¢ada pribrezhnitsa olarak
bilinen Aeluropus littoralis (Gouan) Paul'diir. (A. pungens (Bieb.) C. Koch dahil). Bu, yerde sii-
riinen eklemli saplari olan ve serpilen kalin kéksaplar olusturan bir bitkidir. Denize yakin kumlu
toprakta veya solonchak’larda (tuzlu toprak) yetisir. ikincisi Rusgada trostnik olarak bilinen ka-
mislardir (Phragmites communes Trin. (= P. australis Trin. ex Stend.)).

Secen Asli Cavusoglu Ceviren Miinevver Celik

Natural Dyes: Sources, Tradition,
Technology and Science (2007)

ARMENIAN CARMINE SCALE INSECT OR ARMENIAN COCHINEAL

« Porphyrophora hamelii (Brandt, 1833) Homoptera: Coccoidea: Margarodidae

« Armenian: vordan karmir; Persian: kirmiz; French: cochenille d’Arménie; German: Armenische
Cochineal; Russian: Araratskaia koschenil or Armyanskiy karminonosniy chervets

Description

« Adult female: this insect is larger than the Polish carmine scale insect. Soft, oval-shaped and a dark
purplish-red, it measures up to 1cm long and 7mm wide. Entomologists have shown how it differs
from the Polish carmine scale in the density of the silky hairs that cover its body, the number of seg-
ments making up the antennae, and the number of hairs on the antennae. In Armenia, in its habitat of
the valley of the Araks river, and at the foot of Mount Ararat on the other side of the present-day fron-
tier with Turkey, the adult females emerge in the second half of September from their underground
cysts, appearing in large numbers on the surface of the soil and showing up as red patches on the
dry ground between the reeds and clumps of grass. They wait, immobile, for mating, which takes
place very early and very quickly between 5 and 10 am. Both males and females then disappear
again below ground or under dry leaves. By midday, there is no sign of them. The fertilised female
lays up to 200 eggs just beneath the surface of the soil inside a cottony mass of waxy filaments and
then, like the Polish cochineal, the exhausted insect dies. Several Persian and Arab writers in the Mid-
dle Ages comment on this cottony ‘cocoon’, comparing it to the habits of the silkworm. Al-Istakhri
(died AD 951), for example, writes in his Kitab Al-Masalik wa--mamalik: ‘| have heard it said that the
worm of the kirmiz weaves a cocoon around itself like the silkworm.” Al-Kazwini (died AD 1339) writes
in the Nuzhat al-kulub: ‘It is a worm that ... weaves a cocoon around itself and dies inside it.”

« Adult male: as in the case of P. polonica, males emerge from their cysts 10-15 days before the
adult females as very mobile third instars that resemble a small, elongated adult female. After 5-6
days they become immobile and gradually metamorphose into prepupae, pupae and then later
into the adult males, which look very similar to the male P. polonica but are larger, with both body
and wings about 3mm long. A large crimson-coloured patch runs along the front edge of the wing.
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Life cycle

- Eggs and first instars: egg-laying takes place in October and November. The eggs are bright
carmine red. The dark red first instars appear in November and December.

« The cysts (second instars): the female cysts are the size of a pea, round or pear-shaped and
pearly violet in colour. Those of the males are usually smaller, about the size of a buckwheat grain.

Habitat and distribution

Armenian carmine scale insects feed on the roots, rhizomes and culm base of two different host
plants, both grasses (Graminae). The first, called sez in Armenian, is Aeluropus littoralis (Gouan)
Paul. (incl. A. pungens (Bieb.) C. Koch), known as pribrezhnitsa in Russian. This is a grass that
has prostrate culms and forms thick elongated rhizomes. It grows on sandy soils near the sea or
in solonchaks (saline soils). The second is the common reed (Phragmites communes Trin. (= P,
aqustralis Trin. ex Stend.)), known in Russian as trostnik.

Selected by Ash Cavusoglu

David Freedberg & Vittorio Gallese
Estetik Deneyimde Hareket, Duygu ve Empati (2007)

Sanatin nasil tanimlanacagi konusunda bir fikir birligi olmasa da, sanatin dodasi sorunu
(her nasil tanimlaniyorsa), “néroestetik” denen yeni bir arastirma sahasi agmis olan bilissel
norobilimcilerin ilgisini gekmistir. Beynin gorsel kisminin psikofiziksel ve norobilissel bilgi-
sine dayanarak, sanatin ne oldugunu ve ondan ne gibi estetik hazlar aldigimizi agiklayacak
degismez ve evrensel algi kurallari tiiretmek yoniinde baska girisimler de mevcuttur.

Biz ise burada farkli bir strateji izliyoruz. Oncelikle, gérsel sanat ¢alismalarinin sanatsal bo-
yutunu “parantez” i¢ine aliyoruz ve bu gibi ¢alismalar lizerine gorsel iceriklerinden yararla-
narak dustinme siirecinde uyarilan cisimlesmis fenomenlere odaklaniyoruz. “Goruntulerin
[empatik] glici”niin altinda yatan néral mekanizmalari resimliyor ve cisimlesmis simiilasyo-
nun ve bunun yol actigi empatik hislerin cok 6nemli bir role sahip oldugunu gosteriyoruz.
Ikinci olarak, ayni empatik cerceve icinde kalarak, sanat yapitlarinin etkilerinin tek bir veg-
hesini, yani onlari uiretirken yapilan belirli jestlerin hissedilen etkisini ele aliyoruz.

20. yuizyll sanat tarihi ve sanat elestirisinin biiylk bir bolimu, duygularin hayli baglamsal ve
siniflandirilamayan bir niteligi olduguna dayanarak, duygusal yanitlara isaret eden bulgulari
g0z ardi etmis ve estetige iliskin tumuyle bilissel ve cisimsiz bir yaklasima 6ncelik vermistir.
(1) Gergekten de, empatinin dogasini ve empati ile duygudaki duyumotor etkinligin rollini
acikhga kavusturan hatiri sayilir nérobilimsel kanitlar, sanat ve sanat tarihi tizerine mevcut
yazinda tamamen gz ardi edilmektedir. Bizim amacimiz ise, sanat yapitlarina verilen empa-
tik yanitlara iliskin, safi icebakisli, sezgisel ya da metafizik olmayip beyinde kesin ve tanim-
lanabilir maddi bir temeli olan bir teori 6ne siirerek bu boslugu doldurabilmek.

Ayna noronlarin kesfi, cogunlukla, bir sanat yapitinda temsil edilen ya da bu eserin yapiminin
icerdigi zimni devinimlerin sezdirdigi eylemlerin bariz imitasyonu yoluyla, sik goriilen ama
simdiye kadar agiklanmamis olan fiziksel tepki hissinin néral dayanaklarini aydinlatir; bu
ayna noronlar ayni zamanda resim, heykel ve mimarideki (bunlarin antropomorfik ve figtiratif
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tarzlariyla da sinirl kalmayacak sekilde) devinim algisina verilen yanitlar ile bu gibi ¢alisma-
larin uyandirdidi duygular arasindaki iliskiyi cok daha agik bir sekilde anlayabilme olanagi
sunar. Meseleyi daha anlasilir kilmak, kisa ve 6z tutabilmek adina, eylemler, niyetler ve nesne-
lerin gézlemlenmesini duygular ve duyumsamalardan ayri olarak ele alacagiz. Bu alanlar, bir-
birinden bagimsiz olmak soyle dursun, pek ¢ok sekilde ve simdi arastirmaya koyulacagimiz
mekanizmalar araciligiyla sikica i¢ ice ge¢cmis haldedir. Eylemlerin gézlenmesiyle baslayalim.
Sebeklerin premotor ve arka paryetal kortekslerindeki ayna noronlarinin kesfedilmesinin
acikhga kavusturdugu gibi, bir eylem yerine getirildiginde desarj olan néronlar, bu ayni
eylem gozlendiginde de desarj olmaktadir. Daha sonralari, insanda 6n premotor korteks
(Brodmann'in alan 44’tinl de kapsar) ve arka paryetal kortekste de bir ayna néron siste-
minin (mirror neuron system — MNS) bulundugu gosterilmistir. MNS aktive oldugunda, bir
eylemin —6zellikle, amaca doniik bir eylem- g6zlemlenmesi, bu eylemin yerine getirildigi
sirada aktif olan ayni noral aglarin aktive olmasina yol agar.

Sonug yerine

Otomatik empatik yanitlar, imajlara ve sanat yapitlarina yanitin temel bir diizeyini olusturur.
Bu yanitlarin altinda, imajlarin yonelimsel ve duygusal iceriklerinin dogrudan deneyimsel
bir kavranisina olanak veren cisimlesmis bir uyarim siireci yatar. imajlara verilen tepkinin bu
temel diizeyi, bunlarin sanat olarak etkililiklerinin her tiirden kavranisi iin elzem hale gelir.
Tarihsel ve kiltiirel ya da baglamsal faktorler, gérsel sanat yapitlarinin empatik kavranisinda
ortaya ¢ikan noral siiregleri g6z éniinde bulundurmanin énemiyle celismez.

Ceviren Miinevver Celik

(1) E.H.Gombrich'in 1960 tarihli Art and lllusion [Sanat ve llliizyon] adli kitab, “resimsel temsilin
psikolojisi’ne ayrilmistir. Bununla birlikte, burada pratik olarak sanata verilen duygusal ve
empatik yanitlara ayrilmis olan hicbir sey yoktu. O dénem itibariyla duygular estetik alandan
tamamen atilmis bulunuyordu. Bu durus, R. H. Collingwood tarafindan The Principles of Art'ta
(1938) [Sanatin ilkeleri] bir kanon haline getirildi. Kant'r takip eden Collingwood, sanatin duygusal
olandan, fiziki ve kendiliginden yanitlar alanindan ayrilmasi gerektigine inaniyordu. Sanat safi
bir bilme sorunu olarak diistiniiliir olmustu. Nelson Goodman “estetik deneyimde duygularin
bilissel olarak isledigini” vurguluyordu. Clement Greenberg ise kendini resim diizleminin algisinin
bilissel degerlendirmesine vakfetmisti. Sanata verilen yanitlarda safi tarihsel, kiiltiirel ve toplumsal
faktorleri vurgulamasi itibariyla, 1970’lerin “yeni sanat tarihi” de yanitin biligsel-6ncesi diizeylerinin
olanakliidini dne siiren yaklagimlara siddetle direnmistir. Duygusal, empatik olanin ve biligsel ol-
mayan bedensel yanit alaninin bu sekilde tasfiyesi, 20. ylizyilin biiylik kisminin tipik bir niteligidir.

Motion, Emotion and Empathy
in Aesthetic Experience (2007)

Although no consensus has been reached on how to define art, the problem of the nature of
art (however so defined) has attracted the interest of cognitive neuroscientists who opened a
field of research named ‘neuroesthetics’. Other attempts have been made to derive invariant
universal perceptual rules to explain what art is, and what aesthetic pleasures we derive from
it, on the basis of psychophysical and neurocognitive knowledge of the visual part of the brain.
Here, we pursue a different strategy. First, we ‘bracket’ the artistic dimension of visual works of
art and focus on the embodied phenomena that are induced in the course of contemplating
such works by virtue of their visual content. We illustrate the neural mechanisms that under-
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pin the empathetic ‘power of images’ and show that embodied simulation and the empathetic
feelings it generates have a crucial role . Second, we address — within the same empathetic
framework —one aspect of the effects of works of art, namely the felt effect of particular gestures
involved in producing them.

Most twentieth—century art history and art criticism neglected the evidence for emotional re-
sponses and privileged a fully cognitive and disembodied approach to aesthetics®, on the
grounds that the emotions are largely contextual and incapable of classification. Indeed, the
considerable neuroscientific evidence clarifying the nature of empathy and the role of sensori-
motor activity in empathy and emotion has been completely overlooked in current writing about
art and its history. Our purpose is to fill this gap by proposing a theory of empathetic responses
to works of art that is not purely introspective, intuitive or metaphysical but has a precise and
definable material basis in the brain.

The discovery of mirror neurons illuminates the neural underpinnings of the frequent but hitherto un-
explained feeling of physical reaction, often in apparent imitation of the actions represented withina
work of art or suggested by the implied movements involved in its making; mirror neurons also offer
the possibility of a clearer understanding of the relationship between responses to the perception
of movement within paintings, sculpture and architecture (and not just in their anthropomorphic or
figurative modes) and the emotions such works provoke. For the sake of clarity and concision, we
will treat the observation of actions, intentions and objects separately from emotions and sensa-
tions. These domains, far from being independent, are intimately intertwined in many ways and by
means of mechanisms we are just beginning to investigate. We start with the observation of actions.
As the discovery of mirror neurons in the premotor and posterior parietal cortices of macaques
made clear, the same neurons discharge when an action is observed as when it is executed.
Later, it was shown that a mirror neuron system (MNS) also exists in the human ventral premotor
cortex (encompassing Brodmann's area 44) and posterior parietal cortex. When the MNS is acti-
vated, the observation of an action — in particular, a goal-oriented action — leads to the activation
of the same neural networks that are active during its execution.

Concluding remarks

Automatic empathetic responses constitute a basic level of response to images and to works
of art. Underlying such responses is the process of embodied simulation that enables the di-
rect experiential understanding of the intentional and emotional contents of images. This basic
level of reaction to images becomes essential to any understanding of their effectiveness as
art. Historical and cultural or contextual factors do not contradict the importance of consid-
ering the neural processes that arise in the empathetic understanding of visual works of art.

() E.H.Gombrich's Art and lllusion of 1960 was devoted to ‘the psychology of pictorial representation’.
Yet practically nothing in it was devoted to emotional and empathetic responses to art. By this time, the
emotions had entirely dropped out of the field of esthetics. This position was canonized by R.H. Colling-
wood’s The Principles of Art (1938). Following Kant, Collingwood believed that art should be separated
from the emotional and from the realm of physical and spontaneous responses. Art came to be thought
of as a matter of pure cognition. Nelson Goodman emphasized that ‘in esthetic experience the emotions
function cognitively.” Clement Greenberg was devoted to the cognitive assessment of the perception of
the picture plane. Inits insistence on purely historical, cultural and social factors in responses to art, the
‘new art history’ of the 1970s remained intensely resistant to approaches that suggested the possibility
of precognitive levels of response. This elimination of the emotional, the empathetic and the realm of
non-cognitive corporeal response remained typical for most of the twentieth century.
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Valérie Thomas

Emile Gallé ve Doga:
Cam Eserlerinde Tiirler ve Etkiler (2007)

Gallé, meslektaslarinin saygr duydugu bilgili bir botanikgiydi, ama ayni zamanda botanikgi
ve sanatci rollerini dengelemesini bilirdi. Bilim ona bitkileri ve organizmalari dogumlarindan
oliimlerine kadar daha iyi anlama olanag@i saglamasina ragmen, o bu bilimsel bilginin yapti-
g1 calismalara asla birebir uygulanamayacaginin da farkindaydi.

Gallé'nin kullandidi bitki dagarcigi genisti ve kendini giil veya stisen gibi tipik Art Nouveau cicek-
leriyle sinirlamadi. Gallé'nin cam, ahsap ve seramik galismalarinda 196'dan fazla bitki tiir(i goralir.

... doga vasitasiyla biyolojik yasami sanata uygulamaya ve aktarmaya galismistir; bitkiler
cansiz degildir; evrilirler, gelisirler, blinyeleri, hatlari, ntianslari mevsimlere gére ve zamanla
degisime ugrar. Sanatglyi bilyiileyen sey iste bu siirekli evrim sureciydi.

Gall€'nin eserleri, bitkilerin 6zgtin bir canliliga biirinmesine yonelik bir tercihi gézler 6ntine
serer. Bu canlilik, dikey bir bicimin uygulandigi eserlerinde 6zellikle géze carpar. Ornegin
figiir boyamada dikeylik, yenilmezlik kavramini ifade eden genel bir kuralsa, bitkilerin diin-
yasinda bu etki, blyumek icin gerekli isigin yararl etkilerinin dogal ¢ekiciligini gosterir.

Dikeylik, tavsancilotu bitkisinin de baslica 6zelliklerinden biridir ve baslangicta Gall€’yi bu
bitkiye ceken, kariyeri boyunca mobilyalarinda, abajurlarinda ve cam eserlerinde yeniden
geri dondugu ozelliktir. Heraclium Vase (Tavsancilotu Vazosu), 1900°de Paris’'teki Exposi-
tion Universelle’de sergilenmistir. Maydanozgillerden tavsancilotu, vazonun dekorasyonu-
nun ve formunun kaynagidir. Bitkinin dantel gibi gicekleri ve yapraklar vazoyu boylu bo-
yunca siislerken; oluklu sapi, borumsu seklini ve filigran yiizeyini esinlemistir. Ama bu vazo
ayni zamanda yesil renkle ve bizzat Gallé tarafindan olusturulan ithafia pekistirilmis dogaya
yonelik hakiki bir ilahiye delalet eder: “Sanatlarimiz nefes verdiginde ¢ayirlarin kokusunu
salar / digerkamlik ve giizellik yasamlarimizin esansi olacaktir.” Bu pasaj, 1898'de Gallé'nin
Dreyfus yanlilarina verdigi kamusal destegin imasi olarak anlasilabilir. Yesil umudun sem-
boluidir, alintida gelecek zaman kipinin kullanilmasi ve ifade ettigi yliiksek beklentiler, Gal-
1€'nin Yiizbas! Alfred Dreyfus’iin masumiyetinin kabuliine dair umutlarini cagristirir.

Gallénin ilk eserleri hald tarihsel ve geleneksel tarzlarla damgalanmis olsa da, o
bunlari 1880’lerde, en iyiyi ve en kotty, glizeli ve girkini, yasami ve 6lumu barindiran doga-
nin esinini olumlayarak terk edecektir. Cam eserlerindeki bitki formlari dagarcigi, bicimsel
ve dekoratif ¢oziimlerin yaygin gesitliligine isaret eder. Teknikler, profil hatlar, dekorasyon
ve renk etkilerinde biitiinliyle dogadan esinlenmistir, ama ayni zamanda doganin gesitli-
ligini, degisimini, anomalilerini ve evrimini taklit etmeye calisir. Burada ele alinan 6rnekler,
Gall€'nin izledigi ve sentetizmin, natiiralizmin ve estetizmin kaynastigi pek ¢ok yolu ortaya
cikarir. Dolayisiyla Gallé icin tek bir ¢oziim, tek bir kurulu doga vizyonu yoktu, aksine onun
icin girisilecek daha fazla deneme ve deney her zaman mevcuttu.

Ceviren Minevver Celik
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Emile Gallé and Nature:
Types and Influences in His Glass (2007)

Gallé was a knowledgeable botanist, respected by his peers, but he also knew how to balance his roles as
botanist and artist. If science allowed him better to understand plants and organisms from their birth until
their death, he was also aware that this scientific knowledge should never be applied literally in his works.

The repertoire of plants that Gallé used was vast and did not limit itself to typical Art Nouveau flowers such
as the rose or the iris. More than 196 varieties of plants appear in his work in glass, wood and ceramics.

[TIhrough the intermediary of nature, he also sought to transcribe, to translate biological life into art;
plants are not inanimate, they evolve, they develop, their structures, their contours, their nuances vary
according to seasons and over time. It was this continuous evolutionary process that fascinated the artist.

Gallé's oeuvre reveals a predilection for plants imbued with a distinctive vitality. This vitality is particularly
apparent in the works which deploy a vertical format. If verticality, within figure painting for example, has
as a general rule connoted concepts of invincibility, in the plant world this effect suggests the innate at-
traction of the beneficial effects of light necessary to growth.

Verticality is also one of the primary characteristics of the hogweed plant, a feature that originally
attracted Gallé to this plant to which he returned throughout his career in his furniture, his light fittings
and his glass. The Heracleum Vase was displayed at the 1900 Exposition Universelle in Paris. The
hogweed, of the umbel genus, is the source for the decoration and the form of the vase. The grooved
stem of the plant inspired the tubular shape and filigreed surface, whilst the lacy flowers and leaves
of the plant decorate the full height of the vase. However this vase also attests to a veritable hymn to
nature reinforced by the green coloration and the inscription composed by Gallé himself: ‘Our arts
exhale the scents of the meadows / altruism and beauty will perfume our lives’. This passage can be
taken to suggest subtly Gallé’s public support of Dreyfusards in 1898. Green is a symbol of hope, the
use of the future tense in the citation and the elevated aspirations it articulates evoke Gallé’s hopes
for arecognition of Captain Alfred Dreyfus’ innocence.

If Gallé's first creations are still marked by historical and traditional styles, he would abandon them in the
1880s, favouring the inspiration of nature which holds the best and the worst, the beautiful and the ugly,
life and death. The repertory of plant forms in his glass attests to a vast diversity of formal and decorative
solutions. Techniques, profile contours, decoration, colour effects were all inspired by nature, but also
try to emulate its diversity, variety, anomalies and evolution. The examples considered here suggest the
many pathways pursued by Gallé, where synthetism, naturalism and aestheticism coalesce. Thus there
was not one solution for the artist, not one established vision of nature, rather there were always more
experiments and trials to attempt.

Translated by Claire I. R. O’'Mahony
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Donna Haraway
Tiirler Bulustugunda (2008)

Cizimler, temas bélgeleri diye adlandirdigim diinya-yapma dolasikliklarinin fani eti ile ug-
rasirken bana yardimcei oluyorlar... Cizimler insanlar kendi ayriksiliklar icinde bedensel
hikayelere yerlesmeye davet ediyor ve onlari bir araya getiriyorlar. Cizimler, temsil ya da
didaktik illistrasyonlar degil, daha ziyade bedenlerin ve anlamlarin birbirlerini sekillendir-
dikleri maddesel-g&stergesel kiime ya da diigiimlerdir. Benim i¢in gizimler her zaman canli
gercekligin gtici ile biyolojik ve edebi ya da sanatsal olanin bir araya geldigi yerdir. Kendi
bedenim de, tam anlamiyla iste bdyle bir ¢izimden ibarettir.

Ceviren Burak Delier

When Species Meet (2008)

Figures help me grapple inside the flesh of mortal world-making entanglements that | call con-
tact zones ... Figures collect the people through their invitation to inhabit the corporeal story told
in their lineaments. Figures are not representations or didactic illustrations, but rather materi-
al-semiotic nodes or knots in which diverse bodies and meanings coshape one another. For me,
figures have always been where the biological and literary or artistic come together with all of the
force of lived reality. My body itself is just such a figure, literally.

Hrant Dink
Iki Yalkin Halk, iki Uzak Komsu (2008)

Fatih’'in koca imparatorluk biinyesinde yarattigi bu dingin kompartiman sistematigi Tan-
zimat Dénemi'ne kadar birka¢ asir siirdii. Tanzimat'la birlikte her kompartiman igine yeni
yapilanmalar dahil oldu. Bu tarihten itibaren artik koca imparatorlukta ne Padisah yalniz-
di ne de Patrik. Padisah’'in bir Mesrutiyet Meclisi, Patrigin de bir ‘Ermeni Milleti Cismani
Meclisi’ vardi. Ulke Tanzimat Fermanryla bir anayasaya kavusurken, Ermeni milleti de ‘Er-
meni Milleti Nizamnamesi® bash@i altinda kendi anayasasiyla bulusuyordu. Her ikisi yine
hiyerarsinin basinda olsalar da erk giderek dikey bir akisla asagiya dogru dagiliyordu. Ne
var ki artik imparatorluk genelinde idari giiciinii yitirmekte olan Padisahlik sistemi, kendi
varligini koruyamadigi gibi farkli kompartimanlarinin haklarini da koruyamaz bir noktaya
geliyordu. Tanzimat’tan sonra ne halinden memnun olma, ne de birbirinden memnun olma
kaldi, ¢linkii Tanzimat sonrasi ddnem, kompartimanlarin yavas yavas ¢ozildiigi ve farkhlik-
larin birbirine dolastigi bir stire¢ oldu. Gelinen noktada kompartimanlar bir bir bas kaldirip,
bagimsizliklarini kazanarak imparatorluk vagonundan koptular. Bunlar arasinda kopmaya
en son yeltenen ise Ermeniler oldu.

Osmanli, giiciinii yitirdikge, kompartimanlar arasindaki iliskileri ve guivenligi kontrol ede-
medi. Nitekim Osmanlrnin son 200 yili 6zellikle Gayrimuslim milletlerin, haksiz vergi alin-
digina, kdylerinin basildidina, kizlarinin kagirildigina dair siirekli Padisaha yakindiklari bir
zaman dilimiydi. Ne var ki Saltanat artik bu insanlarin giivenligini saglayamamaktaydi. iste
bu siirecte basladi yabanci ilkelerin Gayrimiislim milletlerin haklarini kollama gayreti. Berlin
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Antlasmasrnda Ermenilerin sikayetlerinin zikredilmesi, onlara reform yapilacagi sézlerinin
verilmesi ‘Ermeni Sorunu’nun da baslangi¢ noktasini olusturdu. Artik ‘Osmanli Padisahr'na
glvenini yitiren ve kendi glivenligini baska tlkelerin miidahalesinde ya da bagimsizliginda
arayan bu ‘Teba-1 Sadika’ i¢in yeni bir ¢irpinis s6z konusuydu. Sonugta da bugiin Ermeni
dinyasinin ‘Ermeni Soykinmr’ olarak kabul ettigi, Tirkiye'nin ise ‘Ermeni Tehciri’ olarak an-
latmaya calistigi o biiyiik kirllma noktasi yasandi. Anadolu topraklari izerinde yasayan 2 mil-
yonu askin Ermeni niifusunun biyiik cogunlugu, 1915 yilinda ¢ikarilan Tehcir Kanunu’nun
uygulamasinda, 6rgitlii ve orgiitsiiz olaylarla kirildi. Ermenilerin biyiik bélimu oldirlda,
oldi, 6nemli bir bélimii daha sonra Tirkiye haritasi disinda kalan sinir iilkelere, oradan da
Diaspora’ya géciiriildi, bir bélimii ise Hiristiyanlik'tan islamiyet’e ihtida ettirilerek ‘yasayan
kayiplara dénustardldi.

Resmi Tiirk tezi, Ermenilerin sadece Anadolu’nun belli bir kesiminden tehcir edildiklerini,
ozellikle Erzurum-Van bolgesinde Ruslarla isbirligi yapma ihtimali bulunan Ermenilerin o
bélgelerden siriildiiklerini zikretmeye calissa da, bu dogruyu yansitmaz. Ermeniler Ana-
dolunun hemen her bélgesinden siirgiin edildiler. “istanbul’da Ermenilere hi¢c dokunulma-
mistir” sdylemi de olumlu manada bir yorum sayllamaz. Anadolu’da 1915’in Mayis ayinda
baslayan tehcirden énce, 24 Nisan'da, Istanbul’dan baslayan bir operasyonla bir gecede
Ermeni milletinin &nderleri, aydinlari birer birer toplandilar ve sonlari mechul bir belirsizlige
génderilip yok edildiler. Mayis ayindaki tehcirin Istanbul’da da uygulanamamasinin temel
nedeni ise konsolosluklarin ve elgiliklerin cok géziiniin éniinde olmasiydi. Sonug olarak
su tespiti tartismasiz dile getirmek bir insanlik borcudur: Birinci Diinya Savasr'nin getirdigi
savas ortamindan da yararlanilarak Ermeniler yerlerinden yurtlarindan edildi ve Ermeni ta-
rihcilerin deyisiyle “Anadolu topraklarindan kokleri kazinmaya calisild.”

Sonugta, Lozan tutanaklarina gére 170 bini Anadolu’da, 130 bini istanbul'da olmak iizere,
geng Turkiye Cumhuriyeti'ne sadece 300 bin civarinda Ermeni intikal edebildi.

Azinliklarin varh@ini stirekli olarak bir tehdit olarak algilayan zihniyetin politikasi, Cumhu-
riyet tarihi boyunca hangi siyasal iktidar isbasina gelirse gelsin hi¢ degismedi, ¢linkii bu
yondeki politikalara siyasal iktidarlar degil, Devlet'in derin iktidari yon veriyordu. Devlet’in
derin defterine bir kere kazinmisti: Azinliklar gogalmamaliyd.

Tum uygulamalar bu hedefe yonelik olmaliydi. Bu da zaten kendiliginden Azinliklarin azal-
masi sonucunu getirecekti.

Sonugta arzu edilen basarildi: Cumhuriyet’in basinda 300 bin olan Ermeni niifusu bugtin
artik 50-60 binli sayilara diisti.

Two Close Peoples, Two Distant Neighbours (2008)

This system of compartments Mehmed Il had created within the huge empire continued for a
few centuries until the Tanzimat Period (The Period of Reorganisation, 1839). With the Tanzimat
Period, new structures were included within each compartment. From this date on, neither the
Sultan nor the Patriarch was alone in the huge empire anymore. The Sultan now had a Constitu-
tional Parliament (Mesrutiyet Meclisi) and the Patriarch, an ‘Armenian National Assembly’ (‘Ermeni
Milleti Cismani Meclisi’). Although they both remained at the top of their respective hierarchies,
power was now distributed vertically towards the lower echelons. However, the sultanate system
was losing administrative power across the whole of the Empire, and not only was it failing to pro-
tect its own existence, it now also failed to protect the rights of the different compartments within its
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administrative system. After Tanzimat, there was no self-contention, or reciprocal contention left,
because the post-Tanzimat period became a process during which the compartments gradually
dissolved, and differences began to get in each other’s way. This meant that, one by one, the former
compartments revolted against the sultanate, gained their independence, and disconnected them-
selves from the train of Empire. The last among them to attempt this was the Armenians.

As the Ottoman Empire lost power, it failed to control the relations and security between compart-
ments. Thus, the last two centuries of the Ottoman Empire was a time when especially the non-Mus-
lim nations constantly complained to the Sultan about the unjust collection of taxes, raids on their
villages, and the abduction of their daughters. Yet the Empire was no longer able to provide security
forthese people. It was during this process that foreign countries began to exert efforts to protect the
rights of non-Muslim nations. The allusion to the complaints of the Armenians during the Congress of
Berlin and the promise of reforms also formed the origin of the ‘Armenian Question’. From that point
on, a new struggle began for this ‘faithful community’ (teba-1 sadika’) that had lost its faith in the Ot-
toman Sultan and sought its own security in the intervention of another country, or in independence.
And as a result, that great breaking point acknowledged today as the ‘Armenian Genocide’ by the
Armenian world, and sought by Turkey to be explained as the ‘Armenian Deportation’ took place.
The great majority of the more than two million Armenians living in Anatolia were massacred during
the implementation of the Deportation Law, in organised or unorganised events. The great majority
of Armenians were murdered, or died, a significant part were forced to migrate to border countries
that would later remain outside the borders of Turkey, and from there to the Diaspora, and a further
part was forced to convert from Christianity to Islam and transformed into ‘the living disappeared’.
Although the official Turkish thesis tries to state that Armenians were deported from only a certain
area of Anatolia, and that particularly the Armenians in the Erzurum-Van region, which might have
collaborated with the Russians, were exiled from that area, this does not reflect the truth. Armenians
were exiled from almost every region of Anatolia. The claim “Armenians were not touched at all in Is-
tanbul” cannot be considered a well-intentioned comment, either. Before the deportation that began
in May 1915 in Anatolia, on April 24, with an operation that began in Istanbul, within a single night, the
leaders and intellectuals of the Armenian nation were rounded up, sent off to an unknown destina-
tion and destroyed. The main reason the deportation in May could not be implemented in Istanbul
was the fact that it was in too close view of consulates and embassies. To unequivocally express this
factis, then, a debt to humanity: The occasion of World War | was also used to expel the Armenians
from their homeland, and in the words of Armenian historians, “an attempt was carried out to uproot
Armenians from Anatolia.”

In the end, according to Lausanne minutes, only around 300.000 Armenians managed to survive by
the time the new Republic of Turkey was founded, with 170.000in Anatolia, and 130.000 in Istanbul.

The policy of the mindset that perceived the existence of minorities as a constant threat never
changed throughout the history of the Republic regardless of the political power in charge, because
it was not political parties that decided on policies in this field, but the deep power of the State. It
had once and for all been inscribed in the deep book of the State: Minorities were not to increase in
number. Allimplementations were to aim at this target. This would automatically lead to the decrease
in number of Minorities.

Inthe end the policy achieved its purpose... the Armenian population, which stood at 300.000 at the
outset of the Republic, has decreased to around 50-60.000 today.

Translated by Nazim Hikmet Richard Dikbag
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Steve Reinke
Analogun Sonu (2009)

Dijital televizyondan dért gozle bekledigim sey su: Arabellege alma ve 6nyiiklemede gecikme.
Dijital televizyonlar, (niceleme guriilttist, yanhs renk, pikselli goriiniim ve bulanik, titrek bir sisle
dolu) sikistirlmis materyaller yiiklenmeden énce, zamana ihtiya¢ duyar. Kanal gezme —o sinir
bozucu tik, tik, tik—tarihe karisacak. Her bir dijital kanal bulmak saniyeler —uzun saniyeler-ala-
cagdiicin, bu artik daha ¢ok kanallari basibos gezinmeye benzeyecek. Kan basincimiz diisecek
ve daha berrak diistinmeye baslayacagiz. Bir nevi planlama veya (kilavuza bakarak) arastirma-
ya dayanarak kararlar almak zorunda kalacagiz. Gelecek, bireysel faile ve otonomiye daha fazla
bagimli hale gelecek: Sirf televizyonlarimizin karsisinda oturarak gecirecegimiz o saatlerde
bile olsa, gelecegimiz sonunda bdyle bir hal alacak. Hemen daha sogukkanli ve daha memnun
hissedecegiz. Televizyon yayinciligi daha incelikli hale gelecek ve tiim o zorbaliklar internete
birakilacak. Analogdan dijitale gegis, gécebe avci toplayicilardan yerlesik tarim toplumlarina
gecise benziyor ve ben bilhassa kanal gezmekten ve tiklamaktan artik biktim.

Analog televizyonu ise su yiizden 6zleyecegdim: Zayif bir sinyalin karlanmasi ve gélgelenmesi. A
tabii, dijital yayincilikta zayif cekim ve sinyal zayifligi yine olacak, ama dijital sistemlerin birden
kesilme &zelligi vardir: Sinyal zayif oldugunda veya birazcik parazit oldugunda ekran hemen
kararacak. Ozelliklerini okudum: Eger bir kuleye yakin oturuyorsaniz, yiiksek frekansli bir sinyal
sisi asip ulasamayacak. Yeni dijital diinyada ya hep ya hi¢ kural gecerli: Maksimum sikistirma
semalarinin engelledigi veri akislari ve pikseller, pek bagislayici degildir. Artik (bir nevi nostaljik
bir dijital etki, pek de inandirici olmayan, tiglincii sahis bir Artci Etki filtresi disinda) karli televiz-
yon imajlarinin litfuna eremeyecegiz. Ve hi¢ golge olmayacak. Ne golge olacak ne de godlge
imajlar. Bunun yerine yan odalardaki televizyonlar bir nebze farkl ényiikleme zamanlarina sa-
hip olacagi icin, hos yankilar olacak. Baska sesler, baska odalar degil; sonsuz, dinlendirici bir
ortamda egrilen, katmanlasan ve yumusatilan ayni sesler, baska odalar.

Kanada'da dijital dontsiim baslayali hentiz birkag yil oldugu igin, sinira yakin bir yerlerde otu-
racak kadar sansli olanlar oradan analog yayin sinyali alabilir. Kanada televizyonu Amerikan
televizyonundan elbette Ustiindur, ¢linkii neredeyse tiim Amerikan televizyonlarinin yaninda
bazi ingiliz programlarini da igerir. Kanada'daki déniisiimden sonra (2012, eski Maya Takvi-
mi'ne gore kiyamet gliniine denk getirilmistir), korsan analog yayincilik ortaya ¢ikacak. Nasil bir
sey olursa olsun, hepimiz bu yeni medyaya katki sunmayi dort gézle bekliyoruz. Neye benzerse
benzesin, bu yeni medyanin eti olmayacak. Kesinlikle tenselligin tam karsiti olacak. (Sonugta
[David] Cronenberg bize ihanet etti: Bir roman yaziyor. Yasasin onun eski eti!® Pek yakinda
daha bir 6ltye benzeyecek.) Ne medya, ne de mesaj. Tamamen Diyet Pepsi/Mentos’a ayrilan
tek bir program disinda, YouTube gibisi olmayacak.

Secen James Richards Ceviren Miinevver Celik

(1) Cronenberg’in Videodrome adli filminde kullanilan Long Live the New Flesh (Yasasin Yeni Et)
sloganina génderme (¢.n.)

The End of Analogue (2009)

This is what I'm most looking forward to in digital television: the buffering and preload delay. Digital
televisions need time before their highly compressed material (full of quantisation noise, incorrect
colour, blockiness and a blurred shimmering haze) loads. Channel surfing — the annoying click click
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click — will be a thing of the past. Now it will be more like channel sauntering, as it takes seconds
— long seconds— for each digital channel to come forth. Our blood pressure will go down, and
we will begin to think more clearly. We will have to make decisions based on some kind of planning
or research (looking into the guide). The future will be subjected to a greater degree of individual
agency and autonomy: it will become, finally, our future, if only for those hours we spend sat in front
of our sets. We willimmediately become calmer and more satisfied. Broadcast television will be more
genteel, all rowdiness consigned to the internet. The change from analogue to digital is analogous
to the change from nomadic hunter-gatherer to sedentary agrarian societies, and I, for one, am tired
of all the roaming and clicking.

This is what | will miss about analogue television: the snow and ghosting of a weak signal. Oh, there'll
still be poor reception and signal loss in digital broadcast, but those systems have cliffs: when there
is poor signal or a bit of interference, the screen will just go blank. I've read the specs: if you live close
to the tower, a high frequency signal will not make it through a bit of mist. It's all or nothing in the new
digital world: data streams and pixels strangled by maximum compression schemes are not very for-
giving. We will no longer be blessed by snowy television images (except as a kind of nostalgic digital
effect, a third party After Effects filter that is not quite convincing). And no ghosts. No ghosts and
no ghost images. But there will be lovely echoes as televisions in adjacent rooms will have slightly
differing preload times. Not other voices, other rooms but the same voices, other rooms warped and
layered and softened in an endless, soothing round.

In Canada the digital conversion does not happen for a few more years, so those lucky enough to live
near the border may be able to get some analogue from up there. Canadian television is, of course,
superior to American television as it contains more or less all of American television, plus some British
shows. After the Canadian conversion (2012, scheduled to coincide with Ancient Mayan Doomsday)
pirate analogue broadcasting will come into existence. We are all looking forward to contributing to
this new medium, whatever it may be. Whatever it will be, it will have no flesh. It will be resolutely
anti-corporeal. (After all, Cronenberg has betrayed us: he is writing a novel. Long live his old flesh!
He'llbe even more dead soon.) No medium and no message. Apart from one programme completely
devoted to Diet Pepsi/Mentos explosions, it will be nothing like YouTube.

Selected by James Richards

Judith Butler
Savas Tertipleri (2009)

Oluimle ve hayatla iliskimizi tekillestiren varolugsal sonluluk kavrami karsisinda kirilganlik,
hem toplumsal destek saglanan 6lme ve 6lim tarzlariyla hem de toplumsal olarak kosul-
lanmis direng ve gelisme tarzlariyla bagintili olan radikal ikame edilebilirligimizi ve anonim-
ligimizi vurgular. Dogduktan sonra kirilgan hale gelmeyiz; daha ¢ok, kirlganlik dogumun
kendisiyle es surelidir, (dogum, tanimi itibariyla kirilgandir) yani yenidoganin hayatta ka-
lip kalmayacagi énemlidir ve bu sagkalim toplumsal sorumluluk agi adini verebilecegimiz
bir seye baglidir. Yasayan bir canli 6lebileceginden, o canlinin yasamasi igin ona ihtimam
gostermek gereklidir. Hayatin degeri ancak kaybin énemli sayildigi kosullarda 6ne ¢ikabilir.
Dolayislyla, yasi tutulabilirlik, ancak bir &nemi olan hayata dair bir varsayimdir.

Ceviren Seyda Oztiirk
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Frames of War. When Is Life Grievable? (2009)

Over and against an existential concept of finitude that singularises our relation to death and to
life, precariousness underscores our radical substitutability and anonymity in relation both to cer-
tain socially facilitated modes of dying and death and to other socially conditioned modes of per-
sisting and flourishing. It is not that we are born and then later become precarious, but rather that
precariousness is coextensive with birth itself (birth is, by definition, precarious), which means
that it matters whether or not this infant being survives, and that its survival is dependent on what
we might call a social network of hands. Precisely because a living being may die, it is necessary
to care for that being so that it may live. Only under conditions in which the loss would matter does
the value of the life appear. Thus, grievability is a presupposition for the life that matters.

Lydia Davis

Bir Cenaze Levazimatgisina Mektup (2010)

Sevgili Beyefendi,

Size, temsilcinizin babamin 6ltimiinden iki giin sonra annem ve benimle yaptigi bulusmada
kullandigi kreman sozciigiine itiraz etmek igin yaziyorum.

Temsilcinize higbir itirazimiz yok, sahsen saygil ve kibar biriydi ve bizimle duyarli bir bigim-
de ilgilendi. Bize pahali bir cenaze kiilii kabi satmaya ¢alismadi, mesela.

Bizi sasirtan ve rahatsiz eden kreman sozctigu idi. Bu sektoriin icinde olan insanlar olarak
bu sozcligl sizler icat etmis olmalisiniz ve eminim kullanmaya aliskinsinizdir da. Ancak biz
toplumda bu s6zctigi duymaya pek aliskin degiliz. Yakin bir arkadasini ya da bir aile bireyini
sik sik kaybetmiyor insan, eger sansliysa aradan yillar gegiyor. Hatta bir aile bireyi ya da ya-
kin arkadas oldiigtinde ne yapmamiz gerektigine bundan da az bir siklikta kafa yoruyoruz.
Babamin éliimiinden &nce sizin ve temsilcinizin babam hakkinda “sevdiginiz” ifadesini
kullandiginizi fark ettik. Bunda bizi rahatsiz eden hicbir sey yoktu, her ne kadar onu sevme
bigimlerimiz hususu biraz karmasik olsa da.

Sonra sandalyelerimizde oturuyorduk oturma odasinda, karsimizdaki koltukta oturan temsil-
cinizin éniinde aglamamak igin biiyiik ¢aba sarf ediyorduk, babamin yaninda oturmaktan yo-
rulmustuk her seyden énce, ayrica acaba élirken rahat miydi diye endise etmekten ve simdi
oldiiyse acaba nerede diye diisiinmekten; ki temsilciniz babamdan “kreman” diye bahsetti.
Basta ne demek oldugunu dahi bilemedik. Sonradan anladik ve duriist olmak gerekirse
gercekten uzildiik. Kreman kahveye siit yerine konan seylere verilebilecek bir ad sanki,
Cremora ya da Coffee-Mate gibi. Ya da, ne bileyim, sanki citir ¢itir bir biftek yemegi.
Yasamini kelimelerle kazanan biri olarak séylemem gerek, bu tip Porta Potti ya da po-
oper-scooper gibi yeni icat kelimelerin neseli ve hatta coskun bir hissiyati oluyor, ama
saninm kreman sézcliglinu icat ederken bdyle bir hissiyati hedeflememistiniz. Aslina
bakarsaniz, babam bir ingiliz dili profesériiydii ve simdi kendine kreman dendigini duysa
hemen size Porta Potti sézctigiindeki ses tekrarindan ya da pooper-scooper’daki kafiyeden
s0z ederdi. Sonra da kreman sézcugunin brunch soézcliglyle ayni kategoriye, yani port-
manto sozciik kategorisine girdigini séylerdi.

Kelime icat etmekte bir sorun yok, ézellikle de is hayatinda. Ama acili bir aile buna hazir ol-
mayabilir. Sevdigimizin yokluguna bile hazir degiliz. Kiiller terimini kullanmaya pekala devam
edebilirdiniz. incilden aliskiniz bu sézciige, hatta biraz olsun teselli bile veriyor insana. Yanlis
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anlamazdik. Bunlarin bir séminedeki kiillerden farkli oldugunu elbette ki bilirdik.
Saygilar.

Secen Heather Phillipson Ceviren Elif Bereketli

Letter to a Funeral Parlour (2010)

Dear Sir,

| am writing to you to object to the word cremains, which was used by your representative when
he met with my mother and me two days after my father’s death.

We had no objection to your representative, personally, who was respectful and friendly and
dealt with us in a sensitive way. He did not try to sell us an expensive urn, for instance.

What startled and disturbed us was the word cremains. You in the business must have invented
this word and you are used to it. We the public do not hear it very often. We don't lose a close
friend or a family member very many times in our life, and years pass in between, if we are lucky.
Even less often do we have to discuss what is to be done with a family member or close friend
after their death.

We noticed that before the death of my father you and your representative used the words loved one
to refer to him. That was comfortable for us, even if the ways in which we loved him were complicated.
Then we were sitting there in our chairs in the living room trying not to weep in front of your
representative, who was opposite us on the sofa, and we were very tired first from sitting up with
my father, and then from worrying about whether he was comfortable as he was dying, and then
from worrying about where he might be now that he was dead, and your representative referred
to him as ‘the cremains.’

At first we did not even know what he meant. Then, when we realised, we were frankly upset.
Cremains sounds like something invented as a milk substitute in coffee, like Cremora, or Cof-
fee-mate. Or it sounds like some kind of a chipped beef dish.

As one who works with words for a living, | must say that any invented word, like Porta Potti or
pooper-scooper, has a cheerful or even jovial ring to it that | don’t think you really intended when
you invented the word cremains. In fact, my father himself, who was a professor of English and is
now being called the cremains, would have pointed out to you the alliteration in Porta Potti and
the rhyme in pooper-scooper. Then he would have told you that cremains falls into the same
category as brunch and is known as a portmanteau word.

There is nothing wrong with inventing words, especially in a business. But a grieving family is not
prepared for this one. We are not even used to our loved one being gone. You could very well con-
tinue to employ the term ashes. We are used to it from the Bible, and are even comforted by it. We
would not misunderstand. We would know that these ashes are not like the ashes in a fireplace.
Yours sincerely.

Selected by Heather Phillipson

(1) Tasinabilir tuvalet (¢.n.)

(2) Hayvan diskilarini agik alanlardan toplamak icin kullanilan alet (¢.n.)
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Laura Marks

Krorilma ve Sonsuzluk: Yeni Medya Sanatiun islami
Bir Soykiitiigii (2010)

Bir Kiviim A¢ma ve Kivirma Estetigi

“Strekliligin labirenti, akiskan kumun taneciklere boluntip dagilmasi gibi bagimsiz noktala-
ra bolintp dagilacak bir ¢izgi degildir; kivrimlar halinde sonsuzca béltnen bir kagit yapragi
gibidir."‘” Deleuze’lin Leibniz yorumunda maddenin en kiigtik birimi kiviimdir, nokta degil.
Biitiin bir diizlemle baglantili olan her bir kivrim, biitiine iliskin bir bakis agisina sahiptir:
Leibniz ruhu, monadi bdyle tanimlar. En kii¢lik birimin bir kivriim oldugu ilkesi, Deleuze ve
Guattari’nin “ickinlik diizlemi” dedikleri seyi sonsuz sayida kivrimdan olusan genis bir ylizey
olarak kavramay olanakli kilar. ickinlik diizlemi sonsuzdur: Var olan, var olacak olan, asla
var olmamis veya var olmayacak olan her seyi sanal bir durumda icerir. Bazen bu kivrilmig
olanlardan biri agilir ve edimsellesir.

Hem islam sanatinda hem de yeni medya sanatinda, bir nokta biitiin bir evreni aciga gikarmak
{izere acilabilir. Onerdigim kivrim agma ve kivirma estetiginde (i¢ diizey —imaj, enformasyon ve
sonsuz- birbirini kivirir ve birbirinden agilir. “Kivirma” terimini kuantum fiziinden &diing aliyo-
rum; bu terim, birbirinden uzakta duran ama her biri tim digerlerinin ne yaptigini “biliyormus”
gibi hareket eden atomalti pargaciklarin davranislarini gézlemleyen David Béhm'iin yazilarinda
cok gtizel agiklanmistir. Bohm, kuantum diizeyinin altinda biitiin maddelerin karsilikl baglantili
oldugu sonucuna varmistir. BShm'iin “sakli diizen” teorisi, evrenin goriilemeyen temel bir diize-
nini agiklar; bu diizen ancak algilanabilir etkileriyle bilinebilir.® Ornegin elektronlarin hareketi,
bir dalga denklemi bakimindan anlasilabilir. Dalga, maddede, elektronun davranisinda kivril-
mis haldedir; elektronlar dalgadan itibaren agilir.

Kivirma-kiviim agma estetigi, Deleuze’in sinema kitaplarinda, belli imajlarin, benim burada
sonsuz, Bergson'un ise biitiin imajlarin evreni dedigi o seyin icinden segilerek bize (ya da si-
nemanin daha yansiz algisina) nasil olup da ulastigina dair arastirmasindan baslar. Deleuze’iin
gostergeler teorisine yaptigim miidahale, goriintiiler ile sonsuz arasina baska bir goriintii diiz-
lemini, semiyotik stirecin gériintiilerin olusmasindan énce iginden gectigi bir diiziem olarak
enformasyonu sokmaktir. Bu adim, semiyosis stirecine miidahil olan algisal-olmayan kuvvetle-
re dikkat geker. Onerdigim ii¢ katmanli modelde enformasyon sonsuzdan itibaren ve gériintii
da enformasyondan itibaren agilir. Sonsuzu oldugu haliyle algilayamayiz. Ama zaman zaman
sonsuzun belli vecheleri agilir ve goriintii kadar enformasyon olarak da edimsellesir. Enformas-
yon ayni zamanda bir goriintiiniin iginde de acilabilir. Goriintiiler ve enformasyon diinyaya gelir
ve hi¢ durmayan bir agilma ve kivrilma akisi iginde sonsuza geri yuvarlanir.

Yeni medya sanatinda, —simdilik kendimizi bilgisayar-temelli sanat calismalariyla sinirlandira-
lim- gérdiigiimiiz, duydugumuz ve dokundugumuz algilanabilirliklerin altinda yatan bir kod
katmani vardir. Kod ise baska bir seyin arayiiziini olusturur: Programcilarin kod yazdiklari, sa-
nat ¢alismalarinin diislendigi, kar elde edildigi veya zarar edildigi ve dahasinin, sonsuzca daha
fazlasinin gergeklestigi maddi ve imgesel diinya.

Islam sanatinda da da benzer bir sey olur. Hat sanati gibi algilanabilir sanat eserleri, algilayan
kisinin, bu sanat eserlerini dogurmus olan, altta yatan “kod”un su ya da bu derecede farkina
varmasini sadlar: Kuran'in kutsal kelami. islam sanati, belki de Kur'an'in arayiizlerinden olusan
karmasik bir kiime olarak tanimlanabilir, ama Kur'an sonsuzca biiyiik, aslinda kavranamaz olan
bir seyin, yani Allah’in arayiiziidir.
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Tarih bu iliskiye dahil olur, ¢linkii insanlarin kutsalligi anlama bigimleri, yasadiklar inanglara
gore degisir. Talal Asad’in vurguladigi gibi, inang pratikte meydana gelir.”) Sonsuzu ancak diin-
yevi erisim noktamiz yoluyla bilebiliriz.
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Enfoldment and Infinity: An Islamic Genealogy
of New Media Art (2010)

An Aesthetics of Unfolding and Enfolding

“A continuous labyrinth is not a line dissolving into independent points, as flowing sand might dis-
solveinto grains, but resembles a sheet of paper divided into infinite folds.”™ In Deleuze's interpreta-
tion of Leibniz, the smallest unit of matter is the fold, not the point. Each fold, being connected to the
entire plane, has a point of view on the whole: this is how Leibniz describes the soul, the monad. The
principle that the smallest unit is a fold makes it possible to conceive of what Deleuze and Guattari
term the plane ofimmanence as a vast surface composed of an infinite number of folds. The plane of
immanence is the infinite: it contains all that has existed, will exist, and has never or will never exist, in
a virtual state. Sometimes one of these enfolded units unfolds and becomes actual.

Inboth Islamic art and new media art, a point can unfold to reveal an entire universe. The differences
in how this might occur are one of the preoccupations of this book.

In the aesthetics of unfolding and enfolding that | am proposing, three levels — image, information,
and the infinite — enfold each other and unfold from each other. | borrow the term enfoldment from
quantum physics, where it was most beautifully expressed in the writings of David B6hm, who ob-
served the behavior of subatomic particles that are far apart but act as though they “know” what
each other is doing. He concluded that beneath the quantum level, all matter is interconnected.
Béhm's theory of the implicate order describes an underlying order of the universe that cannot be
seen; it can be known only through its perceptible effects.?) For example, the action of electrons
can be understood in terms of a wave equation. The wave is enfolded in matter, in the electrons’
behaviour; the electrons are unfolded from the wave.

Enfolding-unfolding aesthetics starts from the investigation, in Deleuze’s cinema books, into how
certainimages arise to us (or to the more disinterested perception of the cinema), by being selected
from what Bergson called the universe of allimages, which | here call the infinite. My intervention in
Deleuze’s theory of signs is to insert another image plane between images and the infinite: infor-
mation — a plane through which the semiotic process passes before images can arise. This step
draws attention to the non-perceptual forces that intervene in the process of semiosis. In the three-
ply model | am proposing, information unfolds from the infinite, and image unfolds from information.
We cannot perceive the infinite as such. But now and then, certain aspects of it unfold and become
actual, as information as image. Information may also unfold into an image. Images and information
come into the world and roll back into the infinite in a ceaseless flow of unfolding and enfolding.
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In new media art, confining ourselves for the moment to computer-based artworks, there is a layer of
code underlying the perceptibles we see, hear, and touch. Code in turn forms an interface to some-
thing else: the material and imaginal world in which programmers write code, artworks are dreamed
up, profits are reaped or lost, and more, infinitely more.

InIslamic art something similar takes place. Perceptible artifacts, such as calligraphy, make the per-
ceiver aware to some degree or other of the underlying “code” that generated them: the sacred word
of the Quran. Islamic art could perhaps be described as a complex set of interfaces to the Quran,
but the Quran is an interface to something infinitely large, indeed ungraspable, namely God.
History enters this relationship, for the ways people are able to conceive of the divine vary depend-
ing on the beliefs they live with. As Talal Asad emphasizes, faith takes place in pract‘\ce.““) We can
know the infinite only through our earthly point of access.

(1) Gilles Deleuze, The Fold: Leibniz and the Baroque, foreword and trans. Tom Conley (Minneapolis:
University of Minnesota Press, 1993), p.7.

(2) David Bohm and Basil J. Hiley, The Undivided Universe: An Ontological Interpretation of Quantum
Theory (London and New York: Routledge, 1993), pp.361-62.

(3) Talal Asad, ‘Reading a Modern Classic: W.C. Smith's “The Meaning and End of Religion™, in Hent
de Vries and Samuel Weber (ed.) Religion and Media, (Stanford University Press, 2001), p.134; see
also Talal Asad, Genealogies of Religion: Discipline and Reasons of Power in Christianity and Islam
(Baltimore: Johns Hopkins University Press, 1993).

.
Michel Serres
Biogea (2010)

... hangi felsefeci bir nehir gibi diistiniir? Daha da iyisi, bugiin sadece 6lmeye yiiz tutmus deniz
ya da guiclinu kaybetmis nehirler gibi gérmekle kalmayip, tiim canl turleri, diinyanin tamami,
Biogea gibi diistinen kim var? Kurban edilmis Biogea gibi? Bu distince, giiniin birinde, bizi
yola getirecek mi?

Kim nehirlerin can cekismesinden endise duyuyor? Suyun akisinin ne dedigini ¢alismalari si-
rasinda kim okumus, bu sesi tarihin onurlandirdiklarinin yankiladigini kim isitmistir? Oysa yarin
dramatik bir sekilde susuz kalacagiz. Susuzlugunu gideremeden 6lme riskiyle karsi karsiya
olan ¢ocuklara su igcirmenin yolunu bulamayan hangi diistince, hangi politika deger tasir?
Bedenimin iginde akiyor Garonne. Dogdugum sehrin garindan gézlerim kuru ¢ikiyorum ama
Pont de Pierre'den gegiyorum ve agliyorum. Onun tizerinde ilerledigimde beni akiskanlastiran
suyun tadinda dilimi degdirdigim gézyaslarim. Yaralanayim da Tarn versin, kirmiziyi, kanayan
derimin Ustline. Aneto’nun ici aciyor ve Cordouan’da okyanusa dokiilen Garonne, gozyaslari
benimkilere karismis, higkiriyor. Ama ben bazen mutluluktan agladigini diistiniiyorum, benim
gibi. Benim organizmamda akiskanlar, yukarilarda, geri dénmek lizere Garonne’dan geliyor.
Hayatim bu diigiimde kayip gidiyor ya da bu girdapta doéniip duruyor.

Her zaman ayni nehirde yikaniyoruz. Nehrin kiyilari ve yiikseltileri asiniyor, kayalar eriyor, verimli
topraklar altivyal sellere karisiyor, ama diinyanin baslangicindan beri Garonne’dan tek bir sivi
molekdilii eksilmis degil. Serttir, katt madde dayanmaz, sadece yumusak su dayanir. Glinesin al-
tinda nisandan ekime bu sivi buharlasir, gdcebe bulutlarda, her yerde dolanirama homurdanan
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firtinayla iste ayni karlar, ayni yagmurlar, ayni dalgalar geri gelir. istatistiksel olarak, bu déniip
duran ayni suda yikaniriz sirekli, gegici olandan ziyade sonsuzu gdsteren yuvarlak saatiyle.
Bellekte ve tarihte bu anaforda devinen siiregsel tiirbiilanstan daha sabit bir sey yok; tipki be-
denimdeki gibi, Garonne’un ortasindaki bu diigiim ve siklonda ilk sulara tifledigi rivayet edilen
bu tannisal riizgar gibi. Garonne, bedenimin icinde ve diinyanin etrafinda dolasiyor. Zamanim
bitiyor ve hayat geciyor, bu girdap kaliyor.

Bugtiniin felsefecisi olarak, giictinii kaybetmis nehir ya da can ¢ekisen deniz gibi dustintyo-
rum, kutsal deniz ya da cennet nehir, yeniden doguslarin yumusak karinlari gibi.

Ceviren Ceyda Akag Kabaday1

Biogea (2010)

[W]hat philosopher thinks like a river? Better, who, today, not only sees like the sea, dying, or the
rivers, weakened, but also thinks like the entire Biogea, the entirety of the Earth and the living
species? Like the victim Biogea? Will this thought, one day, be able to pacify us?

Who worries about the death pangs of the rivers? Who has ever read, in the course of one’s
studies, or heard of those honoured by history echoed by what river currents say? Yet we will,
tomorrow, be dramatically thirsty. What thought, what politics are worth anything if they don't
plan on watering the children, at risk of dying unquenched?

In my body flows Garonne. | leave the train station of the town of my birth dry-eyed, but let me
pass the Pont de Pierre and | will cry. My tears, licked, taste of the same water, below me, a me
fluidified by it when | make headway on it. Let me injure myself and the Tarn opens, red, onto my
bleeding skin. Aneto laments and sobs Garonne, which pours her tears mixed with mine out into
the ocean, at Cordouan. But | sometimes think she’s crying with joy, like me. In my organism,
the fluids, upstream, come from Garonne in order to go downstream to her. My life slides in this
flowing slipknot or corkscrews in this eddy.

We are always swimming in this same river. Its peaks and shores crumble; the rocks erode, the hu-
mus mixes with the alluvial torrent, but not a single liquid molecule has gone missing in Garonne
since the beginning of the world. Hard, the solid doesn't last; only soft water lasts. Under the sun,
from April to October, this fluid evaporates, running everywhere in wandering clouds, but with the
rumbling thunderstorm, here are the same snows, the same rains and the same waves, returned.
We are always swimming in this same water that — statistically — turns, whose round clock indicates
less the temporal than the eternal. Nothing could be more stable in memory and history than the
processual turbulence that eddies in this vortex, like in my body — that middle-knot of Garonne —and
like that divine wind that, they say, blew upon the primal waters, in a cyclone. In my body and across
the world, Garonne circulates. My time goes and life passes, this eddy remains.

Having become a philosopher today, | think like the dying sea or ariver inits death throes, like the
divine sea or the paradise river, soft wombs of rebirth.

Translated by Randolf Burks
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Margaret Atwood
Baska Diinyalar, Bilimkurgu ve Hayal Gicii (2011)

Dérdiincii cagda colleri yarattik. Collerimiz gesit cesitti ama hepsinin ortak noktasi oralarda
hicbir sey yetismemesiydi. Kimi ¢cimentodan imaldi, kimi degisik zehirlerden, kimi pisirilmis
topraktan. Bu ¢olleri daha ¢ok para sevdasindan ve parasizligin getirdigi caresizlikten ya-
ratmistik. Savaslar, salgin hastaliklar ve kitlk geldi ziyaretimize ama gayretkes ¢l yaratma
girisimimiz dur durak bilmedi. Nihayetinde tiim kuyu sulari zehirli, tim dere akintilari pis,
tim denizler 6li hale geldi ve yiyecek yetistirmek icin tek bir toprak parcasi bile kalmadi.
Arifler ¢colde tefekkiire daldi. Glines batarken kumlarin ortasinda duran bir tas pek latiftir
dediler. Coller derli topluydu ¢tinkii orada tek bir ot bile bitmiyor, tek bir canl stirinmiiyor-
du. Colde yeterince vakit gegirirseniz mutlakiyete ererdiniz. Sifir sayisi kutsal sayiliyordu.
Uzak bir diinyadan gelip bu kuru gol kiyisini, bu hoytigii ve bu piring kapsuli bulan sen;
kayda gecirdigimiz giinlerin sonuncusunda nihai séziimiizii yazip buraya koydum.
Dua et bizim icin; bir zamanlar ucabilecegimizi dustiniirdiik biz de.

Secen Emre Hiiner Ceviren Selin Siral

In Other Worlds: SF and the Human Imagination (2011)

Inthe fourth age we created deserts. Our deserts were of several kinds, but they had one thing in
common: nothing grew there. Some were made of cement, some were made of various poisons,
some of baked earth. We made these deserts from the desire for more money and from despair
at the lack of it. Wars, plagues and famines visited us, but we did not stop in our industrious
creation of deserts. At last all wells were poisoned, all rivers ran with filth, all seas were dead;
there was no land left to grow food.
Some of our wise men turned to the contemplation of deserts. A stone in the sand in the setting
sun could be very beautiful, they said. Deserts were tidy, because there were no weeds in them,
nothing that crawled. Stay in the desert long enough, and you could apprehend the absolute.
The number zero was holy.
You who have come here from some distant world, to this dry lakeshore and this cairn, and to
this cylinder of brass, in which on the last day of all our recorded days | place our final words:
Pray for us, who once, too, thought we could fly.

Selected by Emre Hiiner
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Kenneth Goldsmith
Yaratict Olmayan Yazt (2011)

... Edison’un fonograf’ test etmek i¢in kullandigi “Mary’nin Kuzucugu” adl asagidaki ¢ocuk
tekerlemesini alip diiz bir metin olarak kendime e-mail atsam,

Mary’nin kuzucugu
vardi, vard.
Mary’nin kuzucugu
kar gibi beyazdi.
Nereye gitse Mary
nereye, nereye
Nereye gitse Mary
kuzucuk da pesinde.

Ve bana asagidaki gibi geri doénse:

Alindi: from [10.10.0.28] (unverified [212.17.152.146])

by zarcrom.net (SurgeMail 4.0j) with ESMTP id
58966155-1863875

for<xxx@ubu.com>; Sun, 26 Apr2009 18:17:50 -0500

Geri Déniis Yolu: <xxx@ubu.com>

Mime-Versiyon: 1.0

Mesaj-Tanitim Kodu: <p06210214c61a9clef20d @[10.10.0.28]>
Tarih: Mon, 27 Apr 2009 01:17:55 +0200

Kime: xxx@ubu.com

Kimden: KennethGoldsmith<xxx@ubu.com>

Konu: Mary’nin Kuzucugu

icerik Tiirli: multipart/alternative; boundary="
_-971334617==_ma============"
X-Yetkili Kullanicr: xxx@ubu.com

X-Alict: <xxx@ubu.com>

X-IP-Konumu: IncomingLast 0, First 3, in=57, out=0, spam=0
ip=212.17152.146

Konum: RO

X-UIDL: 1685

<x-html><Ix-stuff-for-pete base=""src=""id=" 0" charset="">
<'doctype html public “-//W3C//DTD W3 HTML//EN">
<html><head><styletype="text/css"><!—

blockquote, dl, ul, ol, li { padding-top: 0 ; padding-bottom: 0 }
—></style><title>Mary’nin Kuzucugu </title></head><body>
<div><font size="+1" color="#000000">Mary’ninkuzucugu,<br>
vardi, vardi.<br>

Mary’ninkuzucugu,<br>

kargibibeyazdi.<br>

Nereyegitse Mary,<br>

nereye, nereye,<br>
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Nereyegitse Mary,<br>

kuzucuk da pesinde.</font></div>
</body>

</html>

</x-html>

Fazladan tek bir sozciik bile eklemedigim halde, benim basit e-mail'im gonderdigimden
cok daha karmasik bir belge olarak bana geri ddnmdis olur. Benden ¢iktiginda aynen bu se-
kilde olan tekerleme, bir yigin dilsel isaretlerin icine gomuliip kaybolmus, dil degiskeleriyle
sisirilmis bir sekilde bana gelmistir. Kayda deger bir miktari normal ingilizce sdzciiklerden
olusmaktadir: Status, style, head, boundary; tuhaf, siirsel sozciik bilesenleri de vardir: X-Aut-
henticated-User, padding-bottom, SurgeMail; sonra html tag’leri: <br>, </font>, </div>; uza-

ve melez bilesenler:<poézion4céladciefrod@[10.10.0.28]>. Bu gérduigimiiz seyler ag eko-
lojisinin metnim tizerinde biraktigi dilsel isaretlerdir. Bunlarin timd, tekerlemenin, bilgisaya-
nimi diger bilgisayarlarla etkilesime terk ederek ciktigi yolculugun sonuglaridir. E-mail'imin
metindisi okumasi, tum yeni metinlerin tekerleme igin esit Snemde oldugunu 6ne siirmek-
tedir. Bu metinlerin kaynaklarini tanimlamak ve sonraki etkilerinin farkina varmak, okuma ve
yazma deneyiminin bir pargasini olusturur. Yeni metin, yeni bir yazi olusturmak igin birlikte
hareket eden yerel ve ag’li ekolojilerin bir kanitidir.

Secen Song-Ming Ang Ceviren Tozan Alkan

Uncreative Writing (2011)

[11f | take a plain text version of the nursery rhyme Edison used to test the phonograph with,
“Mary Had a Little Lamb”:

Mary had a little lamb,

little lamb, little lamb,

Mary had a little lamb,

whose fleece was white as snow.
And everywhere that Mary went,
Mary went, Mary went,

and everywhere that Mary went,

the lamb was sure to go.

and e-mail it to myself, it comes back:
Received: from [10.10.0.28] (unverified [212.17152.146])
by zarcrom.net (SurgeMail 4.0j) with ESMTP id
58966155-1863875
for <xxx@ubu.com>; Sun, 26 Apr 2009 18:17:50 -0500
Return-Path: <xxx@ubu.com>
Mime-Version: 1.0
Message-Id: <p06210214c61a9clef20d@[10.10.0.28]>
Date: Mon, 27 Apr 2009 01:17:55 +0200
To: xxx@ubu.com
From: Kenneth Goldsmith <xxx@ubu.com>
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Subject: Mary Had A Little Lamb

Content-Type: multipart/alternative; boundary="============
_-971334617==_ma============"

X-Authenticated-User: xxx@ubu.com

X-Rept-To: <xxx@ubu.com>

X-IP-stats: Incoming Last 0, First 3, in=57, out=0, spam=0
ip=212.17152.146

Status: RO

X-UIDL: 1685

<x-html><Ix-stuff-for-pete base="" src=""id=" 0" charset="">
<'doctype html public *-//W3C//DTD W3 HTML//EN">

<html><head><style type="text/css"><!—

blockquote, dI, ul, ol, li { padding-top: 0 ; padding-bottom: 0 }

—></style><title>Mary Had A Little Lamb</title></head><body>

<div><font size="+1" color="#000000">Mary had a little lamb,<br>

little lamb, little lamb,<br>

Mary had a little lamb,<br>

whose fleece was white as snow.<br>

And everywhere that Mary went,<br>

Mary went, Mary went,<br>

and everywhere that Mary went,<br>

the lamb was sure to go.</font></div>

</body>

</html>

</x-html>

While | haven't written a word, my simple e-mail comes back to me a much more complex doc-
ument than | sent out. The nursery rhyme, front and center when it left me, returns buried among
reams of language, to the point where | almost can't find it, padded out by many varieties of lan-
guage. A remarkable amount of it is normal English words: Status, style, head, boundary; there’s
also odd, poetic compounding of words: X-Authenticated-User, padding-bottom, SurgeMail;
then there’'s html tags: <br>, </font>, </div>; and strange stringings together of equal signs:
============; and finally, there’s lots of long numbers 58966155-1863875; and hybrid com-
pounds: <po6zion4ctladciefrod@[10.10.0.28]>. What we're seeing are the linguistic marks left by
the network ecology on my text, all of which is a result of the journey the rhyme made by leaving
my machine to interact with other machines. A paratextual reading of my e-mail would claim all the
new texts as being of equalimportance to the nursery rhyme. Identifying the sources of those texts
and noting their subsequent impact is part of the reading and writing experience. The new textis a
demonstration of local and networked ecologies acting together to create a new piece of writing.

Selected by Song-Ming Ang
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Lynn Margulis, Celeste A. Asikainen &
Wolfgang E. Krumbein

Kimeralar ve Biling: Duyumsal Kendiligin Eorimi (2011)

Gaia® susamis. Suyun ortalama derinligi 3 kilometre (3.000 metre). Mars'ta suyun (buhar
ve sivi halinde) ortalama derinligi yaklasik 0.001 metre (1 milimetre). Veniis'te ise birkag
santimetre olabilir. Kesin miktar ne olursa olsun, Diinya ile karsilastirildiginda Venis ve
Mars’in kurumus ¢oller oldugu sonucuna variyoruz. Komsu gezegenler Mars ve Venis ile
karsilastiriidiginda, Diinya giines sistemi icinde bir “su anomalisi” olusturur. Biliminsanlari ve
digerleri genellikle, cevrenin “fiziksel-kimyasal” agidan “verili” oldugunu, “yasamin [hayatta
kalmak icin]” mecburen “uyum sagladigini” varsayarlar. Aslinda durum pek de dyle sayllmaz.
“Yasamin gevresine uyum sagladigi” ya da baska bir deyisle, edilgen yasamin Diinya Uzay
Gemisi’ndeki bir yolcudan baska bir sey olmadigi bicimindeki hakim gorustin tersine, Gaia
teorisi, yasamin, Dlinya’nin yiizeyinin biyolojik olarak anlamli vechelerini etkin bir sekilde dii-
zenledigini ortaya koyar. Yasam formlari yasanabilir yerel kosullan stirdirmek igin caba gos-
terirler. Gaia teorisi 6zellikle de suyun diizenlenisinin bizzat yasamdan dogdugunu éne siirer
(Harding ve Margulis 2009). Diinya’nin organizmalari abiyotik ve biyotik ortamlarina, yani isi
degisimine, havanin, topragin ve suyun kimyasal bilesimine, 1sikli ve isiksiz kosullara, meka-
nik engellere (dalga hareketleri, riizgar, yagmur, kar, ates) ve pek cok baska degiskene dur-
maksizin yanit verir. Suya verilen, kah susuzluk kah suya doygunluk yaniti ise evrensel gibidir.
Yasamin suyun miktarina ve tuzluluguna duyarliligi, tim duyular icinde en temel duyu ola-
bilir. Bitkiler, hayvanlar, mantarlar ve biitiin mikroorganizmalar susuzlugu bilir ve islakligi
degerlendirebilir. Yasam, yerel su diizeylerini duyumsar. Su tespitinin evrenselligi ve canli
hiicrelerin bu her yerde hazir ve nazir ¢dziicliye yaniti, lipit-protein zarinin ézelliklerine daya-
nir gériinmektedir. “Yari gegirgen iki katmanli bir yap1” denilen bu zar, her zaman biittin hiic-
relerin saglam dis sinirini olusturur. Bu sinir delindiginde ve biitlinligu bozuldugunda, ister
kiicuk bir bakteri isterse buyik bir yumurta olsun, hiicre élir. Bir kere bozulduktan sonra,
hiicre zarinin lipit iki katmanli yapisi yoluyla gergeklesen madde ve enerji akisini diizenleye-
bilme yetisi geri dontissiz bir bicimde kaybedilmistir. Su sizinti yapar. Bozulmus zardan tek
yonlii bir bicimde suirekli su kaybedilmesi, besin (madde) ve enerji déniisimiinin durmus
oldugunun bir belirtisidir. Yagsamin termodinamik sistemi durur (Schneider ve Sagan 2005).
Bunun bir adi da vardir: Olim deriz ona. Bir organizmanin kendi kendini siirdiiren etkinligi
durdugu anda, organizmanin maddesinin yerini karbon-hidrojen-nitrojen bilesiklerinden
olusan duragan bir camur alacaktr. Ister tek bir hiicre isterse daha fazla hiicre olsun, bir ya-
sam formunun 6zdesligi, iceri dogru suirekli bir enerji ve madde akisi gerektirir. Kendi kendini
siirdiirmesi miimkiin olmadiginda, herhangi bir varlik tiim canlilik belirtilerini derhal yitirir.
Daha 6nce canli olan madde, dontsume ugrar. Saglam zarlarini ve bu sayede de gui¢li su
duyularini korumayi basarmis olanlarin besini haline gelir.

Suyu duyumsayabilmek, her zaman, 6zdesligi saglayan o her yerde hazir ve nazir lipit-protein
zarini gerektirir. Zarin iginde, tuzlari duyumsayan ve hareket ettiren “iyon kanallar” gémiilui-
dir. Bize en sasirtici gelense, Ching Kung ve meslektaslarinin ortaya koydugu su olgulardir:
Canli hiicrelerden alinan zar pargalari, hiicre 6ldiikten epey sonra bile, tuzu ve suyu duyum-
sama ve bunlara yanit verme 6zelliklerini yitirmez. Kung ve meslektaslari, dakikalarca, hatta
saatlerce bu ayrilmis zarlar “kurcalayabilmekte” ve davranissal etkinliklerini 6l¢ebilmekte-
dir. Hucrelerin dis zarlarina gomiilii 6zellesmis proteinler, bildik “mineralleri”, yani kalsiyum
(Ca2+), potasyum (K+), hidrojen iyonlari (H+, asitlik) ve hidroksil iyonlari (OH-, alkaliklik)
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gibi ¢ozeltinin igcindeki iyonlar taniyabilir. Zar-kanal-olusturan proteinler, sudaki iyonlarin
bu zardan akisini engelleyebildigi gibi serbest de birakabilir. Bu kanallarin bazilari, bildik bir
kuvvetle etkinlesir: Dokunma.

Mekanik uyarim, yani iki katmanli lipit zarin basitce bikiilmesi, sudaki iyonlarin bu zardan
akisini engelleyebilir ve/veya serbest birakabilir. Proteinin seklindeki degisimlerle birlikte
kanalin aciimasi ya da kapanmasinin neden oldugu bu engelleme ve serbest birakma, gesitli
uyaranlara yanit verir. Belli iyon kanallari, dokunma, kan basinci, ses ve tuz yogunlugunda-
ki degisimler de dahil olmak izere mekanik uyaranlara duyarlidir. Bir Paramisyum [terliksi
hayvan], basinin ucundaki fiziksel bir etkiden dolayi geri gekilir. Arastirmalar ayrica bir zar
parcasina uygulanan basincin onu uzatabilecegini gostermektedir. Bu uzama, belli bakte-
riyel kanallarin agilmasina ya da kapanmasina neden olur. Lipit iki katmanli yapiyi inceltir ve
kanalin acilmasina neden olan kimyasal bir degisim yaratir. Canli bakterilerde, bir yagmur-
dan sonra sitoplazmaya su doldugunda ozmotik basingta meydana gelen artis, ayni zarin
uzamasina yol agar. Organizmalarin suyu duyumsamalari ve onu kendi dolaylarinda tutmaya
yardimci olan pek ¢cok davranis gostermeleri, yasamin kolektifligini derinden etkilemistir. Su-
yun yeryiiziindeki ti¢ bin milyon yildan daha uzun bir zamandan beri devam eden varhiginin,
yasamin etkinlikleriyle aciklanmasi gerektigine inaniyoruz. Yasamin varligi, giinesteki sansh
bir yere degil, gezegen suyunun devamliligina dayanmaktadir.

L. J. Henderson ve McHarg'in (bkz. McHarg 2006) vurguladigdi gibi, yasam gercekten de ken-
dine yer acabilmek icin gevresini degistirmektedir. Peki “herhangi bir organizma’nin “gevre-
siyle pekala uyumlu” oldugunu sdylemenin bir anlami var midir gergekten? Bugiin yasayan
biitlin organizmalar, tam da yasiyor olmalari nedeniyle zaten “uyumlu”dur. Atalari gegmis-
ten glinimuze hayatta kalmay basarmistir. Gaia, farkli organizmalarin birbirini ve ortamla-
rini etkilemeleri sayesinde ortaya cikar. Isi, 1S1k, sivilar ve gazlarin ve kimyasal elementlerin
0 muazzam yelpazesinin, tuzlarin, sekerlerin, nisasta ya da seliiloz gibi uzun polimerler ve
diger kimyasal bilesiklerin miibadelesi sayesinde, “sagligin yaratici uyumlulasmas!” belge-
lenebilir. McHarg, sagliksiz bir insanin, sagliksiz bir ailenin, ormanlik alanin ya da mahallenin
sorununun ve acisinin, organizma-gevre uyumunun tehlikeye girdigi “patolojide ortaya ¢ikan
indirgeyici uyumsuzluk” olarak ayirt edilebildigine isaret eder. Tersine, biyolojik gergeklik
olarak saglik, canli organizmalar ile fiziki ve sosyal cevreleri arasinda duyular yoluyla sagla-
nan araliksiz ve etkili bir iletisime dayanir.

Ceviren Miinevver Celik

(1) Yunan mitolojisinde biitiin tanrilarin soyunun dayandigi en eski ve ilk ana tanriganin adi olan
Gaia, diinyamizi belirtmek igin de kullanilir. Diinya da Yeryiizii Ana’dir (¢.n.)

Chimeras and Consciousness:
Evolution of the Sensory Self (2011)

Gaia is thirsty. The average depth of water is 3 kilometers (3,000 meters). On Mars, the aver-
age depth of water (vapour and liquid) is about 0.001 metre (1 millimetre). On Venus it may be
a few centimetres. Whatever the precise amounts, we conclude that Venus and Mars are dry
deserts relative to Earth. With respect to its neighbor planets, Mars and Venus, Earth is a ‘water
anomaly’ in the solar system. Scientists and other people tend to assume that environments are
‘physico-chemical givens' to which ‘life must adapt’ in order to survive. Not so. Going against
the prevalent belief that ‘life adapts to its environment,” or, put another way, passive life is a
mere passenger on Spaceship Earth, Gaia theory posits that life actively regulates biologically
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relevant aspects of Earth’s surface. Life forms strive to maintain habitable local conditions. Gaia
theory specifically proposes that water regulation emerges from life itself (Harding and Margulis
2009). Earth's organisms incessantly respond to their abiotic and biotic surroundings: tempera-
ture change, chemical composition of air, soil, and water, light and dark conditions, mechanical
impediments (wave actions, wind, rain, snow, fire), and many other variables. And response to
water, both thirst and satiation, seems universal.

Life’s sensitivity to the quantity and the saltiness of water may be the most elemental of all senses.
Plants, animals, fungi, and all microorganisms know thirst and assess wetness. Life senses local
water levels. The universality of water detection and the response of living cells to this ubiquitous
solvent seem to reside in the properties of the lipid-protein membrane. This membrane, called a
‘semi-permeable bilayer, is the intact external boundary of all cells at all times. When it is breached
and its integrity is lost, the cell, whether it is a small bacterium or a large egg, dies. Once lost, the
ability to regulate the flow of material and energy through the lipid bilayer of the cell's membrane
is irretrievable. Water leaks out. The permanent one-way loss of water out of the ruptured mem-
brane is a symptom that the food (material) and energy transformation have stopped. The ther-
modynamic system of life halts (Schneider and Sagan 2005). This has a name: we call it death. As
soon as the self-maintaining activity of an organism ceases, its material will be replaced by an inert
puddle of carbon-hydrogen-nitrogen compounds. Identity of a life form, whether of one or more
cells, requires a continuous influx of energy and material. In the absence of self-maintenance, any
being immediately loses all signs of animation. Formerly alive matter transforms. It becomes food
for those that retained their intact membranes and, with them, the profound sense of water.

Water sensing requires at all times the ubiquitous lipid-protein cell membrane that confers iden-
tity. ‘lon channels’ that sense and move salts are embedded in it. Most surprising to us is the set
of facts established by Ching Kung and his colleagues: fragments of membrane taken from living
cells retain properties of sensing and response to salt and water for quite a while after the cell has
died. For minutes, even hours, Kung and his colleagues ‘poke’ isolated membranes and measure
behavioural activities. Specialised proteins embedded in the outer membranes of cells recognise
familiar ‘minerals'—that s, ions in solution, such as calcium (Ca?*), potassium (K*), hydrogen ions
(H*, acidity), and hydroxyl ions (OH, alkalinity). The membrane-channel-making proteins can
block and release the flow through them of ions in water. Some of these channels are activated by
a familiar force: touch. Mechanical stimulation, the simple bending of the membrane lipid bilayer,
blocks and/or releases the flow through it of ions in water. This block and release, underlaid by
the closing and opening of the channel by protein shape changes, responds to various stimuli.
Certain ion channels are sensitive to mechanical stimuli, including touch, blood pressure, sound,
and changes in salt concentration. A Paramecium recoils from physical impact at its head end.
Research also shows that pressure exerted on a patch of membrane can stretch it. This stretching
causes certain bacterial channels to open or close. It thins the lipid bilayer and creates a chemi-
cal change that causes the channel to open. For living bacteria, an increase in osmotic pressure
when water rushes into the cytoplasm after a rain causes the same membrane stretching. The fact
that organisms sense water and show many behaviors that help retain it in theirimmediate vicinity
has had a profound effect on the collective of life. We think that the continued presence of water
on Earth for more than 3,000 million years must be attributable to life’s activities. Life’s presence
has depended on the continuation of planetary water, not on a lucky place in the sun.

Life does indeed change its environment to fit itself, as L. J. Henderson and lan McHarg insisted.
But does the assertion that ‘any organism’ is ‘well adapted to its environment” have any meaning?
All organisms alive today are ‘adapted’ by virtue of the fact that they live. Their ancestors have
survived from the past to the present. Gaia emerges as different organisms affect one another
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and their surroundings. Through the exchange of heat, light, liquids, gases, and a huge array of
chemical elements, their salts, sugars, long polymers like starch or cellulose, and other chemical
compounds, the ‘creative fitting of health’ can be documented. McHarg notes that the trouble
and pain of an unhealthy person, family, woodland, or neighbourhood is recognisable as the
‘reductive misfit revealed in pathology,” in which the organism-environment fit is threatened. The
biological reality of health, in contrast, depends on incessant effective communication between
the live organisms and their physical and social environments via senses.

Etel Adnan
Deniz ve Sis (2012)

Bir ugla 6bir ug arasinda sonsuz bir mesafe goriiyorum. Bu ylizden zaman sonsuz olmali.
Bir keresinde aya gitmistik, uygun bir havada ve birbirimizi diinyevi ortamimizda basarama-
yacagimiz sekillerde sevmistik. Ara sira da glilmustik.

Mikrodalga isinlari Yeryiizii'ne yagiyorlar. Beyne niifuz edip onu sanki bir firina geviriyorlar.
Baliklar derine daliyor. Adaciklar titresiyor ve bir asagi bir yukari sallaniyorlar. Bu hengame,
keyfin yani sira birgok soruyu da getiriyor.

Siir, dile gelmemise ulasir ve onu dile gelmemis birakir. Tanidiktir, edepsizce yakindir, bazi
zamanlar bunalticidir, melankolik dag siralarinin tizerindeki bulutlu gékyiiziiniin grisi gibi;
0, oldug@u gibidir, dogasina dair bilinmezlik daima stirer ve bizim neden hala bir cevap ara-
digimiz sorusu da.

Muson’un garpik kibri yliziinden uyuyamiyoruz. Yumusak yapraklarla kapl havuzlarin ize-
rinde belirsizce parlayan gtines, ruhun ¢ilginligin yayiimis kederden yorgun diismiis. Hafi-
zanin islevi, geleni sonraki giinlere rasgele yeniden dagitmaktir.

Uzam var, o kesin, biz onun igindeyiz, ama peki zaman nerede? Degisim var ve degisim
devinimdir. Buna siiphe yok. Oyleyse degisimden soyutlanmis zaman, bir saatin ibreleriy-
le temsil edilen devinimdir. Degisimin &lgiisiine biz zaman diyoruz. Oliimden, &limciil bir
degisimden korktugumuzdan onun her seyin icinde ilerlemesinden de korkuyoruz. Oysa,
devinimdeki degisimden ve mucizeden hoslaniyoruz.

Uzay manevi agidan nétr, bir ¢oziim sunmuyor. Bu gezegen ise hala arkadas canlisi, dolayi-
styla kimi daha hos tezahiirlerini kucaklayabiliriz, zamanin diisiincelerimize teget gegmesi-
ne izin vererek. Peki ne bizi hicbir seyin olmamasini beklemeye itiyor?

Her bir saniye sonuncusu olabilir, bu yiizden kaygilidir taslar bile. Derine gémiilii eski ic-
glidii yeniden ytizeye ¢ikar. Umutsuzluk somurtuktur. Kisa kanath sert riizgarlar. Cesetleri
kusan deniz. Toprak ve deniz birbiriyle ¢arpisir. Sularin geri ddnmesi igin.

Her bir bastiriimis gézyasi geri déner, bir dalga, kacirilmis bir otobiis, bir firtina olarak: sona
eren bir giin, bir giinbatimi. Deniz tekrarlar kendini, bu diinyanin vaadine hazir olamayan
birinin tekrarladigi gibi.

Secen Etel Adnan Ceviren Anita Sezgener
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Sea and Fog (2012)

| seeinfinite distance between any point and another. That's why time has to be eternal. We went
to the moon once under a propitious weather and loved each other in ways we couldn’t achieve
on our terrestrial habitat. Once in a while, we laughed.

Microwave radiations pour over Earth. They penetrate the brain and transform it into a furnace.
The fish dive deep. Islands quiver and rock back and forth. This turmoil brings joy as well as
many questions.

Poetry reaches the unsaid, and leaves it unsaid. It's familiar, it's indecently close, overpowering
attimes, as grey as cloudy skies over melancholy mountain ranges; It's what it is, and for ever the
question remains about its nature, and why we're still looking for an answer.

We are kept awake by the monsoon’s twisted arrogance. The sun is consumed with grief over
the soul’s lunacy that shines darkly on pools covered with soft leaves. Memory’s function is to
randomly redistribute the latter on the coming days.

There’s space, for sure, we're of it, but where’s time? Where from? There's change, and it is
movement. No doubt. So time, abstracted from change, is movement represented by a watch’s
needles. The measure of change we call time. As we fear death, a fatal change, we fear its pro-
gression in everything. Although we love change and marvel at movement.

Outer space is morally neutral, not a solution. This planet is still friendly so we can embrace
some of its lovelier manifestations by letting time bypass our thoughts. But what is that thing that
makes us wait for non-events?

Each second may be the last, that's why even stones worry. Old instincts, deeply buried, are
resurfacing. Despair is morose. Short-winged rough winds. Sea vomiting corpses. Earth and sea
are fighting each other. For the return of the waters.

Each tear, repressed, returns as a wave; a bus missed, as a storm: a day gone, a sunset. The sea
repeats herself, like repeated is one’s absence to this world’s promise.

Selected by Etel Adnan

Nanni Balestrini

Carbonia (Bir Zamanlar Hepimiz Komiinisttik) (2012)

Aslinda bir kizdan kagmak icin gittim Carboniadaki madene ben 29 agustosta tutukluluk-
tan dénmiistim Almanyadan eve dénmiistiim evde kisa bir tatil yaptim ¢ok yipranmistim
moralim ¢ok bozuktu hep evdeydim hicbir sey yapmiyordum orada buldugum gazete kitap
ve baska seyleri okuyordum zamanimi bdyle gegiriyordum ama paraya ihtiyacim vardi ve
orada hicbir is bulamiyordum iste o zaman bindim gemiye neredeyse her yeri dolastim ilk
gemimin adi Gennargentu idi La Maddalena-Cagliari Cagliari-Palermo Palermo-Trapani se-
ferini yapiyor sarap ve yolcu tasiyordu iste o oldu benim ilk gemim

eskiden kiy1 boyunca tasima isleri yapan bir gemiydi ama artik savas neredeyse biitiin ge-
mileri yok etmisti ve bize daha 6nce sefere ¢iktigimiz yerlerden baska yerlere yolculuklar
yaptirmaya baslamislardi ve bunlar tam ve gergcek maceralar oluyordu bir defasinda haber
vermeden 36 saat kaldik gidip bilmem nerede karaya ¢iktik Sicilya yakinlarindaydik sonra
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firtina glinlerce siiren korkung bir firtina bizi yeniden Cagliari yakinlarina suriikledi cok eski
bir gemiydi Gennargentu daha énce sadece Palau-La Maddalena hattinda hizmet veriyordu
burasi kisa bir hatti ama daha sonra biz Gennargentu gibi eski bir gemiyle gercek yolculuk-
lar yapmak zorunda kalacaktik

sonra baska gemilerde de bulundum 14 temmuzda La Spezia mola verdiginde oradaydim
ve gemiyi kuru havuza ¢eken askerlerle birlikteydim gemi kuru havuza cekildigi zaman pu-
padaki bayrak cikarildi gemi donanmadan ayrildi ve donanmadan ayrildigi zaman mirette-
bat karaya ¢ikip kislaya gitti ve gemideki her seyi bosalttilar ama donanmaya ait bir gemi
kuru havuza cekilse bile telsiz gemide kaldi ve boylece kaptan 6gle vakti havuza yeniden su
doldurma ve hemen yola ¢cikma emrini alabildi ve béylece gemi neredeyse biitiin denizcileri
karada birakarak tekrar denize acildi ¢iinkii Romaya ¢ekilmis olan donanma komutanhigi
belli ki bir seyler oldugunu 6grenmistir

olay birinci diinya savasi sirasinda olmustu ve orada Kielde limanda Alman deniz filosu var-
di ama artik savas kaybediliyordu ve herkes bunu biliyordu ve béylece filo komutani son
carpisma i¢in demir alma emrini vermis ve dalgalanan bayrakla birlikte batmaya hazirlan-
malarini séylemisti denizciler de ona tek basina gitmesini séylemislerdi sonra da gemileri
durdurmak icin yangin séndiirme pompalariyla kazanlardaki atesi sondiirmiislerdi ve bir-
cogu pruvada barikat kurmuslardi ama sonra teslim olmak zorunda kalmis ve binden fazla
denizci g6z altina alinmis ve karaya ¢ikarilmisti ve binden fazla denizci tutuklanmisti

o zaman ertesi gun filonun biitlin denizcileri ve karadakiler de tutuklu yoldaslarini kurtar-
mak icin kentte biiyiik bir gésteri yaptilar ve bir el ilaniyla iscileri de kendilerine katilmaya
davet ettiler isciler de kalabalik halinde geldiler ve bu biiylik kortej askeri cezaevinin 6niine
geldigi zaman orada yolu kapatan silahli askeri 6grenci ve subay birlikleri vardi ¢linki biitiin
denizciler kendi yoldaslarina ates agmayi reddetmislerdi sonra askeri 6grenciler ilerleyen
kalabaliga ates actilar ve bir kiyim yaptilar kortej dagildi ama herkes kin ve 6fke doluydu
sonra Sendika Binasinda bir toplanti yapildi ve denizciler orada Sendika Binasinda orgit-
lenmeye ve silahlanmaya karar verdiler

miicadele eden denizciler ile isgiler arasinda bu biiyiik birlesme oldu ve geceleyin denizci-
ler garnizon ve kislalardaki silahlara el koydular yirmi bin tiifek ve makineliyi ele gegirdiler ve
isciler genel grev ilan ettiler ve tersaneleri isgal ettiler ve subaylar pencerelerden sokaktaki
insanlarin {lizerine ates edince onlari kovaladilar ve &ldirerek ya da tutuklayarak ortadan
kaldirdilar ve o zaman komutanlik tutuklu denizcilerin serbest birakilacagini ve kiyimdan
sorumlu olanlarin cezalandirilacagini filonun hareketinin ertelendigini agikladi ve bdylece
her yerde geri adim attilar ¢iinkii aksi takdirde ayaklanma halindeki gemilerin mirettebatlarn
kenti topa tutma tehdidinde bulundular ve bdylece her seyde geri adim attilar

ama artik butlin kent yetkileri eline almis olan isgiler ve askerler konseyi tarafindan yone-
tilen devrimin ellerindeydi kislalarda fabrikalarda belediyede satonun kulesinde kizil bay-
raklar dalgalaniyordu limandaki kruvazérler zirhli savas gemileri denizaltilarda da dalgala-
niyordu yollar sokaklar kizil kokartli is¢i ve silahli denizci gruplariyla bayram eden insanlarla
doluydu ve devrim Hamburga Libecke Kélne Miinihe Berline de yayiliyordu her yerde isgi
ve asker konseyleri kuruluyor ve iktidari ele geciriyordu dyle ki birka¢ giin icinde devrim
kazanmisti imparator tahttan ¢ekilmisti ve cumhuriyet ilan edilmisti ve devrim kazanmisti

denize Carbonianin her zaman duman dolu karanlik ve tiziicii havasindan ¢ikmak igin gidi-
yordum Carboniada agagclar ve her sey renksizlesmis grilesmis ve kurumus gibiydi sonra
aylklama yapildigi ve kdmuriin ise yaramaz kisminin ayrilip atildigi yerin bulundugu o dag
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vardi orada kara bir dag olusmustu ve Carbonianin gevresinde dért bir yana serpistirilmis
bu kara daglardan ¢ok vardi ve her zaman kendi kendine yanarak tutustugu olurdu riizgar
denizden geldigi zaman bu lanet dumani her yere tasirdi ve o pis koku da hep vardi iste o
zaman ben firsat bulur bulmaz ama ayni zamanda deniz benim her zaman hayatim oldugu
icin denize gitmeyi tercih ediyordum

Ceviren Durdu Kundakgi

Carbonia (We Were All Communists) (2012)

| actually went to work in the mines in Carbonia to run away from a girl I had got back from prison
camp on August 29 I had got back home from Germany | had a bit of a holiday at home | was real-
ly emaciated | was really down | stayed at home all the time | didn’t do anything | read some news-
papers some books some stuff | found lying around | passed the time like that but then | needed
money and | couldn’t find any work and so | went to sea | traveled around just about everywhere
the first steamer | took was called the Gennargentu it did La Maddalena—Cagliari Cagliari-Paler-
mo Palermo-Trapani it transported wine and passengers and that was the first steamer | went on
it was a ship that used to go up and down the coast but now the war had destroyed almost all
the ships and the crossings they made us do out there were real adventures once we went 36
hours without contact we ended up who knows where we were off Sicily and then a storm a
terrible storm that lasted for days pushed us back toward Cagliari she was a really old ship the
Gennargentu initially only used on the Palau-La Maddalena service a short trip but we had to do
some real voyages with an old ship like the Gennargentu

| went on other steamers after that | was stopping off in La Spezia on July 14 and | was walking
with some soldiers whose ship was in dry dock when a ship is in dry dock if they lower the flag
at the stern the ship is out of commission and when it’s out of commission the crew goes to the
barracks on land and they take everything down but when it’s fit to sail even ifit's in dry dock then
there’s still the radio and so at midday the captain receives the order to let the water back into the
basin and set sail immediately and so the ship departed leaving nearly all the sailors on land ap-
parently because the navy back in Rome had heard that something was happening apparently

it had been during the First World War and there was the Imperial Naval Command there in the
portin Kiel but the war was lost by then and everyone knew it and so when the commander of the
fleet had given the order to raise anchor for the last battle and he had said to get ready to scuttle
with the flag flying the sailors told him to go on his own then they put out the fires in the boiler
rooms to stop the ships and many of them barricaded themselves in the bow but then they had
to surrender and more than a thousand sailors were arrested and they were transferred to land
and they arrested more than a thousand sailors

then the next day all the sailors of the fleet and also those on land held a big demonstration in
the city to free their arrested comrades and they wrote a leaflet inviting the shipyard workers to
participate who came out en masse and when this huge procession arrived in front of the mili-
tary prison there were units of armed officers and cadets there blocking off the road because all
the sailors had refused to shoot their own companions then the cadets shot into the advancing
crowd and there was a bloodbath the demonstrators dispersed but they were all seething with
hatred and anger then there was a meeting in the Union House and the sailors decided to get
organised and arm themselves there in the Union House

there was this great union between the shipyard workers and sailors who were carrying out the
struggle and the sailors had got hold of some weapons from the garrisons and barracks during
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the night they got hold of 20,000 rifles and machine guns and the workers declared a general
strike and they occupied the shipyards and when some officers shot at the people in the street
from the windows they were chased and were swept away killed or taken prisoner and then
headquarters declared that the imprisoned sailors would be freed that the people responsible
for the slaughter would be punished that the departure of the fleet was suspended and so they
totally capitulated because otherwise the crews of the ships in revolt had threatened to fire on
the city with their guns and so they totally capitulated

by which time however the whole city was in the hands of the revolution that had been led by the
workers’ councils and the soldiers who had taken control red flags flew on the barracks the facto-
ries the town hall the tower of the castle they flew on the cruisers the battleships the submarines
in the port the roads were full of people celebrating groups of armed workers and sailors with
red rosettes and the revolution also spread to Hamburg Libeck Cologne Munich Berlin where
workers and soldiers’ councils were being formed everywhere which took power until and in a
few days the revolution had won the emperor had abdicated and there was the proclamation of
the republic and the revolution had won

| went to the beach to get away from that dark and dismal atmosphere in Carbonia that was
always full of smoke the trees and everything were a dull grey and like wilted and there was that
mountain where there was the slagheap where you sort the coal and you separate out what's un-
usable and you throw it there and it had become a black mountain and there were many of these
black mountains around Carbonia dotted about all around and they would always spontaneous-
ly combust catching fire so when the wind came in from the sea it blew this bloody smoke all over
the place and there was always this foul smell and so | preferred to go to the beach whenever
| could because the sea has always been my life

Selected by Mike Harakis

Carla Hustak & Natasha Myers

Gayri ihtiyari Devinirlik: Duygulanimsal Ekolgjiler ve
Bitki/Bocek Karsilasmalart Bilimleri (2012)

Bitkilerin bocek ve hayvan tozlastiricilarini [polen tasiyicilarini] cezbetme pratikleri, doga-
bilimcilerini uzun zamandan beri bilylilemektedir. Orkideler, déllenmeyi saglamak igin kul-
landiklari tekniklerle hayli ilgi cekmis olan genis bitki ailelerinden biridir. Charles Darwin de,
orkideler ile béceklerin karsilagsmalarini biiyiik bir ilgiyle belgelemeye hayli zaman ayiran bir
avug 19. ylizyll dogabilimcisi arasinda yer alir.

Yillarca siiren yogun bir calismanin ardindan Darwin, 1862 tarihli Orkidelerin Bocekler Tara-
findan Déllenmesinde Kullanilan Cesitli Secenekler baslikli incelemesinde heyecanina ha-
kim olamaz: “Orkidelerin déllenmesindeki secenekler o kadar sayisiz ve giizel ki ...” Orchis
mascula turiini betimlemesinde soyle vurgular: “Baska hicbir bitkide ya da hatta neredeyse
hicbir hayvanda, bir kismin digerine ve biitiiniin doga 6l¢eginde kendisinin epey uzagina
diisen diger organizmalara adaptasyonunun bu orchis’teki kadar miikemmel oldugunu go-
remezsiniz”. Dogal secilim teorisinin goriis agisindan, orkidenin ve bécegin bedeni, hem
orkidenin Gremesi hem de bocegin beslenmesine hizmet edecek sekilde, birbirine kusur-
suzca eklemlenmis haldedir. Darwin, orkide ¢igeklerinin mekanik islevselligi ve yararini ayirt
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edebilmekten zevk duyuyor ve bunu giizel formlarin bile bir yararlilik ve adaptasyon dege-
rine sahip oldugunun bir kaniti saylyordu. Bu bakimdan, Darwin’in orkide incelemesi, dogal
secilim ve adaptasyonun bir kaniti, hatta en zor vaka lizerine bir inceleme olarak okunacakti.

Bu anlatilarda tozlasma [polen yayarak dollenme] olayi kesinlikle “asimetrik” bir karsilas-
madir. Literatuirdeki yakin tarihli agiklamalar, Ophrys’de gériilen bu fenomeni tanimlarken
“birlikte evrim” terimini kullanmaktan biyiik bir yaygarayla kacinir. Ophrys orkideleri ziyaret-
cibdcekleri beslemedigiigin, tozlasma olayi karsilikli olarak yararli bir karsilasma olarak go6-
riilmez, bu daha ziyade orkidenin ariya “tek tarafli adaptasyonu”ndan dogan bir fenomendir.
Bu anlatida, karsilagsmadan bir fayda saglayan tek katilimci orkidedir; bécek ise bitkilerin
ayarticiligi karsisinda edilginlestiriimistir. Aldatabilme gtictinii haiz olarak kabul edilseler
de, bu bitkiler hala mekanik eyleyenler olarak dustintilmektedir: Kusursuz denebilecek ka-
dar ahenkli olan aromatik kimyalari, zekice hazirlanmis teklifler degildir; bunlar olsa olsa,
tozlastiricilarinin dayattigi secici kuvvetlere tabi rasgele bir genetik degisimin kérlemesine
etkileridir. Neo-Darwinci bir ekonomi, goriintise bakilirsa, tiirler icinde ve arasinda hazzi,
oyunu ya da dogaglamayi kabul edememektedir.

Ekolojik bilimlerin temelini olusturan indirgeyici, mekanige ve adaptasyona dayali mantigin
tersine, bitkilerin ve boceklerin kendilerini birbirinin hayatina katmalarini saglayan o yara-
tici, dogaglama ve gelip gegici pratiklere dair anlatilari gogaltan bir okuma 6neriyoruz. Bu
denemede, evrimsel mantigi ilginin gayri ihtiyan bir tarziyla destekliyoruz. Bécek/orkide
karsilagsmalarinin topolojisi, sadece uyumu azamilestirmeyi amaglayan bir hesap ekono-
misiyle degdil de haz, oyun ve deneysel tekliflerle sekillenen duygulanimsal [affective] bir
ekolojiyle de kosullanmis olsa ne olurdu diye soruyoruz.

Ceviren Munevver Celik

Involutionary Momentum: Affective Ecologies and the
Sciences of Plant/Insect Encounters (2012)

Naturalists have long been fascinated with the practices through which plants lure their insect
and animal pollinators. The orchids are one large family of plants that have garnered significant
attention for the techniques they use to secure fertilisation. Charles Darwin was among a handful
of nineteenth-century naturalists who invested extraordinary time and attention documenting
encounters among orchids and insects.

After years of intensive study, his 1862 treatise On the Various Contrivances by Which Orchids
Are Fertilised by Insects exclaimed: [H]Jow numerous and beautiful are the contrivances for the
fertilisation of Orchids.” In his description of the species Orchis mascula, he insisted, ‘[IJn no
other plant, or indeed in hardly any animal, can adaptations of one part to another, and of the
whole to other organisms widely remote in the scale of nature, be named more perfect than
those presented by this Orchis’. From the vantage point of his theory of natural selection, orchid
and insect bodies were perfectly articulated to one another, serving both orchid reproduction
and insect nourishment. Darwin delighted in his ability to discern the mechanical functionality
and utility of orchid flowers and took this as a demonstration that even beautiful forms had utili-
tarian, adaptive value. In this sense, his orchid book was to be read as proof of natural selection
and adaptation, indeed, as a study of the hardest case.
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The event of pollination in these accounts is a decidedly ‘asymmetrical’ encounter. Recent statements
in the literature vociferously resist the term ‘co-evolution’ to describe this phenomenon in Ophrys.
Since Ophrys orchids offer no nourishment for visiting insects, the pollination event is not considered
a mutually beneficial encounter; rather, it is a phenomenon engendered through a ‘unilateral adapta-
tion” of the orchid to the bee. In this account, orchids are the only participants reaping a benefit from
the encounter, and the insects are rendered passive to the wiles of the plants. Though they are granted
the power to deceive, these plants are still figured as mechanical actants: their near-perfectly attuned
aromatic chemistries are not cleverly concocted propositions; they are merely the blind effects of ran-
dom genetic variation subject to the selective forces imposed by their pollinators. A neo-Darwinian
economy, it seems, cannot admit pleasure, play or improvisation within oramong species.

Working athwart the reductive, mechanistic, and adaptational logics that ground the ecological
sciences, we offer a reading that amplifies accounts of the creative, improvisational, and fleeting
practices through which plants and insects involve themselves in one another’s lives. In this essay
we supplement evolutionary logics with an involutionary mode of attention. We ask, what if the
topology of insect/orchid encounters were conditioned not just by a calculating economy that aims
to maximise fitness but also by an affective ecology shaped by pleasure, play and experimental
propositions?

Bernie Krause

Biiytik Hayoan Orkestrast: Diinyanin Vahsi Bélgelerinde
Miizigin Kékenlerini Kegfetmek (2012)

Su olmasaydi, bildigimiz anlamiyla yasam olmazdi. Seslerin en kadimini ¢ikarabilen suyu
akustik olarak yakalamak ve tekrar etmek asiri derecede zordur. Suyun c¢agildayan, tisla-
yan, fisirdayan, uguldayan, giirleyen cok-ritimli periyodikligi, ilk sarkinin séylenisinden ve
ilk sozciiklerin sarf edilisinden bugtine insani temalara bir baglam sunmustur. Ancak bir
bestecinin denizin duyumuna yaklasabilen bir orkestra bestesi yapabilmesi igin tiim bir
miizik tarihinin geride kalmasi gerekti —ilk kez buna yaklasmayi basaran, 1905'te caldigi
La Mer ile Debussy oldu. Fakat Debussy’nin bu parcasi, makul bir basari elde edebilmek
icin yine de programatik bir gorsel nitelige ve sdzsel ¢cagrisima gereksinim duymaktaydi.
Aln size ilging bir egzersiz: Bu besteyi daha 6nce hi¢ dinlememis ve adini dahi bilmeyen
birkag kisiye bestenin icinden birtakim parcalar ¢alin ve eserin ne aktarmaya ¢alistigi ko-
nusundaki fikirlerini sorun. 1990’larin sonunda bu testi yaptigim bir seferinde —yedinci sinif
ogrencilerine alti dakika stiren ikinci bolumi (“Jeux de vagues”) calmistim-verilen yanitlar,
“uzayda bir gezinti”, “kdy hakkindaki bir filmin miizigi”, “bir dinozor ailesinden sahne”den
“bir Western filmi” ya da “dupeduz can sikintisi”na kadar cesitlilik gostermisti. Tek bir 6g-
renci bile bu miizigin denize ve hatta suya dair bir izlenimi temsil ettigini tahmin etmemisti.
ik bakista, suyu kaydetmek basit bir is gibi gériiniir: Deniz kiyisina bir mikrofon yerlestir
ve “kayit” digmesine bas yeter. Ne kadar ugrassam da, suyun sesini yakalamak yoniindeki
erken cabalarimda dogru gitmeyen bir seyler hep var gibiydi. O kadar gérme odakliyiz ki,
kararinca gérebilen cogumuz baktigimiz seyi duymaya daha yatkiniz. Gézlerimizi kiyidan
epey uzaktaki dev dalgalara odakladigimizda, kulaklarimiz ve beynimiz, genellikle uzaklik
ve inanilmaz bir kuvvet izlenimi uyandiran dalgalarin giimbiirtiisii ve giirlemesi disindaki
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her seyi stizer. Hafif egimli kumsala vurmakta olan dalgalarin en ug ¢eperine bakarken ise,
uzaktaki dev dalgalarin sesi giderek arka planda kalirken, ayagimizin dibindeki kumda par-
calanan kiiclk su kabarciklarinin hisirti ve ¢rtirtilarini duyariz.

Oysa mikrofonlarin gézleri ya da beyinleri yoktur. Tasarimlari dahilindeki her seyi ayirt et-
meden toplarlar. Bdylece, bir okyanus kiyisinin sesini tasvir etmek icin yapmam gereken tek
seyin farkli mesafelerden numune kayitlar almak oldugunu anladim: suyun ucundan birkag
yliz fit 6teden, yliksek kumul otlari ile su gizgisinin ortasindan ve tam su ¢izgisinin tzerin-
den. Eve doner dénmez bu cesitli diizeylerde kaydettigim numuneleri birlestirebilmek igin
kullandigim ses kurgusu donanimi sayesinde, okyanustaki dalgalarin buyustine olduk¢a
yaklasan bir ses yakalayabiliyordum. Fakat en piitrli haliyle kaydettigim bu sey tam olarak
nedir? Nedir ses? Ses, fiziki 6zelliklerinin 6tesinde —frekans, siddet, tini ve stire- tanimla-
masi zor bir ortamdir. Bununla birlikte toplumlarin ifade bigimlerinde kilit bir rol oynar; do-
gal diinyanin kolektif sesi, muzik ve her tiirden akustik gtirdiltii bakimindan temeldir. Sesin
temel bilesenleri, lenguiistik kavrayisimizin 6tesine diiser ve birgogumuz icin ses daima bir
muamma olarak kalmistir. Bir keresinde, besteci, naturalist ve felsefeci R. Murray Schafer,
sesi tarif etmesi istendiginde, su yaniti vermisti: “Nasil bilebilirim ki? Daha 6nce bir sesi hi¢
gormedim.” Schafer soruna parmak basmistir: “Ne soyledigini goriiyorum” dendigini ne ka-
dar ¢ok isitmisizdir... Dilimiz o kadar gérme odaklidir ki Paul ve benden filmler igin partisyon
yazmamiz istendiginde, yonetmenler istedikleri mizigi cogunlukla gorsel terimlerle tanim-
lamisti: karanlik, aydinlik, parlak, renk olarak gergekten kavruk ve kasvetli.

Secen Janet Cardiff & George Bures Miller Ceviren Miinevver Celik

The Great Animal Orchestra: Finding the Origins of Music in the
World's Wild Places (2012)

Without water, life as we know it wouldn't exist. Giving off the most ancient of sounds, it is
extremely hard to capture acoustically and replicate. Its burbling, hissing, lapping, roaring,
crashing, multi-rhythmic periodicity has served as a setting for human themes since the first
music was sung and the first words spoken. It took the full course of musical history for a com-
poser to produce an orchestral composition that approximated a sense of the sea — Debussy
got close in La Mer, which was first performed in 1905. However, his piece still required that
programmatic visual quality and verbal association in order to be reasonably successful. Here’s
an interesting exercise: play excerpts from the piece for a few people who've never heard the
work and don't know the title, and ask them what they think it is trying to convey. The one
time in the late *90s that | tried this test — playing the six-minute second movement (‘Jeux de
vagues’) for a class of seventh graders — the answers ranged from ‘travelling in space’, ‘music
for a film about the country’, ‘a scene about a family of dinosaurs’ and ‘a Western movie’ to ‘just
plain boring’. Not one student guessed that the music represented an impression of the sea or
even water. At first glance, the task of recording water looks simple: set up a microphone by the
shore and hit the ‘record’ button. But no matter how hard | tried, my early attempts at capturing
the sound of water never seemed quite right. We're so sight-oriented that most of us who have
reasonable vision tend to hear what we are looking at. When we're focusing our eyes on break-
ers far offshore, our ears and brains usually filter out all but the boom and crash of waves that
suggest distance and incredible force. When we're staring at the leading edge of the waves as
they wash up the rake of the beach, we hear the tiny bubbles crackling and snapping as they
rupture inthe sand at our feet, while the sounds of the distant breakers fade into the background.
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Microphones, however, don't have eyes or brains. They indiscriminately pick up everything within
the scope of their design. So, I discovered, if | want to portray the sound of an ocean shore, | need
to record a variety of samples from different distances: a couple of hundred feet from the water’s
edge, mid-distance from the high dune grasses to the water’s edge, and right at the waterline. By
using sound-editing software to combine all the samples at various levels when | get back home,
| am able to capture audio that sounds very much like the magic of waves at the ocean. But in its
most granular form, what exactly is it that I'm recording? What is sound? Sound is a medium that’s
hard to describe beyond its physical properties — frequency, amplitude, timbre and duration. Yet
it plays a key role in the ways societies express themselves; it is fundamental to the collective
voice of the natural world, to music, and to acoustic noises of all kinds. The basic elements of
sound are just outside our linguistic grasp, and to most of us sound has always been an enigma.
Once, when asked to describe it, the composer, naturalist, and philosopher R. Murray Schafer re-
sponded: ‘How should | know? | have never seen a sound.” Schafer put his finger on the problem:
how many times have you heard the expression ‘| see what you're saying'? Our language is so
sight-oriented that when Paul and | were asked to score films, directors often described the music
they wanted in visual terms: dark, light, bright, really brown and murky in colour.

Selected by Janet Cardiff & George Bures Miller

Raimundas Malasauskas

Kagittan Sergi (2012)

Kahveniz Ne Kadar Derin?

Veya bilinmeyen size ne kadar uzak? Kesinlikle zannettiginizden daha yakin. Demek istedigim,
size dustindiiguiniizden daha yakin olmasinin 6tesinde, kendi mahallinize kendi diistincenizin
oldugundan bile daha yakindir. Tuhaf bir fikir, degil mi? Diistince dilden dogar ve kendi yarat-
mis oldugu uzami katederek, spekdilatif bir hizla tamamlanmamis bir varig noktasina dogruiler-
ler. O halde zihnimdeki sadece diisiincenin uzami degildir, ayni zamanda zihnimin disindaki,
dustinmedeki tesadiifi kopuslar ve sicramalardan erisilebilen diistincenin de uzamidir. Yine de
bunu kisi-6tesi imgelemin bir uzami olarak diisiinebilirsiniz.

Diistinen kisiile diistinme arasinda, (ille de bilinmeyenle es tutmam gerekmeyen) diisiinme-ol-
mayana ait formsuz bir alan oldugunu varsayarsak, birbirimize orada erismemizin ne kadar za-
man alacagini merak edebiliriz. Diistinmeyi kendiligin ve kimligin kaynagi olarak tanimlayan
Kartezyen fikre varmanin, sizin en az on iki yilinizi, insanhigin ise birkag yiizyilini aldigini muhte-
melen animsarsiniz. O halde mantigin ve mekanik énermelerin ¢cikmazlarindan kurtulmamiz ne
kadar zaman alir? Adimlarinizi geriye dogru sararak geriye mi gidersiniz, yoksa diisiinme-ol-
mayan, bizi oradan en yiiksek hizla isinlayacak mi? Ya da belki de bir ¢irpida olup bitecek?
1999'da Graham Gussin, Solaris’e varma sahnesinde ilging bir sey fark etti (1972, Andrei Tarko-
vsky): insan uzay bir ¢irpida katedebilir. Bu kesif, Gussin'in, varis noktasini terk ettigi ayni anda
o noktaya geri doéndiigui bir dizi karmasik ortadan kaybolma hareketi olusturabilmesini sagladi.
Ama Gussin'in diinya hakkindaki bilgisi degisecekti. O glinlerde Graham Gussin, ézellikle 1sin-
lanmayla ve ziyaretgilerini etkileme giicli onlarin bilgisinin ¢ok étesine gegen déniisiim yerle-
rini ziyaret etmekle ilgileniyordu. Bir dizi farkli hiz ve zaman egrisi iceren yolculuklarin birinde,
Gussin'in ya uzak nesnelere sanki elin uzanabilecegi bir mesafedeymisler gibi odaklandigini
ya da en yakindaki nesne ve 6znelere uzakliklar atfettigini fark ettim. Onun, (arzu ve 6zlem



274 Raimundas Mala$auskas

uyandiginda oldugu gibi) sizi etkileyen uzakliklarla mi, yoksa (uzaktan iziemede veya telema-
tikteki gibi) uzaktan etkilemeyle mi daha ¢ok ilgilendiginden emin degilim, ama her durumda
donustim mahalli olarak islev goren bir alandan ¢ok bir uzakhigin s6z konusu oldugu kesindi.
Baska bir deyisle, uzaklik, herhangi bir bilissel pratigin temel bir 6nciilii oldugu gibi baglayici
bir aygitt da—uzaklik olmasa, siz ve ben sadece birey-6ncesi varlik durumunda kalan homojen
bir tekillik olurduk. Graham, ister zihinsel, ister kisi-6tesi, isterse fiziksel olsun, bu uzakliklari bir
cirpida (ya da siirsel zamanin hatlarinda) katedebilmisti. Uzaklik hakkinda daha ¢ok sey 6gren-
dikten sonra “Kahveniz ne kadar derin?” sorusunu “igtikten sonra kahveniz ne kadar derin?”
seklinde yeniden formiile etmis olmamin sebebi belki de budur.

Secen Marcos Lutyens Ceviren Minevver Celik

Paper Exhibition (2012)

How deep is your coffee?

Or how faris the unknown? It is definitely closer than you think. | mean it is not only closer to you than
you think it is, but it is closer to the locus of yourself than your thinking is. A strange thought, right?
It springs from language and goes across the space it creates towards an unfinished destination at
the speculative speed. So it is not just the space of thought that is on my mind, it is also the space of
thought out of my mind reachable from accidental breaks and leaps of thinking. You may consider it
a space of transpersonal imagination though.

Assuming that there is a formless zone of non-thinking (which | would not necessarily identify with
the unknown) between a thinker and thinking, we might wonder how long it would take for us to
reach each other there. You probably remember that to arrive at the Cartesian idea of thinking as a
source of self and identity has taken at least a dozen of years for you and several hundreds for hu-
manity. So how long does it take to escape from dead-ends of logic and mechanical propositions?
Do you go backwards repeating your steps in reversal or will non-thinking teleport us from there at
the highest speed? Or maybe it will happen in no time at all?

In 1999 Graham Gussin noticed an interesting thing in the scene of arriving at Solaris (1972, Andrei
Tarkovsky): one can cross space in no time at all. This discovery enabled him to construct a number
of complex acts of disappearance where he would come back to the site of the destination at the
same time when he left it. However, his knowledge about the world would be changed. In those
days Graham Gussin was highly involved in teleportation and visiting places of transformation
whose power to affect its visitors extended beyond their knowledge. In one of the trips that involved
anumber of different speeds and time warps | noticed that he would either focus on distant objects
as if they were in the reach of the hand or would impose distances upon the most intimate objects
and subjects. | am not sure whether he was more interested in distances that affect you (like in the
case of producing desire and longing) or in affecting via distance (like in remote viewing or telem-
atics), but it was definitely a distance rather than a site functioning as a locus of transformation. To
put it in other words a distance was a connecting device as well as a basic premise of any cognitive
practice —without it you and me were just a homogenous singularity resting in pre-individualist state
of being. And Graham was able to cross them in no time at all (or along the lines of poetic time)
regardless whether those were mental, transpersonal or physical distances. Perhaps this was the
reason why I've decided to reformulate the question ‘How deep is your coffee? to ‘How deep is your
coffee after you drank it?” after | learned more about it.

Selected by Marcos Lutyens
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Ian White

Ieraci, Seyirei, Ayna: Sinema, Tiyatro ve Canli Fikri (2012)

Beden sahte bir vaattir. Canli gibi olmak yasamak degildir. Ya da, canli-lik (canlilik), canli gibi
olmak degildir. Bir oyuncunun ekranda canlandirdi§i duygu, gergekten bir seyler hissettiginin
ne kadar isaretiyse, sahnedeki bir beden de, sirf birisi gergekten orada diye, gérmekte oldu-
gumuz seyin kategorik olarak canli oldugunun ancak o kadar teminati olabilir; biz dyle olduk-
larini duisiinsek bile. Sinema, tanimi itibariyla canli degildir. Her seferinde ayni “film” oynatilir.
Tiyatro oyunu bedenlere gereksinim duyar, ancak oyuncu, “hareketli” imge olarak prova ve
tekrarlarin olugturdugu makinelesmis diizen tarafindan kontrol edilir. Oyle géziikmese bile,
her temsilde ayni el, ayni yere, ayni acida ve ayni eksen izerinden hareket eder.

Sinemanin da, tiyatronun da canli olmayisinin izlerini farkli dogrultularda siirerek, tam aksi
yonde bir 6nermeyi de g6z 6niine almak istiyorum: Sinema ve tiyatro, bir arada dustinuldi-
glinde, hem siradisi bir olumsuzlamanin triinii —ve daha fazlasi— olarak canliidin tarifine, hem
de bahis konusunun ne oldugu veya olabileceginin belirtimesine yonelik birer arac olabilirler.

Secen Grace Schwindt Ceviren Kerem Kabaday:

Performer, Audience, Mirror: Cinema, Theatre and the Idea
of the Live (2012)

The body is a false promise. To be lifelike is not to live. Or, live-ness (liveness) is not lifelikeness.
Just because somebody is actually there, a body on a stage is no more of a guarantee that what
we are seeing is categorically live than an emotion portrayed by an actor on the screen is an
indication that something was actually felt, even though we might think they are these things.
Cinema is not live by definition. The same ‘film’is played every time. A theatre play might require
bodies but the actor is as controlled by the mechanisation of rehearsal and repetition as the
‘moving’ image. Even if it is not seen as such, the same hand moves to the same place, at the
same angle, through the same axis at every performance.

By plotting the ways in which neither cinema nor theatre are live, | want then to consider exactly
the opposite proposition: that in thinking cinema and theatre together, they might be the means by
which liveness could be further described both as, and not only as, the product of an extraordinary
kind of negation, and to indicate what has been or might be at stake by doing so.

Selected by Grace Schwindt

Han Dong
Yeniden Dogmak (2013)

Bir yer, insanin ¢ok defa, ufacik olana dek
Oylece gecip gittigi

Evin bir duvari olup cikiyor sokaktaki duvar
Adaclarsa devcileyin birer bonsai

Ik tecriibe bir istisna

Hani tanik olunan akintisina hayatin
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Ucup giden bir kagit parcasi gibi
Isildayip inceliyor insanin belleginde

Oyleyse kat etmelisin dért bir yanini diinyanin
Manzaran eskiyip eprimeden dnce

Oyleyse cekip gitmelisin cok ge¢ olmadan
Bir glin gelip yeniden dogmak igin.

Secen Liu Ding Ceviren Ali Karabayram

Born Again (2013)

A place that one passes by so many times
That it becomes tiny

The wall on the street becomes a wall at home
Trees become like giant bonsai

The first time is an exception

Having witnessed the torrent of life

It becomes light and thin in one’s memory
Like a piece of paper flying away

So you must travel around the world
Before the scenery becomes old
So you must leave before too late
To be born again.

Selected by Liu Ding Translated by Liu Ding

Rachel Somekh
Theet (2013)

Tbeet (bazen “Tinoori” de deniyor) (Derisi alinmamis tavuk, dolma ici ve pilav ile)

Tbeet ismi “kalan” fiilinden geliyor ve ¢ok yavas pisirilen ve Sabat'ta yenen 6gle yemeginin
Irak versiyonu. Sabat Glini’niin kurallari yemek pisirmeyi ve ates kullanmayi yasakladigin-
dan her Yahudi komiinitenin kendi “hamin”i bulunur, yani $abat baslamadan énce uzun uzun
pisirilmis bir giive¢ yemegi. “Chulent” nasil Dogu Avrupalilarin “hamin”iyse, Iraklilarinki de
Tbeet'tir ve komiinitenin gogu tiyesi, sofra onsuz olursa Sabat’i yapmis saymaz kendini.
Dinsel ve ailesel 6neminin yani sira, 6ziinde ¢ok cazip bir yemektir. Lezzeti inaniimazdir
—tavuk suyuyla tatlandirlmis salcali pilav, kdrpe tavuk eti, citir tavuk derisi ve tarcin, kakule
ve gll yapraklariyla rayihalanmis piringli dolma igi. Ve eger dogru yapilirsa, gorinisi de
bir o kadar gekicidir: ici doldurulmus, kavrulmus tavuk ve tavuk derisinin gevresinde kitir
pilavdan bir celenk, kendisi tavuga benzeyecek sekilde tabaga yayiimistir.

Dikkat cekici tatlandiricilar ve yemegin ¢arpici gériiniisii onu Irak Yahudi mutfaginin érnek
yemekleri arasina sokar ve Irakli olmayanlarin, Irakh arkadaslarinin onlari bir Sabat 6glesine
davet etmeleri igin yalvarmalarini hakl gikarir.
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3 %2 kap uzun, beyaz basmati pirinci

1 buyik bitiin tavuk, derisi alinmamis

450 gr. yagsiz agir ateste kaynatilmis et, kiictik pargalara ayrilmis (1-2 santimetrelik kiipler)
3 orta boy domates, tercihen ¢ok kirmizi ve kiip kiip kesilmis
1kiiclik domates

1kiglk sogan

3 cay kasigi domates salgasi

2 cay kasig1 tuz

1 cay kasigi karabiber

%-1 cay kasigi kirmizi biber

4-5 yemek kasigi yag

5 yemek kasigi baharat

Secen Michael Rakowitz Ceviren Anita Sezgener

Theet (2013)

Tbeet (sometimes, ‘Tinoori’) (Chicken and chicken skin with stuffing and rice)

Tbeet, whose name comes from the verb meaning ‘to remain’, is the Iraqi variant of the slow
cooked Shabbat (Sabbath) lunch meal. Because the laws of Shabbat prevent the initiation of
any cooking, every Jewish community has its own ‘hamin’, or long-cooked dish. Just as chulent
is the hamin of Jews from Eastern Europe, Tbeet is the Iragi version, and many members of the
community would consider no Shabbat complete without it. Aside from its religious and familial
significance, this is a stunning dish in its own right. The flavours are marvellous —red rice rich with
the flavour of chicken stock, tender chicken meat, crisped chicken skin, and a rice-based stuff-
ing fragrant of cinnamon, cardamom and rose petals. And if done correctly, the appearance is
no less impressive: A wreath of crisped rice frames both a roasted stuffed chicken and a stuffed
chicken skin that has expanded to itself resemble a chicken.

The remarkable flavours and impressive appearance of this dish have caused it to become one
of the exemplars of Iragi Jewish cuisine, and a cause for non-Iragis to beg for Shabbat lunch
invitations from their Iraqi friends.

3% cups long grain, white, basmati rice

1large, whole chicken, not skinned, having good skin that is not torn

1lb lean stew meat, cut into small chunks (s — 2 inch cubes)

3 medium size tomatoes, preferably very red, diced into small pieces

1 small tomato

1 small onion

3 teaspoons tomato paste

2 teaspoons salt

1teaspoon pepper

% —1teaspoon cayenne

4-5 tablespoons oil

5 tablespoons Bharat

Selected by Michael Rakowitz



278 Yevgenia Belorusets

Yevgenia Belorusets

Surlarinuzt Korumak (2014)

Ulkemizde pek sik rastladigimiz o kusatma altindakiler, yaklasmakta olan diismanlara karsi ge-
nellikle temel bir teknik kullanir: Yoksullugun yenilmez sis perdesi. Sokaktaki adam, onun eyle-
minin kesin mekanizmasini heniizagiga ¢ikarmis degildir. Ama bunun gibi bir seyi devreye sokar.
Belli bir menzile girdiginde, diisman, mide agrisi, bulanti ve bas donmesinin eslik ettigi ca-
resizlik ve ¢okiintii duygulari altinda ezilecektir.

Asla terk edemeyecedi bir yere gelmis oldugunu gorecektir, ¢linkii otobiis bileti bile cok
pahali gelecektir. Aslina bakilirsa, kendi arkadaslari ve akrabalarinin igindeki en yorulmak
bilmezler biitiin otobdisleri hurdaya ¢ikarmak icin coktan pargalara ayirmislarsa, nereden
bir otobiis bulacaklardir ki?

Bu diistincelere direnmek igin son bir caba gosterdiginde, diisman gegmis anilarini canlan-
dirmayi deneyecek ve bu ziyaretin amacini hatirlamaya c¢alisacak. Ama nafile. Saskinliktan
donup kalmis halde basini egip dyle aptal aptal dikilecek, gtinliik erzakla takas edecegi bir
miktar kdmir ¢ikarmak igin nerede bir delik bulabilecegini duistiniip duracaktir.

Secen Nikita Kadan Ceviren Miinevver Celik

Protecting Our Borders (2014)

The besieged, of which there are plenty in our country, usually deploy a basic technique against
approaching enemies: the invincible smokescreen of poverty. The man on the street has not yet
uncovered the exact mechanism of its action. But it works something like this.

As he comes within a certain range, the enemy will be overwhelmed with feelings of despair and
depression, accompanied by stomach-ache, nausea and dizziness.

He will see that he has reached a place that he will never be able to leave, for even a bus ticket
will seem an exorbitant expense. And indeed, how can he find a bus when they were all long ago
dismantled for scrap by the more energetic among his own friends and relatives.

As he makes a last-ditch effort to resist these thoughts, the enemy will try to recover past mem-
ories, and attempt to remember the purpose of his visit. But to no avail. Hanging his head in
stunned amazement, he will stand there like a fool, pondering where he might find some hole in
the ground from which to grab a couple of lumps of coal to exchange for a day’s ration.

Selected by Nikita Kadan Translated by Anna Gunin
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Giovanni Anselmo

Mentre I'ago magnetico e la pietra si
orientano, la luce focalizza

Manyetik igne ve tas yéniini buldugu
sirada 1sik odaklaniyor

While the magnetic needle and the stone
orient themselves, the light focuses

2015




Cevdet Erek

icin kapak bordir ¢izimi
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Fabio Mauri

Ozgiirlik Uzerine
Onthe Liberty
1990

Studio Fabio Mauri, Associazione

per I'Arte e per I'Esperimento del
Mondo Koleksiyonu / Collection Studio
Fabio Mauri, Associazione per I'Arte

e per |'Esperimento del Mondo
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Giuseppe Pellizza
da Volpedo

Studio per Il Quarto Stato
(Gruppo di lavoratori)

Il Quarto Stato igin eskiz
(Isci grubu)

Study for Il Quarto Stato
(Group of workers)

1898-1899

© Galleria Nazionale d’Arte Moderna
e Contemporanea, Roma / Courtesy
of Ministero dei Beni e delle Attivita
Culturali e del Turismo
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Artikisler Kolektifi

Akil Takilmasi
videosundan bir imaj

Video still from
Haunted Reason

2012
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Arshile Gorky

Ermeniler Diyari
Vale of the Armenians
1944

© CAM-Fundacao Calouste
Gulbenkian, Artists Rights Society, NY
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Paul Guiragossian

Le Passé et Le Présent
Gegmis ve Simdiki Zaman
The Past and the Present
1991

Paul Guiragossian Foundation
Koleksiyonu / Collection Paul
Guiragossian Foundation
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Etel Adnan

Osmanli imparatorlugu'nun
Son Déneminden Aile Hatiralar

Family Memoirs on the End
of the Ottoman Empire

2015
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Esra Ersen

Buytk Turk Romani
Great Turkish Novel

2015
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Kerbela'nin Sirlar

The Secrets of Karbala

2015
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iz Oztat
& Fatma Belkis

Gelecegin kuzeyindeki nehirlerde 13
In the rivers north of the future 13
2015

Kamusal bilgi alanina ithaf edilmistir. /
Dedicated to the public domain.




Meric Algiin
Ringborg

Mikelanj'dan sonra Davut igin
algidan yapilmis incir yapraginin arka
kismindan goériinum, bir ihtimal D.
Brucciani & Co firmasi tarafindan,
Londra, ingiltere, BK. REPRO.
1857A-161

Detail of the conservation shot of the
reverse of the plaster cast fig leaf for
David after Michelangelo, perhaps by
the firm of D. Brucciani & Co, London,
England, UK. REPRO. 1857A-161

1857 dolaylari / circa 1857
© Victoria and Albert Museum, London
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Anna Boghiguian

Tuz Devinimi
Salt Motion
2015
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Emin Ozsoy

NASA Diinya Gozlemevi, Marmara
Denizi’ndeki spiral anaforlar, jetler ve
dinoflagellat gogalmalari (kirmizi gelgit)

NASA Earth Observatory, Spiral eddies,
jets and dinoflagellate blooms (red tide)
in the Marmara Sea

2015




Jeffrey Peakall

Yeralti nehirleri diinyanin okyanus
tabanlarinda binlerce kilometre
uzanabilir, fakat akislari cogunlukla,
bu gériuntiide oldugdu gibi laboratuvar
deneyleriyle bilinebilmektedir.

Bu gorsel, daha bk bir su dolu
tankin dibinden ilerleyen daha

yogdun akimlarla, kivrimli denizalti
kanallarindaki akimi géstermektedir.
Kanalin yaklasik genisligi 20 cm'dir.

Underwater rivers can extend for
thousands of kilometres across the
world's ocean floors but their flows

are mainly known from laboratory
experiments, such as the one shown
here. The image shows flow through

a sinuous underwater channel, with
adenser current flowing at the bottom
of alarger water-filled tank. The channel
is approximately 20 cm wide.

2010
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Robert Smithson

Dénen Dalgakiran ile Kiicik Ada
Spiraling Jetty with Small Island
1970

© The Holt-Smithson Foundation,
lisans / licensed by VAGA, New York
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Tacita Dean

JG kesme kitabindan notlar
Notes from JG cutting book

2012



Karl von Frisch

ik a1 dansi gizimi, yayimlanmamis
defterlerden alinmistir

First drawing of bee dance, extracted
from unpublished notebooks

1945

Bayerische Staatsbibliothek
Arsivleri, Minih - Ana 540.A.111.1945.
II: 5. 31/ the Archives of Bayerische
Staatsbibliothek, Munich - Ana
540.A.1111945.11: p.31
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Peter Tait

Bilimsel Denemeler kitabindan
dugum gizimleri - Cilt XXVIII,
Levha XVI

Knot drawings from Scientific
Papers - Vol. XXVIII, Plate XVI

1898
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Charles Darwin

Britanya Orkidelerinin ve Yabanci
Orkidelerin Béceklerce Déllenmelerindeki
Tiirlti Segenekler Hakkinda: ve Capraz
Déllenmenin lyi Etkileri Hakkinda
kitabindan, s. 22

Page 22 from the book On the Various
Contrivances by Which British and Foreign
Orchids Are Fertilised by Insects: and on
the Good Effects of Intercrossing

1862
California Polytechnic State University

Koleksiyonu / Collection California
Polytechnic State University
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Adrian Villar Rojas

Lo que el fuego me trajo
Atesin bana getirdigi
What the fire brought me
2008
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Emile Gallé

Korkuluk Seklinde Vazo
Baluster-Shaped Vase
1895-1900

Arkas Sanat Merkezi Koleksiyonu /
Collection Arkas Art Center
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Pierre Huyghe

Derin Zemin
Abyssal Plain
2015
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Raimondo Tommaso
D’Aronco

Casa Huber a Tarabya - studio per
un particolare della balaustra

Tarabya'da Huber Yalisi - tirabzandan
bir aynintricin taslak

Huber House at Tarabya — studies on
a detail of the balustrade

1906
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Song-Ming Ang

Mduzik standinin Laura Simpson
tarafindan yapilan boyut eskizi,
Hospitalfield Arts

Dimensions sketch of music stand
by Laura Simpson, Hospitalfield Arts

2015
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Santiago Ramon y Cajal

Frontal korteks kivrimlarina dogru Sensory plexus of the human
ylikselen seviyede insan beyin cerebral cortex at the level of the
korteksinin duyusal sinir agi. ascending frontal convolution.

1899 dolaylari / circa 1899

Instituto Cajal Koleksiyonu /
Collection Instituto Cajal
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Patrick Blane

Drew Okulu dikey bahgesi icin gizim
Drawing for Drew School vertical garden

2010
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Frans Krajcberg

Floragéo
Ciceklenme
Blossom
1968

Fernanda Feitosa ve Heitor Martins
Koleksiyonu / Collection Fernanda
Feitosa and Heitor Martins
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kardiyak calismalari

cardiac studies

2015
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Marcos Lutyens

Neurath'in Gemi Askilari igin
timevarimsal partisyon

Neurathian Boatstrap inductive score

2015
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Vilayanur S.
Ramachandran

Nérobilimci Vilayanur S.
Ramachandran tarafindan 1993'te
yapilan ilk orijinal hayalet uzuv
sendromu terap6tik kutusu

Original first phantom limb
syndrome therapeutic box built
by neuroscientist Vilayanur S.
Ramachandran, in 1993

2015

Fotograf / Photo: Marcos Lutyens




344

= o= - o W Epe— o - - oy S ST ———
ele A, i P

Vgt P\

Aly
5

P g
abis

© Sl
e }
) IS 1\{,,\‘&:\!\“

[l
'

{ \
IS {
g-}d‘k’{-ﬁjw“ <

N ANAT i
P 5
\/
p .11
NN 220
1 WAy
|
| I

Bracha L. Ettinger

Defter
Notebook
2013
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Ellen Gallagher

DenizAyisi
SeaBear

2015



Edgar Cleijne
& Ellen Gallagher

Drowned Forest'tan bir kare
(16mm film)

Stillimage from Drowned Forest
(16mm film)

2015
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Susan Philipsz

Elettra
2015
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Annie Besant
& C. W. Leadbeater

Sarkaclarla Olusturulmus Sekil
Annie Besantve C. W. Leadbeater'in
Diistince Sekilleri kitabindan gorsel (s.b.)

Form Produced by Pendulums
lllustration from Annie Besant and C. W.
Leadbeater, Thought-Forms (p.30)

1905
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Fredrik Carl
Miilertz Stormer
(Thale Elisabeth
Sorlie & Arne B.
Langleite)

Nordlys, Tromsg

Kuzey Isiklari, Tromse

Northern Lights, Tromso

1930

Fotografiar / Photos: Carl Stermer

Norsk Teknisk Museum Koleksiyonu /
Collection The Norwegian Museum of
Science and Technology
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Andrew Yang

Takimyildizlar yildizlar igin
neyse fikirler de nesneler igin o

Ideas are to objects as
constellations are to stars

2015
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Sarkis

Birinci veya Ikinci Diinya
Savasr’'ndan, ya da bir karnavaldan
anonim goruintu. Sanatci tarafindan
80’li yillarda Berlin'de rastladigi bir
kitaptan kayit altina alinmistir.

An anonymous view from the
Second or the First World War,
or a celebration. Recorded by
the artist from a book he found
in Berlin during the 1980s.

tarih bilinmiyor / date unknown
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Francis Alys
Patlama
Explosion

2010
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Georgia Sagri

Baska Bir Merkez
Another Centre

2015

when circles meet
there is a temporal
shift on both of the
circles' centers
if the circles insist
to be connected
then there is a
creation of an extra
center

each circle has

each own

center, there is
‘ never one

center, never
' one circle

= - }% n

x\\"“N

this is the another center|
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Christine Taylor Patten

M.S. 1364 - “mikro/makro:
2001 ¢izim” serisinden

1364 A.D. - from the series
‘micro/macro: 2001 drawings’

2007
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Daria Martin
At the Threshold film ¢ekiminden kare

(16mm film, 18", 2014-15)

Production still from At the Threshold
(16mm film, 18”, 2014-15)

2014
Fotograf / Photo: Thierry Bal




368

SR
&R

Fahrelnissa Zeid

Portrait of Fireya Korel

Oya ve Bilent Eczacibasi
Koleksiyonu / Collection Oya
and Bilent Eczacibasi

Fureya Korel Portresi
1945
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Miczik

1 iy
Varatip sessial

)
Yaralir wzam ka'
Hava fabrikalan
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Fiisun Onur

Sessizlik
Silence

2011
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Deniz Giil

Tas
Stone

2012
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. T, Savieny romes @hEEID 5
Terimler Sozlugti / } robissrery Tnoe

Glossary™
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Sociology: Sociology is the system of human societies and the scientific study of human 8 S oot | ~\Licn prsovl ggbors o
social life. Means of production: Technology, capital, investments, and raw materials. 35, i aaf’{: S ‘ﬁj‘
Market Value: Market value is final goods and services produced within a country {:\:‘izﬂ; b ::,‘ igeal
in a given period of time. Merecantilism: Economic nationalism. The state should use - o E 3> s0ciesy Lo .
their economy strength to further their national interest and use their power for their Nut~ade
economic strength. State: State is utmost form of existence and it is the community
of self-sufficient people. Class system: Social stratification based on both birth and
individual achievement. Bourgeoisie: Owners of the means of production. Alienation: s vie
Alienation is one of the effects of exploitation. Workers are not able to live as they 2 50cdh d o0 ~ae cootiries
naturally would. Vergi: Devletin, kamu harcamalarini karsilamak amaciyla toplumu 3
meydana getiren kisi ve kurumlardan 6deme gliclerine gore, karsiliksiz ve zorla aldig
ekonomik deger. Girisimei: Risk alan, bir is fikrini yasama geciren, bu amacla emek,
sermaye, bilgi ve dogal kaynaklari bir araya getiren kisidir. Risk: It is an uncertain event
that could have a positive or negative effect on your project. Collectivist: A collectivist
is someone who believes in the importance of a group of people rather then separate
individuals. Democracy: rule of law, respect for minority. Forum: Roma’da toplumsal
ocagmn kuruldugu yer. Asil olarak bataklik bir zemin. Power: V x I Terrorism: Terrorism
is a form of violence that aims to achieve its objectives through creating a climate
of fear and apprehension. Seckinlestirme: Kol giictiyle calisanlarin ya da marjinal
gruplarin yasadigi mahallelerin daha yiiksek gelirli kesimlere yonelik olarak restore
edilmesi, sehir icinde kalmis fabrika, liman, depo yapilarinin miize, konser ve kongre
salonu, galerilere dontisttirtilmesi. Concrete: P.C, water, sand and gravel. Deprem:
Yer kiitlenin tist kisminin uzun bir zaman arah@inda biriken gerilimlerin kayalarin
dayanimini asinca enerjisini aniden bosaltmasi. Felek: Gok, gokytizii, sema, baht, talih.
Intelligence: An assortment of mental abilities including; verbal and mathematical
skills, memory and recall, reasoning and problem solving. Kiiltiir: doganin disinda
insanin yarattigi her sey. Situasyonizm: 1960’lardaki siyasetten dogrudan etkilenmis
ve hatta durumu da etkileyen sanatla iliskili gruplardan biridir. Kavramsal Sanat: Bir
sanat eserinde klasik estetik ya da malzemelerden cok diistincenin, fikrin 6ne ciktigi
sanat tirtinlerini tammlar. Ekran: Bir elektronik devreyi kismen veya tamamen érten
iletken malzemelerden yapilmis ve hacme uygun sekil verilmis bir tabakadir. Hardware:
The machine itself.

* Bu terimler sozliigtindeki biitiin kelimeler tiniversite 6grencilerinin kopya kagitlarindan
alinnustir. / All the words and their descriptions in this glossary are ‘quoted’ from real
cheat-sheets of university students.
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Zeyno Pekiinli

Minima Akademika / Magnus
2015



Irena Haiduk
HelloMe Tarafindan Yapilan Bastan

Cikarici Talepkar Gercekgilik Logosu

Seductive Exacting Realism
Logo by HelloMe

2015
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Ed Atkins

2013'te Florida’da uyudugu sirada
yataginin tam altinda acilan bir
bataklik tarafindan yutulan Jeffrey
Bush (buluntu gérsel)

Jeffrey Bush, who was swallowed

by a sink hole in Florida in 2013,
which opened directly under his bed
while he slept (found image)

2015
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Mesela Miikemmel
Beyaz Pantolonlar

Take Spanking
White Pants

Heather Phillipson

PANTOLONLARIN ASILI
DURDUGU YERDE BARIZ OLAN

THE OBVIOUS WHERE
THE PANTS HANG OUT

2015

Milyonlar seviyor onlari ve 6lene kadar giyiyorlar. Birka¢
solmus pantolon askilikta fir fir doniiyor su an.

Aglarinda kum kalmis. Gormiisler gibi

daha iyi gtinler. Fakat, chsariya goz atinca

hava isinmis bile olabilir. Yoksa bahar m geliyor iteleyerek?
Cunkii halimize bakilirsa, zaman

gercekte hi¢ ge¢cmemis gibi goriniiyor, tenler simsiki.

Affet beni, sev beni, beni bastan yarat.

Lafin geldigi gedigi caktiniz. iliskilerdeki

hayal kirikhigina bir giin ara, kiiciik

kazalara ve bitkinlige, ki¢ ve bas agrilarina.

Cok fazla, baslangi¢ noktasidir hic de fazla degilin.
Pantolonlar kendi kendilerini ya da gokytizii ezer onlari

i a. Sirlar agir, agir

Imek tizere dizilmis. Tercihen, kurakhktan bir duvar.

Onun disinda, salt ¢itin Gizerinde hisirdayan kisin hiiznii.
inanmin buz kesmis giinlere, belli belirsiz abartilmis,

eprimis ama gerekli bir basmakalp soz gibi, barizdir
pantolonlarin asili durdugu yerde, rutin bir gecis bilinmeyen
ama olagan streslere, aciga ciksalar da giiliinesi
saklanislarinda, her yerini 6vsen bile

alttan alta, her sey yasanirken. i¢selliklerin diinyasi.

Millions love and die wearing them. A couple

of blunt pairs twirl on the rotary airer right now.
There is sand in their hollow core. As in,

they’ve seen better days. But, looking out,

it could be almost warm. Or does spring come
uneasily? Because it really seems as if no time

has passed relative to our condition, skins on tight.
Forgive me, love me, make me new.

You get what’s getting got at. A day off

from disappointments in touch, little

accidents and fatigue, sore butts and heads.

Far too much is the starting point for not much.
The pants self-sauté or the sky bashes them
with clues. The secret is slow, slow

and strung-out baking. Ideally, a wall of drought.

Otherwise just winter sadness wheezing over the fence.
Trust nippy days, slightly overblown

like the worn and needed cliché, the obvious

where the pants hang out, a routine linking unknown
but average stresses, laughable in their exposure

in their concealment, to flatter all regions while,
underneath, it happens. World of interiors.

Heather Phillipson, 2015
Turkee ceviri / Turkish translation: Anita Sezgener
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James Richards

isimsiz
Untitled
2014
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Grace Schwindt

Kagit Kostim
Paper Costume

2015
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Elmas Deniz

Anit Agag

Monumental Tree

2014

Fotograf / Photo: Ridvan Bayrakoglu
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Marwan Rechmaoui

e o) 390l

Sutun: Buylkbabanin Cayiri
Pillar: Grandfather's Turf
2014
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Nikita Kadan

Isimsiz

Untitled

2014

Fotograf / Photo: Henning Moser




VENEZIA 82 A-1
394 B

Elena Mazzi

Sudan gortilen Venedik,
Venedik'i Yansitmak icin calisma ,. _{ ff“l (r( 5‘

Venice seen from the water,
study for Reffecting Venice V
2014 Jni/rm sa #Maffh(j lro s o
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Hera Biiytuiktasciyan

Onceki giiniin adasinda
Atthe island of the day before
2014
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Emre Hiiner

Hipnoz Sonrasi Mabedi XIlI
The Shrine of the Post-Hypnotic XII
2012
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Merve Kilicer

Sevi

Love

2015
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Lawrence Weiner

RAMAK KALA
ON THE VERGE
2015
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Nguyén Huy An

MVI1, Bir gélgenin dalgalanisi
tizerine ¢calisma yapitindan bir parca

MVI1, part of the artwork Study
of the fluctuation of a shadow

2014

y=f)=09Mn(16.x)+E
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Richard Ibghy
& Marilou Lemmens

Zaman ve Gelisme
Arasinda Karsilikl iliski

Reciprocal Relationship
Between Time and Development

2009

VEL OF pEyELo PuEAT

L&

Time
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Akis hizimin artmasiyla basinein azalmasina “Bernoul-
li etkisi” denmektedir. Bernoulli’nin teorisi ucus, hareket
ve sivi akisina uyarlanabilir. Uyarlannus formdaki
denklem, olabildigince biiyiik yerlestirilerek dogrudan
duvara uygulanmahdir. Eser, matematigin evrensel
dilinde islerligi olan bu denklemin birebir yazimdr.
s, istanbul Modern’in dis duvarina yerlestirilmelidir.
Dogrudan Bogaz'a bakan denklem, hiz kazanan fikir,
insan ve nesne akisimin daha fazla basinca neden olmak

zorunda olmadigini animsatma islevi gorir.

“The Bernoulli effect”is the lowering of pressure where
flow velocity is increased. Bernoulli’s theorem is applied
to flight, movement and liquid flow. In applied form the
equation should be installed as large as possible and ap-
plied directly to a wall. The work is a direct transcription
of the equation, functioning within the universal language
of mathematics. The work is to be installed on the
exterior wall of the Istanbul Modern. Directly facing the
Bosphorus Straits the equation functions as a reminder
that increased flow of ideas, people and objects does not

necessarily create more pressure.

Liam Gillick

(Uygulamali) Hidrodinamika
Hydrodynamica (Applied)
2015

P+1pv2+pgh,=P,+1pvi+pgh
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Pelin Tan
& Anton Vidokle

2084: bir bilimkurgu gosterisi /
2. bolim: Sanat¢i Cumhuriyeti'nin Cokuisu

2084: a science fiction show /
Episode 2: The Fall of Artists' Republic

2014
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Cheng Ran

ERLIE R R

Aktor L tarafindan diizeltilen senaryo
The script modified by actor L

2015
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Lynda Benglis

TEPELER VE BULUTLAR
HILLS AND CLOUDS
2014
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Liu Ding
2R

Dinozor, Ordek
Dinosaur, Duck

2015
Cizim / Drawing: Liu Qingshuo
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Orhan Pamuk

Bir Cesit Sucluluk
AKind of Guilt
2009
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Janet Cardiff
& George Bures Miller

Huiziinlii Vals ve Dans Edemeyen Dansgi
icin defter cizimi

Notebook drawing from Sad Waltz
and the Dancer who couldn't dance

2015
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ANNIE BESANT DUSUNCE-SEKLI_
PLAKA G. (rétuslarla)_#KULEDEN
ALTI YUZ FIT YUKARIYA MONOKROM
YUKSELIS_2015

ANNIE BESANT THOUGHT-FORM_
PLATE G. (modified)_#RISING IN
MONOCHROME SIXHUNDRED FEET
ABOVE THE TOWER_2015

2015

Lea Porsager araciligiyla /
Medium Lea Porsager
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Walid Raad

Ugtincii baskiya 6nséz: Aiguiérre
Preface to the third edition: Aiguiérre

2015
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Ufuk Kocabas

Yenikapi 12, MS 9. ylizyila tarihlenen
kiiclik bir ticaret teknesidir. Istanbul'un
Yenikapi semtinde, ortagagda Portus
Thedosiacus limaninin yer aldig bolgede
yapilan arkeolojik kurtarma kazilarinda
glinisigina cikarimistir. Gemi pargalari
tek tek G¢ boyutlu bir digitizer yardimiyla
belgelenerek, Rhinoceros yazilimiyla
tekrar bir araya getirilmis ve geminin
orijinal gévde hatlari ortaya ¢ikariimistir.

Yenikapi 12 is a small merchantman

dated to the ninth century A.D. She was
uncovered during the archaeological
salvage excavations in Istanbul's Yenikapi
district, where a medieval harbour, Portus
Thedosiacus, was once situated. The ship’s
timbers were all seperately documented
with a 3D digitiser and put together using
Rhinoceros software in order to reveal the
original hull lines of the vessel.

2011
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Cansu Cakar

Vajinator

2015
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Theaster Gates

Tekneyi Haritalandir
(Kis Dualari Solarak Yok Oldukga)

Chart the Vessel
(As Winter Prayers Fade Into Nothing)

2014
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Haig Aivazian

Eskiz Calismasi
Study in Tracing
2015
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Galata Rum Okulu
Acik Okul / Galata
Greek School

The Open School

“Ugurtmam’, 5. Sinif Ogrencisi
Konstantinia Gakar'in siiri, Galata
Rum Okulu - Agik Okul Arsivi'nden

‘My Kite’, 5th Grade Student
Konstantinia Cakar's Poem,
from the Galata Greek School -
Open School Archives

tarih bilinmiyor / date unknown
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Michael Rakowitz

Isimsiz
Untitled
2015
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Vernon Ah Kee

Ling
Lynching
2012
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Sonia Balassanian

Pupbph Lancdml
Taslarin Sessizligi
Silence of Stones

2015
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Taner Ceylan

Giuseppe Pellizza da
Volpedo'nun Portresi

Portrait of Giuseppe Pellizza
da Volpedo

2015
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Cildo Meireles

Isimsiz (Savas ve Baris)
Untitled (War and Peace)
1965
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William Kentridge

Cep Cizimi No. 124
Pocket Drawing No. 124
2015

pht.

i\) ‘
L é i hiogd Pressen
i in dey

& )
5

¢ o R ‘
n 1 QY 1g i .
0 verabroMen1s Besserung r]

Pigitalis.x. Wenn neben dé
tomen der Brustwassersucht die
erhéht und der Puls verlangsd¥t
Wasserauflosung und stimdlich wiederholte: )

Helleborus x. Bei so arger Beklemm§¥gler
ty dass das Athmen verhindert ist und dcJREH ke
enem Munde nach Luft schpappt. ( A

|
len H ung

) & voran-
halcr® Brust-
& 1 d ge-

ringste B rurch daf Auf-
heben der Afhe, Ersti sgefahr dntsteht.
(In Wasser gol@tand halbs eh wiederhgit. )

Ich lad i gen, digffbei Be-
handlung A8 SEES S o ssersucht am

panfigsten in Gebray
erkung , dass ma
Kornche ), in el

en, mit: der Be-
bassenden  Mittel
dnem Tassenkopfe

Pocket Drawing No.'iﬁ! :




448

Ania Soliman

Robot 2A
2012

Fotograf / Photo: Derek Liwanpo
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Prabhakar Pachpute

Istenen/istenmeyen Hareket
Wanted/Unwanted Move
2014
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Rupali Patil

Tosbaga Gunlugu
Tortoise Diary

2014
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Senam Okudzeto

Ona sordum, daha da....
| asked him, more....

2014
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Horror Vacui (ayrintr)

Horror Vacui (detail)

2015
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Parrhesia Dostlar:
Cemiyeti / Society
of the Friends

of Parrhesia

Un, Yunnw
Tolle, lege
2015

It implicates a kind, a relation to the
& truth which breaks with the Cartesian
paradigm, it breaks with the modern
epistemological relation to what is
called Jtruth} in this way it is not
simply a fact speaking and the furthest
away from news or speech as information
but has to do with a kind of, a way of
a form of life, a practice, use
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Her tanimlama bir unutusu

beraberinde getirir.

To every defining there is

a forgetting.

2015
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Ben Vickers

Buluntu gorsel
Found image
tarih bilinmiyor / date unknown

Fotograf / Photo: Francesca Cappa
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Fernando Garcia-Dory

Ataturk’in “kisinin kendini tazelemesi
icin etkin bir dinlence alani” olarak
tasarlayip destekledigi kentsel retim
bahgesi, yenilebilir bitki parki ve rnek
egitim ciftligi olan Atattirk Orman
Ciftligi hakkinda mimar Guher Tan'la bir
konusma sirasinda yapilmis gizimler.
Tarim amagli kullanilacak yeni evlere
eklenecek ve geri donusturlimis
malzemelerden uretilecek sera
striiktlriiniin taslak tasarimi.

Drawings made during a conversation
with architect Gliher Tan about the
productive city landscape, edible park
and model educational farm that Ataturk
designed and promoted in Ankara,
named Atattirk Orman Ciftligi (Forest
Farm), ‘an active recreation area in terms
of recreating the self". Draft design for
greenhouse structure with recycled
materials to attach to new development
houses for cultivation.

2015
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Djambawa Marawili

Baraltja

2005



470

Boliny Wanambi

Manybalala’da Murunamirriwuy
Murunamirriwuy at Manybalala
yaklasik / circa 1998-2000

Austra lian National Maritime Museum
Koleksiyonu / Collection Australian
National Maritime Museum
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Wandjuk Marika
& Mawalan Marika

Simsekgi Dev Djawulpa'wuy’da
Thunderman at Djawulpa'wuy
1947

Berndt Museum Koleksiyonu /
Collection Berndt Museum
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Millirrpum, Djalalingba,
Diambalipu, Djayila,
Dundiwuy, Dhuygala,
Raijyin, Manuna,
Larrakan, Wulany-
buma, Wawunymarra

& Nyabilingu

Yolngu Biyiiklerinin Basparmak Baskilar
ve taniklarin imzalari, 28 Agustos 1963
tarihli Yirrkala Agag Kabugu Dilekgesi’ne
ilave. Avustralya Temsilciler Meclisi’nin
orijinal dokiimanlari.

Yirrkala Agac Kabugu Dilekgesi
Thumbprints and marks of Yolngu Elders,
and witness signatures, attachment to
Yirrkala Bark Petition of 28 August 1963.
Original documents of the House of
Representatives, Australian Parliament House.
Yirrkala Bark Petition

1963

Fotograf / Photo: Lannon Harley,
National Museum of Australia

Yirrkala Agac Dilekgesi / Yirrkala Bark
Petition: National Museum of Australia'nin
izniyle / Courtesy National Museum of
Australia

Parmak izi imza dokimanlari / Thumbprint
signature documents: The Department of
the House of Representatives, Canberra ACT
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Natjialma Maw',

Dhangatji Mununggurr
& Wonggu Mununggurr

Mesaj gubuklari Avustralya'da
neredeyse hic bilinmemektedir;
cubuklarin yerlesimciler ile yerli

halk arasindaki iliskiler agisindan bir
baris antlasmasi veya en azindan bir
ateskes mahiyetinde olduklari da
tartismalidir. Zira Federal Hukimet'i
olusturan Lyons Kabinesi bir

polis memurunun 6lduriimesinin
ardindan (Yolngu saniklar sonradan
Avustralya Yuksek Mahkemesi
tarafindan sugsuz bulunmustu)
“siyahlara bir ders vermek igin” bir
“cezalandirma heyeti” kurulmasini
tartisiyordu. Bunun yerine Donald
Thomson "Caledon Kérfezi Krizi"nde
araya girmisti. Bu belgelerin
Wonggu ile Thomson arasinda
degis tokus edilmesiyle bu tarihe
kadar defaatle gerceklesmis
katliamlar bir anda kesilmistir.

Méak
Mesaj cubuklari
Message sticks
1935

Yolngu kabilesinin Djapu klaninin
(Yothu Yindi) izniyle / Courtesy Djapu
clan (Yothu Yindi), Yolngu nation

Although these message sticks
are almost completely unknown

in Australia, they should arguably
be understood as documents of a
peace treaty or at least a cease fire
in the relations between settlers
and Indigenous people. The Lyons
cabinet of the Federal Government
was debating a ‘punitive mission’
to ‘teach the blacks a lesson’ after
the killing of a policeman (for
which the Yolngu defendants were
subsequently acquitted by the
High Court of Australia). Instead,
Donald Thomson interceded in the
‘Caledon Bay Crisis’ by taking these
messages from the defendants to
their father, bringing the litany of
massacres that had taken place
before this date to an abrupt end.




Michelangelo Pistoletto

Terzo Paradiso
Uglincti Cennet
Third Paradise
2003
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Son Kistim

End Matter




Katilimei Listesi / List of Participants

Ziyaretgiler, calisanlar, destekgiler ve / The visitors, staff, funders and:

Etel Adnan, Vernon Ah Kee, Haig Aivazian,
Ali Akay, Meri¢ Algiin Ringborg, Alternatif
Uretim, Halil Altindere, Francis Alys,
Song-Ming Ang, Giovanni Anselmo,
Artikisler Kolektifi (Ozge Celikaslan, Alper
Sen), Ed Atkins, Gabrielle Baglione, Cédric
Crémiere, Jacqueline Goy & Stéphane
Schmitt, Sonia Balassanian, Lynda Benglis,
Henri Bergson, Annie Besant, Charles
Webster Leadbeater, Beyoglu Aya Triyada
Ermeni Kilisesi Korosu / The Beyoglu Holy
Trinity Armenian Church Choir, Alice von
Bieberstein, Olcay Bingol, Patrick Blanc,
Iwona Blazwick, Karl Blossfeldt, Anna
Boghiguian, Georges Boustany, Kristina
Buch, Bureau of Inverse Technology, Hera
Biiyiiktasciyan, James Cameron, Janet
Cardiff & George Bures Miller, Niki Caro,
Francesco Cavalli, Taner Ceylan, Carolyn
Christov-Bakargiev, Edgar Cleijne, Beatriz
Colomina, Francesca Cubillo, Richard E.
Cytowic, Cansu Cakar, Levent Calikoglu,
Ayse Cavdar, Ash Cavusoglu, Raimondo
Tommaso D’Aronco, Charles Darwin, Juan
A. De Carlos, Tacita Dean, EImas Deniz,
Penelope Deutscher, irini Dimitriyadis,
Marguerite Duras, Oviil Durmusoglu,
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T. S. Eliot, Dora Enconomu, Cevdet
Erek, Esra Ersen, Tolga Etgii, Bracha L.
Ettinger, Bedri Rahmi Eytliboglu, Hannah
Feldman, Robert Flaherty, Luke Fowler,
Su Friedrich, Karl von Frisch, Rene Gabri
& Ayreen Anastas, Galata Rum Okulu /
Acik Okul | Galata Greek School / The
Open School, Ellen Gallagher, Vittorio
Gallese, Emile Gallé, Mario Garcia Torres,
Fernando Garcia-Dory, Theaster Gates,
Ezra Getzler, Liam Gillick, Arshile Gorky,
Boris Groys, Paul Guiragossian, Gawirrin
Gumana, Gumuk Gumana, Alice Guy-
Blaché, Patricio Guzman, Deniz Gul,
Ahmet Gurata, Hakan Gurvit, Irena
Haiduk, Semi Hakim, Jan Peter Hammer,
Katie Hayne & Howard Morphy, Lubaina
Himid, John Houston, Pierre Huyghe,
Emre Hiiner, Richard Ibghy & Marilou
Lemmens, William Irvine & Dustin
Kleckner & Martin Scheeler, Nikita Kadan,
Tolga Karacelik, William Kentridge,
Vahakn Keshishian, Merve Kilicer, Ufuk
Kocabas, Lucia Koch, KoopUlarca,
Stephan Késter, Frans Krajcberg,
Jacques Lacan, Adila Laidi-Hanieh, David
Lamelas, Caoimhin Mac Giolla Léith,
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Liu Ding, Marcos Lutyens, Steven Henry
Madoff, Djambawa Marawili, Mundukul
Marawili, Mawalan Marika, Wandjuk
Marika, Daria Martin, Chus Martinez,
Fabio Mauri, Elena Mazzi, Cildo Meireles,
Onur Metin, Millirrpum, Djalalingba,
Diambalipu, Djayila, Dundiwuy, Dhuygala,
Raijyin, Manuna, Larrakan, Wulanybuma,
Wawunymarra & Nyabilingu, Hayao
Miyazaki, Maw’, Natjialma & Dhangatji
Mununggurr, Waka Mununggurr, Wonggu
Mununggurr, Rosalind Nashashibi, Nguyén
Huy An, Ingo Niermann, Hans-Ulrich
Obrist, Ersan Ocak, Zeynep Oguz, Senam
Okudzeto, Flisun Onur, Sevgi Ortac, The
Otolith Group, George Ovashvili, Bige
Orer, Xangul Ozbey, Onder Ozengi, Nese
Ozgen, Ferhat Ozgiir, Emin Ozsoy, iz Oztat
& Fatma Belkis, Prabhakar Pachpute, Pad.
ma (Shaina Anand, Lawrence Liang, Jan
Gerber, Sebastian Litgert), Orhan Pamulk,
Adrian Parr, Parrhesia Dostlar1 Cemiyeti /
Parrhesia Merkezi | Society of the Friends
of Parrhesia / Centre for Parrhesia, Rupali
Patil, Christine Taylor Patten, Jeffrey
Peakall, Zeyno Pekiinlii, Giuseppe Pellizza
da Volpedo, Susan Philipsz, Heather
Phillipson, Lucia Pietroiusti,
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Michelangelo Pistoletto, Griselda Pollock,
Lea Porsager, Alexander Provan, Ana
Prvacki, Arlette Quynh-Anh Tran, Walid
Raad, William Raban, Michael Rakowitz,
Vilayanur S. Ramachandran, Santiago
Ramon y Cajal, Cheng Ran, Marwan
Rechmaoui, Steve Reinke, Kevin Reynolds,
James Richards, Haris Rigas, Pietro Rigolo,
Theodor Ringborg, Roberto Rossellini,
Joachim Ronning & Espen Sandberg,
Georgia Sagri, Belit Sag, Giiliz Saglam,
Sarkis, Grace Schwindt, Aurora Scotti,
Leonas Seliukas, Asli Seven, Wael Shawky,
Robert Smithson, Ania Soliman, Solveig
Ovstebo, Thale Elisabeth Sorlie & Arne B.
Langleite, Fredrik Carl Miilertz Stormer,
Chick Strand, Will Stubbs, Peter Tait,
Guher Tan, Pelin Tan & Anton Vidokle,
Tangor Tan, Leslie Thornton, Leon
Trotsky, Miige Turan, Nazan Ustiindag,
Jean-Michel Vappereau, Ben Vickers,
Adrian Villar Rojas, Boliny Wanambi, Wang
Hui, Lawrence Weiner, Peter Weir, Guido
van der Werve, Chas Wyndham, Andrew
Yang, Goksun Yazici, Metin Yegin, Pinar
Yoldas, Seda Yoriiker, Munggurrawuy
Yunupingu, Elvan Zabunyan, Fahrelnissa
Zeid, Bogos Levon Zekiyan



Sergilenen yapitlar, s0z edimleri
ve filmler / List of exhibited
works, speech acts and films

Etel Adnan

Family Memoirs on the End of the Ottoman Empire
(Osmanli Imparatorlugu'nun Sonundan Aile Hatiralari)

Merig¢ Algiin Ringborg

Have you ever seen a fig tree blossom
(Sen hi¢ bir incir agacini ¢icek acarken gérdiin mii?)

2015; Kagit iizerine miirekkep ve suluboya, leporello kitabi /
Ink and watercolour on paper, leporello book; 480 x 27 cm /
Sanatcinin ve Sfeir-Semler Gallery'nin izinleriyle / Courtesy
the artist and Sfeir-Semler Gallery, Beirut and Hamburg; Sfeir-
Semler Gallery'nin destekleriyle tretilmistir / Produced with
the support of Sfeir-Semler Gallery, Beirut and Hamburg.

[Istanbul Modern]

Vernon Ah Kee

Tall Man (Uzun Adam)

2010; Dort kanalli video enstalasyonu / Four-channel video
installation; 11:10 dk / min.; Sanatginin ve Milani Gallery’nin
izinleriyle / Courtesy the artist and Milani Gallery, Brisbane;
Australia Council for the Arts tizerinden Avustralya Devleti'nin
ve Milani Gallery Brisbane'in destekleriyle sergilenmistir /
Presented with the support of the Australian Government through
the Australia Council for the Arts and Milani Gallery, Brisbane.

2014-15; Kumas tzerine akrilik (5 parga) / Acrylic on linen

(5 elements); 180 x 150 cm (her biri / each)/ Sanatginin ve
Milani Gallery Brisbane'in izinleriyle / Courtesy the artist

and Milani Gallery, Brisbane; Australia Council for the Arts
uzerinden Avustralya Devleti’'nin, Dilijan Art Initiative

& IDeA Foundation ve Milani Gallery Brisbane’in destekleriyle
uretilmistir / Produced with the support of the Australian
Government through the Australia Council for the Arts, Dilijan
Artlnitiative & IDeA Foundation and Milani Gallery, Brisbane.

lynchings (ling edilmeler)

2015; Keten Uizerine kara kalem (2 parga) / Charcoal on linen
(2 elements); 200 x 400 cm (her biri / each); Sanatginin ve
Milani Gallery Brisbane'in izinleriyle / Courtesy the artist

and Milani Gallery, Brisbane; Australia Council for the Arts
uzerinden Avustralya Devleti’'nin, Dilijan Art Initiative

2015; Mekana 6zgi enstalasyon, kursun kalem gizim,

algi dokiim, fresk, video, taze incirler, mermer, plastik,
metal, slayt gésterimi, bolgedeki agaclardan toplanmis ve
kurutulmus incir yapraklari / Site-specific installation, graphite
drawing, plaster cast, fresco, video, fresh figs, marble, plastic,
metal, slide show, dried fig leaves collected from local fig trees;
Degisken boyutlar / Dimensions variable; Sanatginin ve
Galerie Nordenhake'nin izinleriyle / Courtesy the artist and
Gallerie Nordenhake, Berlin/Stockholm; Hiima Kabakgi ve
SAHA - Cagdas Sanati Destekleme Girisimi destekleriyle
aretilmistir / Produced with the support of Huma Kabaker and
SAHA - Supporting Contemporary Art from Turkey.

[ADAHAN Otel / ADAHAN Hotel]

Francis Alys

The Silence of Ani (Ani'nin Sessizlidi,

2015; Video, ses, kus dudiikleri, grafik materyal / Video,
sound, birdcalls, graphic material; Kars'in genglerinin,
sanatginin, Antonio Fernandes Ros, Felix Blume, Julien
Devaux, David Zwirner Gallery ve Peter Kilchmann
Gallery'nin izinleriyle / Courtesy the teenagers of Kars, the
artist, Antonio Fernandes Ros, Felix Blume, Julien Devaux,
David Zwirner and Peter Kilchmann Galleries; Dilijan Art
Initiative & IDeA Foundation ve David Zwirner Gallery 'nin
destekleriyle retilmistir / Produced with the support of Dilijan
Artnitiative & IDeA Foundation and David Zwirner Gallery.

[DEPO]

Ayreen Anastas ve/and Rene Gabri

Multi-storied Houses; Stables, Folds and Barns; Farms
and Summer Homes; Lands and Fields of Villages;
Destroyed Vinyards, Orchards, and Vegetable Gardens;
Churches; Chapels and Shrines; Parish Schools; Mills;

& IDeA Foundation ve Milani Gallery Brisbane’in
uretilmistir / Produced with the support of the Australian
Government through the Australia Council for the Arts, Dilijan
Artlnitiative & IDeA Foundation and Milani Gallery, Brisbane.

[Istanbul Modern]

Haig Aivazian ve Beyoglu Aya
Triyada Ermeni Kilisesi Korosu /
Haig Aivazian and the Beyoglu Holy
Trinity Armenian Church Choir

Wavy is the Sea of Bolis, O Mother

(Dalgalidir Bolis'in Denizi, Ey Ana)

2015; Performans / Performance; yaklasik 15 dk. / ¢. 15 min.;
Sanatcinin ve Sfeir-Semler Gallery'nin izinleriyle / Courtesy
the artist and Sfeir-Semler Gallery; Dilijan Art Initiative & IDeA
Foundation’nin destekleriyle tretilmistir / Produced with
the support of Dilijan Art Initiative & IDeA Foundation

[Galata Gzel Rum ilkogretim Okulu /
Galata Greek Primary School]

Areas of Forest; etc...(Cok Katl Evier; Ahirlar, Tahil
Ambarlari; Ciftlikler ve Yazlik Evier; Araziler ve Kéylerin
Tarlalan; Tahrip Edilmis Baglar, Meyve Bahceleri, ve Sebze
Bahceleri; Kiliseler; Sapeller ve Tapinaklar: Kilise Okullar;
Dedirmenler; Ormanlik Alaniar; vs.

2015; Miirekkep, kursun kalem, silgi, kagit tizerine pastel
boya, gesitli malzemeler ve video / Ink, pencil, eraser,

pastel on paper, various other materials and video; Degigken
boyutlar / Dimensions variable; Parksluksemburg’un izniyle
/ Courtesy Parksluksemburg; Dilijan Art Initiative & IDeA
Foundation'in destegiyle tretilmistir / Produced with the
support of Dilijan Art Initiative & IDeA Foundation.

[Hrant Dink Foundation ve Agos - Parrhesia Merkezi /
Hrant Dink Foundation and Agos — Centre for Parrhesia]

Song-Ming Ang

Something Old, Something New (Eski Bir Sey. Yeni Bir Se)
2015; Enstalasyon (cam heykel, video, ¢izim, fotograf) /
Installation (glass sculpture, video, drawing, photograph);
Degisken boyutlar / Dimensions variable; Sanatginin
izniyle / Courtesy the artist; National Art Council Singapore,

Son Kistm / End Matter

Singapore International Foundation, Royal Over-Seas
League ve Hospitalfield'in destekleriyle Gretilmistir ve
Canan Pak'in destekleriyle sergilenmistir / Produced with
the support of National Art Council Singapore, Singapore
International Foundation, Royal Over-Seas League and
Hospitalfield and presented with the support of Canan Pak.

[Istanbul Modern]

Anonymous

A Day at Robert Smithson's Spiral Jetty with a Drone
(Robert Smithson'un Sarmal Dalgakiran'inda Bir
IHAYla Bir Gin)

2015; Dijital video, ses, renk / Digital video, sound, color;
3:28 dk / min. ; Kamera / Camera: Heather Harmon ; Kurgu /
Editing: Marcos Lutyens; Carolyn Christov-Bakargiev'in
izniyle / Courtesy Carolyn Christov-Bakargiev.

[Istanbul Modern]

Giovanni Anselmo

Mentre I'ago magnetico e la pietra si orientano, la luce
focalizza (Manvetik idne ve tas yénini buldudu sirada
1sik odaklaniyor / While the magnetic needle and the
stone orient themselves, the light focuses)

2015; Manyetik igne, cam, tas, projektorler, ‘particolare’ yazili
slaytlar / Magnetic needle, glass, stone, projectors, slides with the

written word "particolare"; Degisken boyutlar / Dimensions variable;

Sanatginin ve Tucci Russo Studio per I'Arte Contemporanea’nin
izinleriyle / Courtesy the artist and Tucci Russo Studio per l'Arte
Contemporanea; Tucci Russo Studio per I'Arte Contemporanea
ve istanbul italyan Kiiltiir Merkezinin destekleriyle tiretilmistir

/ Produced with the support of the Tucci Russo Studio per 'Arte
Contemporanea and the ltalian Institute of Culture in Istanbul.

[ARTER]

Artikisler Kolektifi
(Ozge Celikaslan, Alper Sen)

Imagination - | (Tahayyiil -1

2015; bak.ma gorintileri, video, renk, ses / Video footage from
bak.ma, colour, sound; 46 dk / min.; Sanatgilarin izinleriyle /
Courtesy the artists; SAHA — Cagdas Sanati Destekleme
Girisimi'nin destegiyle tretilmistir / Produced with the support
of SAHA - Supporting Contemporary Art from Turkey

Imagination - Il (Tahayyil -l

2015; Video, renk, ses / Video, colour, sound; 46 dk / min.;
Sanatclilarin izinleriyle / Courtesy the artists; SAHA — Cagdas
Sanati D Girigimi’'nin giyle tretilmistir /
Produced with the support of SAHA — Supporting Contemporary
Art from Turkey

[Tunca Subasi & Cagr Saray Atélyesi /
Tunca Subasi & Cagn Saray Workshop]

Imagination - Il (Tahayydl - il

2015; bak.ma goriintiileri, video, renk, ses / Video footage from
bak.ma, colour, sound; 1-3 dk (78 parca) / 1-3 min.

(78 elements); Sanatgilarin izinleriyle / Courtesy the artists;
SAHA - Cagdas Sanati D Girigimi'nin )
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Ed Atkins

Hisser

2015; Coklu ses kanallari ile iki kanalli video ve karisik teknik
/ Two-channel video with multiple audio channels and mixed
media; Degisken boyutlar / Dimensions variable; Sanatginin

ve Cabinet Galleryi'nin izinleriyle / Courtesy the artist and
Cabinet Gallery; Fondazione Sandretto Re Rebaudengo,
British Council ve Henry Moore Foundation'in destekleriyle
dretilmistir / Produced with the support of Fondazione Sandretto
Re Rebaudengo, British Council and Henry Moore Foundation.

[Rizzo Palas / Rizzo Palace]

Gabrielle Baglione, Cédric
Crémiére, Jacqueline Goy
ve/and Stéphane Schmitt

- Jellyfish: Charles-A dre Lesueur
(Méduses — Deniz Analari: Charles-Alexandre Lesueur)
2014; Kitap / Book; 39 x 29.5 x 2 cm; MkF editions, France
tarafindan yayinlanmistir / Published by MkF editions, France

[Istanbul Modern]

Sonia Balassanian

Silence of Stones (Taslarin Sessizligi)

2015; Oyulmus stingertas! (12 parga) / Carved tufa stone
(12 elements); 85 x 50 x 50 cm (her biri / each); Sanatcinin
izniyle / Courtesy the artist; Dilijan Art Initiative & IDeA
Foundation'in destekleriyle tretilmistir / Produced with the
support of Dilijan Art Initiative & IDeA Foundation.

[Istanbul Modern]

Henri Bergson

LEvolution créatrice (Yaratici Evrim / Creative Evolution,
1911; Kitap / Book; 22 x 14.5 x 2.5 cm; Instituto Cajal
Koleksiyonu / Collection Instituto Cajal.

[Istanbul Modern]

Annie Besant ve/and
Charles Webster Leadbeater

Thought-Forms (Dis(ince Sekilleri)

1905; Kitap / Book; The Theosophical Publishing Society,
London and Benares tarafindan basiimistir / Published by The
Theosophical Publishing Society, London and Benares; ; 25 x 16
x 1.5 cm; Carolyn Christov-Bakargiev Koleksiyonu / Collection
Carolyn Christov-Bakargiev.

[Biiyiikada Halk Kiitiiphanesi / Biyiikada Public Library]

Thought-Forms (Dis(ince Sekilleri)

yaklagik 1905/2015 / c. 1905/2015; Offset baski (30 parca) /
Offset printing (30 elements); 35 x 27 x 1 cm (her biri,
cerceveli olarak / each, framed); Carolyn Christov-Bakargiev
Koleksiyonu / Collection Carolyn Christov-Bakargiev.

Thought-Forms (Dis(ince Sekilleri)

uretilmistir / Produced with the support of SAHA — Supporting
Contemporary Art from Turkey

[Istanbul Modern]

Kagit tizerine suluboya (35 parga) / Watercolour on

paper (35 elements); 27 x 18 cm (her biri / each); Lea
Porsager araciliglyla / Medium Lea Porsager; Lea Porsager
Koleksiyonu / Collection Lea Porsager.

[Istanbul Modern]
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Patrick Blanc

22 DRAWINGS FOR VERTICAL
GARDENS (DIKEY BAHCELER IGIN
22 Cizim)

1986-2015; Sanatginin izniyle / Courtesy the artist; Flisun ve
Faruk Eczacibasi ve Fransiz Kiiltiir Merkezi'nin destekleriyle
sergilenmistir / Presented with the support of Fisun and Faruk
Eczacibagl and Institut francais

Cité des Sciences et de I'Industrie, Paris

Bilim ve End(istri Miizesi, Paris)
1986; Baskili kagit tizerine kara kalem / Pencil on printed
paper; 29 x21cm

Chaumont-sur-Loire
1994; Baskili kagit tizerine kara kalem / Pencil on printed
paper; 21x29 cm

Fondation Cartier, Paris (Cartier Vakfi. Paris)
1998; Kagit tizerine miirekkep / Ink on paper; 21x 29 cm

Il Palazetto, Cannes
2001; Kagit tizerine miirekkep ve renkli kegeli kalem / Ink and
coloured felt-tip pen on paper; 21x 29 cm

Pershing Hall Hotel, Paris (Pershing Hall Oteli, Paris)

One Central Park, Sydney (One Central Park. Sidney.
2012; Kagit izerine miirekkep ve renkli kursun kalem / Ink
and coloured pencil on paper; 29 x 21 cm

Miami Museum (Miami Muzesi)
2013 ; Kagt izerine miirekkep ve renkli kegeli kalem / Ink
and coloured felt-tip pen on paper ; 21 x 29 cm

Le Nouvel, Kuala Lumpur
2015; Kagit tizerine miirekkep ve renkli kursun kalem / Ink
and coloured pencil on paper; 29 x 21 cm

Le Nouvel, Kuala Lumpur
2015 ; Kagit tizerine miirekkep ve renkli kursun kalem / Ink
and coloured pencil on paper; 29 x 21 cm

Rain Forest Chandelier, Bangkok

(Yadmur Ormani Avizesi, Bangkok)

2015; Kagit tizerine miirekkep ve renkli kursun kalem / Ink
and coloured pencil on paper; 29 x 21 cm

Rain Forest Chandelier, Bangkok

(Yadmur Ormani Avizesi, Bangkok)
2015; Kagit iizerine miirekkep / Ink on paper; 21x 29 cm

[Istanbul Modern]

Karl Blossfeldt

Aspidium Filix Mas (Erkek Edreltiotu / Male Shield Fern)

2001; Kagit tizerine miirekkep / Ink on paper; 42 x 29 cm

Quai Branly Museum, Paris (Quai Branly Miizesi, Paris.
2004; Baskil kagit tizerine miirekkep / Ink on printed paper;
21x29cm

Icon Hotel, Hong Kong (Icon Otel. Hong Kong)
2011; Kagit tizerine miirekkep / Ink on paper; 21x 29 cm

CapitaLand, Singapore (Capitaland, Singapur,
2011; Kagit tizerine miirekkep / Ink on paper; 21x 29 cm

Muharraq Green Gate, Bahrain
‘Muharraq Yesil Gegit, Bahreyn,
2011; Kagit tizerine miirekkep / Ink on paper; 21x29 cm

Juvia, M
2011; Kagit tizerine miirekkep / Ink on paper; 21x29 cm

Drew School, San Francisco
2010; Kagit tizerine mrekkep / Ink on paper; 21x 29 cm

Café Banka, Bratislava
2010; Kagit tizerine miirekkep / Ink on paper; 21x 29 cm

Cryptocoryne
2010; Kagit izerine mirekkep / Ink on paper; 29 x 21 cm

Yes Hotel, Athens (Yes Oteli, Atina,
2010; Kagit tizerine mrekkep / Ink on paper; 29 x 21 cm

Art House Istanbul, Istanbul
2007; Kagit tizerine miirekkep / Ink on paper; 29 x 21 cm

Villa Marzook, Kuwait (Villa Marzook, Kuveyt,
2010; Kagit tizerine miirekkep (2 parca) / Ink on paper
(2 elements); 29 x 21 cm (her biri / each)

1928; Fotograviir / Photogravure; 31 x 24 cm; Carolyn Christov-
Bakargiev Koleksiyonu / Collection Carolyn Christov-Bakargiev.

Convolvulus Sepium, Campanula Medium, Convolvulus
Sepium (Cit Sarmasidi, Kansik Cancicedi, Cit Sarmasidi
Hedge Bindweed. Canterbury Bell. Hedge Bindweed)
1928; Fotograviir / Photogravure; 24 x 31 cm; Carolyn Christov-
Bakargiev Koleksiyonu / Collection Carolyn Christov-Bakargiev.

Cucurbita (Sukabadi / Gourd,
1928; Fotograviir / Photogravure; 31 x 24 cm; Elif Kamigh
Koleksiyonu / Collection of Elif Kamisli

Delphinium (Hezaren / Larkspur)
1928; Fotograviir / Photogravure; 31 x 24 cm; Elif Kamigh
Koleksiyonu / Collection of Elif Kamisli

Symphytum Officinale (Karakafes Otu / Common Comfrey)
1928; Fotograviir / Photogravure; 24 x 31 cm; Carolyn Christov-
Bakargiev Koleksiyonu / Collection Carolyn Christov-Bakargiev.

[Istanbul Modern]

Anna Boghiguian

The Salt Traders (Tuz Ticcarlar

2015; Kumaglar, balmumu, suluboya, guas, ahsap, Cankiri
tuzu, tuzlar, kum, Cesare Pietroiusti'nin sesi, ses / Textiles,
wax, watercolour, gouache, wood, Cankiri salt, salts, sand,
voice of Cesare Pietroiusti, sound ; Degisken boyutlar /
Dimensions variable ; Sanatcinin ve Sfeir-Semler Gallery’nin
izinleriyle / Courtesy the artist and Sfeir-Semmler Gallery, Beirut
and Hamburg ; Dilijan Art Initiative & IDeA Vakfi ve Dena
Foundation for Contemporary Art’tan Giuliana ve Tommaso
Setari’'nin destekleriyle tretilmistir / Produced with the
support of Dilijan Art Initiative & IDeA Foundation and Giuliana
and Tommaso Setari, Dena Foundation for Contemporary Art.

[Galata Ozel Rum ilkégretim Okulu /
Galata Greek Primary School]

Son Kistm / End Matter

Georges Boustany

Meeting Paul Guiragossian

(Paul Guiragossian ile Tanisma.

2013 ; Video, ses / Video, sound ; 14:37 dk / min.; Paul
Guiragossian Foundation'in izniyle / Courtesy Paul
Guiragossian Foundation.

[Istanbul Modern]

Kristina Buch

Such prophecies we write on banana skins. (triangulation
of criminal grace). (Muz kabuklar (izerine yazdidimiz
cinsten kehdnetler. (kriminal zarafetin nirengi noktas))

2015;; ki kanall HD video, ses / Two-channel HD video
installation, sound ; 2:35 dk / min. ; Sanatginin izniyle / Courtesy
the artist; Ministerium fiir Familie, Kinder, Jugend, Kultur und
Sport des Landes Nordrhein-Westfalen, Outset Contemporary
Art Fund, Kunststiftung Nrw, Dilijan Art Initiative & IDeA
Foundation, Institut fiir Auslandsbeziehungen, Agah Ugur ve
Brigitte ve Arend Oetker‘in destekleriyle tretilmistir / Produced
with the generous support of Ministerium fiir Familie, Kinder,
Jugend, Kultur und Sport des Landes Nordrhein-Westfalen, Outset
Contemporary Art Fund, Kunststiftung Nrw, Dilijan Art Initiative &
IDeA Foundation, Institut fiir Auslandsbeziehungen, Agah Ugur ve
Brigitte and Arend Oetker .

[Garaj / Garage]

Hera Biiyiiktasciyan

From the Island of the Day Before (Onceki Giiniin
Adasindan)

2015; Defterler (668 parca) / Notebooks (668 elements); 70 x 210
x yaklasik 100-120 cm /70 x 210 x ¢. 100-120 cm; Sanatginin ve
RAMPA istanbul'un izinleriyle / Courtesy the artist and RAMPA
Istanbul; SAHA — Cagdas Sanati Destekleme Girisimi ve Dilijan
ArtInitiative & IDeA Foundation'in destekleriyle Gretilmistir /
Produced with the support of SAHA — Supporting Contemporary
Art from Turkey and Dilijan Art Initiative & IDeA Foundation

[Galata Ozel Rum ilkégretim Okulu /
Galata Greek Primary School]

Janet Cardiff ve/and
George Bures Miller

Sad Waltz and the Dancer Who Couldn't Dance
(Hlzdnlii Vals ve Dans Edemeyen Dansci)
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Carolyn Christov-Bakargiev
ve/and Heather Harmon

Crystals Excavated Near Robert Smithson's Spiral Jetty

(Robert Smithson'un Sarmal Dalgakiran'i Yakinlanindan
Ikarilan Kaya Tuzu Kristalleri)

Ocak 2015 / January 2015; Tuz kristalleri / Salt crystals;

Degisik boyutlar / Variable dimensions; Carolyn Christov-

Bakargiev ve Heather Harmon'un izinleriyle / Courtesy

Carolyn Christov-Bakargiev and Heather Harmon.

[Istanbul Modern]

Cansu Cakar

100°

2015; Kagit izerine suluboya ve altin, kadinlarla siisleme
sanati atolyesi / Watercolour and gold on paper, women’s
atelier of illumination; Degisken boyutlar / Dimensions
variable; Sanatcinin izniyle / Courtesy the artist; Z. Yildirim ve
SAHA - Cagdas Sanati Destekleme Girisimi'nin destekleriyle
gergeklestirilmistir / Produced with the support of Z. Yildinm
and SAHA — Supporting Contemporary Art from Turkey.

Himenoplastik Panorama (Hymenoplastyc Panorama)
2015; Kagrt tizerine suluboya, miirekkep ve altin / Watercolour,
ink and gold on paper ; 50 x 700 cm; Sanatginin izniyle / Courtesy
the artist; Z. Yildinm ve SAHA — Cagdas Sanati Destekleme
Girisimi’nin destekleriyle retilmistir / Produced with the support
of Z. Yildinm and SAHA — Supporting Contemporary Art from Turkey.

[FLO (Anadolu Pasaji ) / FLO (Anatolian Passage)]

Ash Cavusoglu

Red/Red (Kirmizi/Kirmizi)

2015; Eskitilmis kagitlar ve eskitilmis el yapimi defterler tizerine
Ermeni ve Turk kirmizisi / Armenian and Turkish red on wom-out
papers and worn-out handmade notebooks; Degisik boyutlar

/ Variable dimensions; Sanatginin izniyle / Courtesy the artist;
Mathaf: Arab Museum Of Modern Art (Qatar Museums) ve
SAHA - Cagdas Sanati Destekleme Girisimi'nin destekleriyle
Gretilmistir /Produced with the support of Mathaf: Arab Museum
Of Modern Art (Qatar Museums) and SAHA - Supporting
Contemporary Art from Turkey.

[Istanbul Modern]

Raimondo Tommaso D'Aronco

Sera Proje Onerisi (Greenhouse Proposal).

2015; Kuklalar, robotik, ses ve karisik teknik / Marionettes,
robotics, audio and mixed media ; 140 x 70 x 160 cm;
Sanatgilarin ve Luhring Augustine Gallery'nin izinleriyle /
Courtesy the artists and Luhring Augustine Gallery, New York;
Fiisun ve Faruk Eczacibasr’nin destekleriyle Gretilmistir /
Produced with the support of Fiisun and Faruk Eczacibas!.

[Vault Karakdy the House Hotel]

Taner Ceylan

Giuseppe Pellizza da Volpedo Portrait

(Giuseppe Pellizza da Volpedo Portresi,

2015; Tuval iizerine yagliboya / Oil on canvas; 30 x 22 cm;
Sanatcinin ve Paul Kasmin Gallery'nin izinleriyle / Courtesy the
artist and Paul Kasmin Gallery.

[Istanbul Modern]

yaklasik 1898 / c. 1898; Mavi baski / Ciano print; 23.5 x 93 cm;
Biike Uras Koleksiyonu / Collection Biike Uras.

[Istanbul Modern]

Charles Darwin

On the Various Contrivances by Which British and Foreign
Orchids Are Fertilised by Insects: and on the Good
Effects of Intercrossing (Britanya Orkidelerinin ve Yabanci
Orkidelerin Béceklerce Déllenmelerindeki Tiirlii Secenekler
Hakkinda: ve Capraz Déllenmenin lyi Etkileri Hakkinda)

1862; Kitap / Book; 24 x 13.5 x 3.7 cm; John Murray, Albemarle
Street, London tarafindan basilmistir / Published by John Murray,
Albemarle Street, London; California Polytechnic State University
Koleksiyonu / Collection California Polytechnic State University.

[Istanbul Modern]
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Tacita Dean

G

2013 - 14; 35mm film; 26:30 dk / min. ; Sanatginin ve Marian
Goodman Gallery'nin izinleriyle / Courtesy the artist and Marian
Goodman Gallery, New York; Marian Goodman; Gallery’nin
destegiyle sergilenmistir / Presented with the support of Marian
Goodman Gallery, New York.

Sait (A collection) (Tuz (Bir koleksiyon,

2013-2014; Tuzlanmis bir top, iki adet bulunmus kartpostal,
guas / 1salinated ball, 2 found postcards, gouache; Tuz IV,
Guérande: 8.9 x 14.1 cm (gergevesiz olarak)

Salt IV, Guérande: 8.9 x 14.1 cm (unframed); Tuz Ill, Bonneville:
8.9 x13.9 cm (gercevesiz olarak), 30.4 x 35.5 x 3.8 cm
(cercevelenmis olarak)

Salt lil, Bonneville: 8.9 x13.9 cm (unframed); 30.4 x 35.5x 3.8
cm (framed) Kristal Tuz Top Il 8.3 x 8.3 x 8.3 cm / Salt Crystal
Balllll: 8.3 x 8.3 x 8.3 cm; Sanatginin ve Marian Goodman
Gallery'nin izinleriyle / Courtesy the artist and Marian Goodman
Gallery, New York; Marian Goodman Gallery'nin destegiyle
sergilenmistir / Presented with the support of Marian Goodman
Gallery, New York.

[Istanbul Modern]

Elmas Deniz

Panoramanin Altinda (Under the Panorama)

2012; Baski, kum ve naylon poset / Print, sand and plastic bag;
40 x 82 cm; Sanatginin ve Pilot Galeri 'nin izinleriyle / Courtesy
the artist and Pilot Gallery.

[Istanbul Modern]

. Eliot

The Complete Poems and Plays 1909-1950

(Tum Siirleri ve Oyunlarn 1909 — 1950)

1971; Kitap / Book; Harcourt Brace & World Inc, New York
tarafindan yayinlanmistir / Published by Harcourt Brace &
World Inc, New York; Christine Taylor Patten Koleksiyonu /
Collection Christine Taylor Patter.

[ARTER]

Cevdet Erek

Bir Ritim Mekéni - Otopark

(A Room of Rhythms — Otopark)

2015; Karigik teknik ve ek mimari bilesenler / Mixed media
and additional architectural elements; Sanatginin izniyle

/ Courtesy the artist; SAHA — Cagdas Sanati Destekleme
Girisimi'nin destekleriyle ve istanbul Teknik Universitesi
MIAM (Mzik ileri Arastirmalari Merkezi ) ve TMDK (Tiirk

EsraErsen

Olasi Bir Ge¢mis: Kimi Biyidiyla Oynar, Kimi Kollarini
Kavusturur Dil 1 (A Possible History I: When
Thinking Some Play with the Mustache. Others Cross Arms)
2013; Video, ses / Video, sound; 31:09 dk / min.; Sanatginin
izniyle / Courtesy the artist; Zentrum Moderne Orient ve
SALT'In destekleriyle tretilmistir / Produced with the support
of Zentrum Moderne Orient and SALT.

Olasi Bir Ge¢mis: Kahramanlar Bizden, Biblolar Cin'den
(A Possible History Il: Turkish Heroes, Chinese Knick-knacks)
2015; Video, ses; TBC; Sanat¢inin izniyle / Courtesy the artist;
SAHA - Cagdas Sanati Destekleme Girisimi'nin destegiyle
retilmistir / Produced with the support of SAHA — Supporting
Contemporary Art from Turkey.

[Ozel italyan Lisesi / The Italian High School]

Bracha L. Ettinger

Eurydice, The Graces, Demeter

(Eurydike, Kharitler, Demeter)

2006-2012; Tuval iizerine yagliboya / Oil on canvas; 50 x 41 cm;
Sanatcinin izniyle / Courtesy the artist; Braverman Gallery ve
Artis’in destegiyle sergilenmistir / Presented with the support
of Braverman Gallery, Tel-Aviv and Artis.

Eurydice, The Graces, Medusa

(Eurydike, Kharitler, Medusa)

2006-2012; Tuval iizerine yagliboya / Oil on canvas; 50 x 43.5
cm; Sanatginin izniyle / Courtesy the artist; Braverman Gallery
ve Artis'in destegiyle sergilenmistir / Presented with the
support of Braverman Gallery, Tel-Aviv and Artis.

Eurydice The Graces, Persephone

(Eurydike, Kharitler, Persephone)

2006-2012; Tuval iizerine yagliboya / Oil on canvas; 50 x 43.5
cm; Sanatginin izniyle / Courtesy the artist; Braverman Gallery
ve Artis'in destegiyle sergilenmistir / Presented with the
support of Braverman Gallery, Tel-Aviv and Artis.

No Title Yet, no.1 (St. John the Baptist)

(Hentiz Basliksiz, no.1 (Vaftizci Yahya,

2003-2009; Tuval iizerine yagliboya / Oil on canvas; 29 x 54 cm;
Sanatcinin izniyle / Courtesy the artist; Braverman Gallery ve
Artis’in destegiyle sergilenmistir / Presented with the support
of Braverman Gallery, Tel-Aviv and Artis.

No Title Yet, no.2 (St. Anne)

(Heniz Basliksiz. no.2 (Aziz Anne,

2003-2009; Tuval iizerine yagliboya / Oil on canvas; 29 x 54 cm;
Sanatcinin izniyle / Courtesy the artist; Braverman Gallery ve
Artis’in destegiyle sergilenmistir / Presented with the support
of Braverman Gallery, Tel-Aviv and Artis.

No Title Yet, no.3 (Eurydice-St. Anne)

Musikisi Devlet Konservatuari)'nin is birligiyle u
/ Produced with the support of SAHA — Supporting
Contemporary Art from Turkey and collaboration of Istanbul
Technical University MIAM (Center for Advanced Studies in
Music) and TMDK (Turkish Music State Conservatory).

[Garaj / Garage]

(Hentiz Basliksiz. no.3 (Eurydike-Aziz Anne))

2003-2009; Tuval iizerine yagliboya / Oil on canvas; 29 x 54 cm;
Sanatcinin izniyle / Courtesy the artist; Braverman Gallery ve
Artis’in destegiyle sergilenmistir / Presented with the support
of Braverman Gallery, Tel-Aviv and Artis.

Medusa and Owl (Medusa ve Baykus)

2012; Tuval tizerine yagliboya / Oil on canvas; 20 x 30 cm;
Sanatcinin izniyle / Courtesy the artist; Braverman Gallery ve
Artis’in destegiyle sergilenmistir / Presented with the support
of Braverman Gallery, Tel-Aviv and Artis.

Son Kistm / End Matter

Medusa

2012; Tuval lizerine yagliboya / Oil on canvas; 20 x 25 cm;
Sanatcinin izniyle / Courtesy the artist; Braverman Gallery ve
Artis’in destegiyle sergilenmistir / Presented with the support
of Braverman Gallery, Tel-Aviv and Artis.

Eurydice Nu Descendrait, no.1 (Ciplak Merdivenlerden
Inecek / Naked Will Descend the Staircase).

2006-12; Tuval tizerine yapistinimis kagit tizerine yagl boya /
Oil on paper mounted on canvas; 23.5 x 23.5 cm;
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Notebooks (Defterler,

1984-2015; Cini mrekkepli, kursun kalem ve farkli kalemlerle
cizilmis defterler (76 parga) / Notebooks with Indian ink, wash,
different pens, pencil (76 elements); Dedisik boyutlar / Variable
dimensions; Sanatginin izniyle / Courtesy the artist; Braverman
Gallery ve Artis'in destegiyle sergilenmistir / Presented with
the support of Braverman Gallery, Tel-Aviv and Artis.

And My Heart, Wound-space Within Me
(Ve Kalbim, Icimdeki Yara Yeri)

izniyle / Courtesy the artist; Braverman Gallery ve Artis’in
destegiyle sergilenmistir / Presented with the support of
Braverman Gallery, Tel-Aviv and Artis.

Ophelia, Medusa. no.1

2006-13; Tuval tizerine yapistinimis kagit tizerine yagl boya /
Oil on paper mounted on canvas; 28 x 24.5 cm; Sanatginin
izniyle / Courtesy the artist; Braverman Gallery ve Artis’in
destegiyle sergilenmistir / Presented with the support of
Braverman Gallery, Tel-Aviv and Artis.

Halala no.10

1993; Kagit tizerine yagl boya ve fotokopi tozu / Oil and
photocopic dust on paper; 22 x 20 ¢cm; Sanat¢inin izniyle /
Courtesy the artist ; Braverman Gallery ve Artis'in destegiyle
sergilenmistir / Presented with the support of Braverman Gallery,
Tel-Avivand Artis.

Eurydice no.10 (Eurydike no.10)

1994-96; Tuval lizerine yapistiriimis kagit iizerine yagl boya,
fotokopi tozlu elektrostatik baski, pigment ve killer / Oil,
xerography with photocopic dust, pigment, and ashes on

paper mounted on canvas; 28.1 x 27.8 cm; Sanatginin izniyle /
Courtesy the artist; Braverman Gallery ve Artis’in destegiyle
sergilenmistir / Presented with the support of Braverman Gallery,
Tel-Avivand Artis.

Mamalangue no.5

2001; Tuval tizerine yapistinimis kagit tizerine yagl boya ve
elektrostatik baski / Oil and xerography on paper mounted on
canvas; 27 x 23.8 cm; Sanatginin izniyle / Courtesy the artist;
Braverman Gallery ve Artis'in destegiyle sergilenmistir /
Presented with the support of Braverman Gallery, Tel-Aviv and Artis.

Eurydice no.2 (Eurydike no.2)

1992-94; Tuval lizerine yapistinimis kagit tizerine yagl boya,
fotokopi tozlu elektrostatik baski, pigment ve killer / Oil,
xerography with photocopic dust, pigment, and ashes on paper
mounted on canvas; 38.3x23.1 cm; Sanatcinin izniyle / Courtesy
the artist; Braverman Gallery ve Artis'in destegiyle sergilenmistir /
Presented with the support of Braverman Gallery, Tel-Aviv and Artis.

Eurydice n.37 (Eurydike no.
2001; Tuval izerine yapistirimis kagit tizerine yagh boya, fotokopi
tozlu elektrostatik baski, pigment ve kiiller / Oil, xerography with
photocopic dust, pigment, and ashes on paper mounted on canvas;
28.3x21.4 cm; Sanatgininizniyle / Courtesy the artist; Braverman
Gallery ve Artis'in destegiyle sergilenmistir / Presented with the
support of Braverman Gallery, Tel-Aviv and Artis.

Father Don't You See (no.3)

(Baba. Gérmiiyor musun? (n.3))

2015; Manastir masas, kitaplar, defterler, kasik, sac fircasl,
sag tokasl / Installation with monastery table, books, notebooks,
spoon, brush, hair clip; Masa: 75 x 180 x 75 cm / Table: 75 x
18075 cm; Sanatginin izniyle / Courtesy the artist; Braverman
Gallery ve Artis'in destegiyle sergilenmistir / Presented with
the support of Braverman Gallery, Tel-Aviv and Artis.

2015; Ses kaydi / Audio recording; 77:44 min.; Sanatginin
izniyle / Courtesy the artist; Braverman Gallery ve Artis’in
destediyle sergilenmistir / Presented with the support of
Braverman Gallery, Tel-Aviv and Artis.

[ARTER]

Bedri Rahmi Eyiiboglu
Isimsiz (Untitled
1972; Kumas lizerine yagl boya / Oil on fabric ; 32 x 82 cm;
Fiisun Onur Koleksiyonu / Collection Fiisun Onur.

[Istanbul Modern]

Karl von Frisch

Bees: Their Vision, Chemical Senses, and Language
(Revised Edition) (Anlar: Gérmeleri, Kimyasal Duyulari ve
Lisanlar (Yenilenmis Baski))

1950; Kitap / Book; Cornell University Press, Ithaca and
London tarafindan yayinlanmistir / Published by Cornell
University Press, Ithaca and London; 20.5 x 14 x 1.7 cm;

Carolyn Christov-Bakargiev Koleksiyonu / Collection Carolyn
Christov-Bakargiev

[Istanbul Modern]

Edgar Cleijne ve/and
Ellen Gallagher

Drowned Forest (Batik Orman)

2015; 16mm film, sound; 8 dk / min.; Sanatgilar, Hauser & Wirth
Gallery ve Gagosian Gallery 'nin izinleriyle / Courtesy the
artists, Hauser & Wirth Gallery and Gagosian Gallery; Hauser

& Wirth Gallery’nin destegiyle tretilmis ve Mondriaan
Fund’in destegiyle sergilenmistir / Produced with the support
of Hauser & Wirth Gallery and presented with the support of
Mondriaan Fund

Drowned Forest / Storyboards

(Batik Orman / Senaryo Taslaklari)

2014-15; Kanisik teknik, gizim, fotogravir, karbon baski,
miirekkep baski / Mixed media, drawing, photo gravure, carbon
print, inkjet print; 100 x 200 x 100 cm; Sanatgilar, Hauser &

Wirth Gallery ve Gagosian Gallery'nin izinleriyle / Courtesy the
artists, Hauser & Wirth Gallery and Gagosian Gallery; Hauser &
Wirth Gallery'nin destegiyle tretilmis ve Mondriaan Fund'in
destegiyle sergilenmistir / Produced with the support of Hauser
& Wirth Gallery and presented with the support of Mondriaan Fund

[Istanbul Modern]
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Ellen Gallagher

Untitled (Doll's Eyes) (Isimsiz (Tas Bebek Gozleri

1992; Tuval tizerine yagliboya, kara kalem ve kagit / Oil,
pencil and paper on canvas; 152.4 x 91.4 cm; Sanatgi, Hauser
& Wirth Gallery ve Gagosian Gallery 'nin izinleriyle / Courtesy
the artist, Hauser & Wirth Gallery and Gagosian Gallery;
Mondriaan Fund ve Hauser & Wirth Gallery 'nin destekleriyle
sergilenmistir / Presented with the support of Mondriaan Fund
and Hauser & Wirth Gallery.

Kapless Wonder ("Kap'siz Harika)

2015; Tuval tizerine yagliboya, kara kalem ve kagit / Enamel,
rubber, ink and paper on canvas; 238 x 307 cm; Sanatcl, Hauser

& Wirth Gallery ve Gagosian Gallery nin izinleriyle / Courtesy
the artist, Hauser & Wirth Gallery and Gagosian Gallery; Hauser

& Wirth Gallery'nin destegiyle tretilmis ve Mondriaan Fund'in
destegiyle sergilenmistir / Produced with the support of Hauser
& Wirth Gallery and presented with the support of Mondriaan Fund

Phantasie (Fantez

2015; Tuval tizerine yagliboya, kara kalem ve kagit / Enamel,
rubber, ink and paper on canvas; 239 x 307 cm; Sanatgl, Hauser

& Wirth Gallery ve Gagosian Gallery 'nin izinleriyle / Courtesy
the artist, Hauser & Wirth Gallery and Gagosian Gallery; Hauser

& Wirth Gallery'nin destediyle tiretilmis ve Mondriaan Fund'in
destegiyle sergilenmistir / Produced with the support of Hauser
& Wirth Gallery and presented with the support of Mondriaan Fund

[Istanbul Modern]

Emile Gallé

Sanatsal Incelen Bir Forma Sahip ve Kaide Uzerinde Yer
Alan Vazo (Artistic Tapered Vase Atop Pedestal)

Yaklagik 1903-04/ c. 1903-04; Asitle kazinmig ve disk-bicakla
oyulmus bej-kahverengi ve soluk yesil cam, bronz kaide /
Acid-etched and wheel-graved beige brown and pale green
cameo glass, bronze base; 31.5 cm; Arkas Sanat Merkezi
Koleksiyonu / Collection Arkas Art Center; Arkas Sanat
Merkezi'nin destegiyle sergilenmistir / Presented with the
support of Arkas Art Center.

Korkuluk Seklinde Vazo (Baluster-Shaped Vase)
1895-1900; Yesil fon tizerinde kaplanmis parlak gok mavisi
cam, asitle agindinimis gece kelebedi desenleri / Sky blue glass
overlaid on a green background, acid-etched cameo decoration
of moths; 24.5 cm; Arkas Sanat Merkezi Koleksiyonu /
Collection Arkas Art Center; Arkas Sanat Merkezi'nin destegiyle
sergilenmistir / Presented with the support of Arkas Art Center.

Vazo (Vase)

Yaklagik 1895 / c. 1895; Kapli cam, asit ile oyulmus dekoratif
unsurlar, parlatilmis yiizey / Overlaid glass, acid-etched
decoration with interspersed powder, polished surface; 29.8 cm;
Arkas Sanat Merkezi Koleksiyonu / Collection Arkas Art Center;
Arkas Sanat Merkezi'nin destediyle sergilenmistir / Presented
with the support of Arkas Art Center.

‘Peygamber Devesi ve Kinkanath Bécek’ Vazo

(Praying Mantis and Beetle Vase)

1887; Sert ok renkli yapilmis i,
kinkanatli bocek ve yaprak motifieriyle stislenmis, transparan
cam, tabani altin ile stislenmig / Transparent glass, relief of
praying mantis, beetle and foliage in polychrom hard enamels,
painted in gold under the base; 23.3 cm, 12 cm; Arkas Sanat
Merkezi Koleksiyonu / Collection Arkas Art Center; Arkas Sanat
Merkezi'nin destegiyle sergilenmistir / Presented with the
support of Arkas Art Center.

Denizyildizi ve Yengeg Tabak (Starfish and Crab Charger)
Yaklasik 1900 / . 1900; Yanarddner, tizerine ekleme yapiimis
ve asitle oyulmus cam, ‘Galle’ imzali / Opalescent , overlaid

and acid-etched glass, cameo ‘Gall€’; 38.1 cm; Arkas Sanat
Merkezi Koleksiyonu / Collection Arkas Art Center; Arkas Sanat
Merkezi'nin destediyle sergilenmistir / Presented with the
support of Arkas Art Center.

Vazo (Vase,

Yaklagik 1922 / . 1922; Ciftsarmasigi deseniyle sar, kirmizi ve
mavi renklerde kazinmis, kesilmis ve cilalanmis cam / Etched,
cut and polished honey yellow, pale red and blue glass; 13.6 cm;
Arkas Sanat Merkezi Koleksiyonu / Collection Arkas Art Center;
Arkas Sanat Merkezi'nin destegiyle sergilenmistir / Presented
with the support of Arkas Art Center.

Lale Vazo (Tulip Vase,

Yaklasik 1900/ c. 1900; Kapl cam, opak yesil fon tizerinde asitle
asindinlmis kahverengi vernikiiler desenler / Overlaid glass

with acid-etched decoration of brown vermiculars on an opaque
green background; 20 cm; Arkas Sanat Merkezi Koleksiyonu /
Collection Arkas Art Center; Arkas Sanat Merkezi'nin destegiyle
sergilenmistir / Presented with the support of Arkas Art Center.

Vazo (Vase,

Yaklasik 1910/ c. 1910; Ekleme ve asitle kazima yontemiyle
islenmis cam / Overlaid and acid-etched glass; 47 cm; Arkas
Sanat Merkezi Koleksiyonu / Collection Arkas Art Center; Arkas
Sanat Merkezi'nin destegiyle sergilenmistir / Presented with
the support of Arkas Art Center.

[Istanbul Modern]

Fernando Gareia-Dory

INLAND Tiirkiye Extension Agency (INLAND Tiirkiye
Genisleme Ajans,
2015; heykel, para-k ve alani/

Social sculpture, para-institution and propaganda space; Degisken
boyutlar / Dimensions variable; Metin Yegin ve KoopUlarca,
Giiher Glircan, Alternative Uretim, Tangér Tan ve Emin Ozsoy'un
katkilanyla / In collaboration with Metin Yegin and KoopUlarca,
Gtiher Grcan, Alternative Uretim, Tangor Tan, Emin Ozsoy amongst
other; Accion Cultural Espafola’nin destegiyle tretilmistir tir /
Produced with the support of Accion Cultural Espafiola.

[Cezayir]

Theaster Gates

Three or Four Shades Of Blues

(Blues'un Ug Veya Dért Tonu

2015; 17. yiizyil iznik tabag, tekerlekler, kamalama masalari, kil,
tek kanalli video, Atlantic Records plaklar, pikap / 17th-century
Iznik plate, wheels, wedging tables, clay, 1-channel video, sound,
Atlantic Records LPs, turntable; Degisken boyutlar / Dimensions
variable; Sanatginin ve White Cube Gallery 'nin izinleriyle /
Courtesy the artist and White Cube Gallery, London; Laura

Rapp ve Jay Smith, White Cube Gallery, London'in destegiyle
uretilmistir / Produced with the support of Laura Rapp and Jay
Smith, White Cube Gallery, London.

[Diikkan / Store]

Son Kistm / End Matter

Liam Gillick

Hydrodynamica Applied (Uygulamali Hidrodinamika
2015; Duvar lizerine Bernoullie denklemi / Bernoullie Equation
painting on wall; 4.2 x 63 m; Sanatginin ve Esther Shipper
Gallery, Berlin'in izinleriyle / Courtesy the artist and Esther
Shipper Gallery, Berlin; istanbul Modern Sanat Miizesi'nin
destegiyle tretilmistir / Produced with the support of the
Istanbul Modern Art Museum.

[Istanbul Modern]

Arshile Gorky
Act of Creation (Yaratma Eylemi)

1947; Kagit tizerine grafit ve balmumu kalem / Graphite and

wax pencil on paper; 52.7 x 70.3 cm; CAM-Calouste Gulbenkian
Koleksiyonu / Collection CAM-Fundacao Calouste Gulbenkian;
Dilijan Art Initiative & IDeA Foundation'in
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La Faim (Aclik / Hunger)

1954; Tuval tizerine yagliboya / Oil on canvas; 50 x 40 cm;
Paul ian F fon K i 1/ Collection
Paul Guiragossian Foundation; Dilijan Art Initiative & IDeA
Foundation'in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundation.

La Visite (Ziyaret / The Visit)

1965; Tuval lizerine yagliboya / Oil on canvas; 95 x 70 cm;
Paul ian F fon K i 1/ Collection
Paul Guiragossian Foundation; Dilijan Art Initiative & IDeA
Foundation'in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundation.

Maternité (Annelik / Maternity.

1975; Tuval tizerine yagliboya / Oil on canvas; 100 x 75

cm; KA Modern & Contemporary Art Collection, Libnan
Koleksiyonu / Collection KA Modern & Contemporary Art
Collection, Lebanon; Dilijan Art Initiative & IDeA Foundation'in

sergilenmistir / Presented with the support of Dilijan Art Initiative
& IDeA Foundation.

Vale of the Armenians (Ermeniler'in Diyari,

1944; Kagit tzerine grafit ve balmumu kalem / Graphite and
wax pencil on paper; 56 x 76.2 cm; CAM-Fundagéo Calouste
Gulbenkian Koleksiyonu / Collection CAM-Fundacao Calouste
Gulbenkian; Dilijan Art Initiative & IDeA Foundation'in
destekleriyle sergilenmistir / Presented with the support of
Dilijan Art Initiative & IDeA Foundation.

[Masumiyet Miizesi / Museum of Innocence]

Paul Guiragossian

Composition (Kompozisyon / Composition.

1987; Tuval lizerine yagliboya / Oil on canvas; 130 x 97 cm;
Paul Gui ian Foundation iyonu / Collection
Paul Guiragossian Foundation; Dilijan Art Initiative & IDeA
Foundation'in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundation.

Départ (Gidis / Departure.

1957; Tuval tizerine yaghboya / Oil on canvas; 100 x 70

cm; The Mokbel Art Collection Koleksiyonu / Collection
The Mokbel Art Collection; Dilijan Art Initiative & IDeA
Foundation’'in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundation.

Group (Grup / Grou

1960; Tuval iizerine yagliboya / Oil on canvas; 90 x 70

cm; KA Modern & Contemporary Art Collection, Libnan
Koleksiyonu / Collection KA Modern & Contemporary

Art Collection, Lebanon; Dilijan Art Initiative & IDeA
Foundation’in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundation.

Hiver (Kis / Winter,

1991; Tuval tizerine yagliboya / Oil on canvas; 130 x 190 cm;
Paul Gui ian Foundation iyonu / Collection
Paul Guiragossian Foundation; Dilijan Art Initiative & IDeA
Foundation'in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundation.

LAmour (Ask / Love)

1970; Tuval tizerine yagliboya / Oil on canvas; 100 x 80 cm;
Paul Gui ian Foundation iyonu / Collection
Paul Guiragossian Foundation; Dilijan Art Initiative & IDeA
Foundation'in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundatio.

istir / Presented with the support of Dilijan
Artlnitiative & IDeA Foundation.

Self Portrait (Otoportre)

1948; Tuval tizerine yagliboya / Oil on canvas; 33.5 x 31 cm;
Paul ian F fon K i 1/ Collection
Paul Guiragossian Foundation; Dilijan Art Initiative & IDeA
Foundation'in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundation.

Les Trois Etapes De La Vie (Hayatin Evreleri / The Stages
ofLife,

yaklasik 1970 / c. 1970; Tuval lizerine yagliboya / Oil on canvas;
100 x 75 cm; KA Modern & Contemporary Art Collection,
Lubnan Koleksiyonu / Collection KA Modern & Contemporary
Art Collection, Lebanon; Dilijan Art Initiative & IDeA
Foundation'in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundation.

Untitled (Isimsiz)

1962; Tuval iizerine yagliboya / Oil on canvas; 79.5 x 65

cm; KA Modern & Contemporary Art Collection, Liibnan
Koleksiyonu / Collection KA Modern & Contemporary Art
Collection, Lebanon; Dilijan Art Initiative & IDeA Foundation'in
destegiyle sergilenmistir / Presented with the support of Dilijan
Artlnitiative & IDeA Foundation.

Le Passé et Le Present (Gecmis ve Simdiki Zaman [

The Past and the Present |)

1991; Kagit tizerine sulu boya / Watercolour on paper; 22.56 x 65
cm; Paul Guil ian Foundation K i / Collection
Paul Guiragossian Foundation; Dilijan Art Initiative & IDeA
Foundation'in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundation

Le Passé et Le Present Il (Gecmis ve Simdiki Zaman Il
The Past and the Present Il

1991; Kagit tizerine sulu boya / Watercolour on paper; 23 x 65
cm; Paul Guil ian Foundation K i / Collection
Paul Guiragossian Foundation; Dilijan Art Initiative & IDeA
Foundation'in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundation

Vase (Vazo)

1955; Tuval tizerine yagliboya / Oil on canvas; 50 x 35.5 cm; KA
Modern & Contemporary Art Collection, Liibnan Koleksiyonu /
Collection KA Modern & Contemporary Art Collection, Lebanon;
Dilijan Art Initiative & IDeA Foundation'in destegiyle sergilenmistir
/ Presented with the support of Diljan Art Initiative & IDeA Foundation.

[Istanbul Modern]
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Deniz Giil

Tas (El Yazmalari Yanmaz)

(Stone (Manuscripts Don't Burn,

2015; Ihlamur Agaci (2 parga) / Carved linden tree (2 elements);
yaklasik 3 x4 m (her biri) / c. 3x4 m (each); Sanatginin ve
Tansa Mermerci Eksioglu'nin izinleriyle / Courtesy the artist
and Tansa Mermerci Eksioglu; Tansa Mermerci Eksioglu ve
SAHA - Cagdas Sanati Destekleme Girisimi’nin destekleriyle
uretilmistir / Produced with the support of Tansa Mermerci
Eksioglu and SAHA — Supporting Contemporary Art from Turkey

[Eski konut / Former residence]

Irena Haiduk

Seductive Exacting Realism

Bastan Cikarici Zahmet Verici Gercekeilik.
2015; Mimari boyutta bekleme miizigi, bekleme odasi ve 30
dakikalik bir karanlik oda programi / Architectural-scale waiting
music, a waiting room and a 30-minute blind room programme;
Degisken boyutlar, karanlik oda programi sadece deniz sakin
oldugunda saat basi gerceklesir / Dimensions variable, the blind
room programme runs hourly only during calm seas; Sanatginin
ve The Renaissance Society at the University of Chicago'nun
izinleriyle / Courtesy the artist and The Renaissance Society
at the University of Chicago; “Bastan Cikarici Zahmet Verici
Gergekeilik” 14. Istanbul Bienali TUZLU SU: ince Bigimleri
Uzerine Bir Teori ve The Renaissance Society, Chicago'nun
tesvikleriyle gergeklestirilmistir / "Seductive Exacting Realism"
was co-commissioned by the 14th Istanbul Biennial SALTWATER:
ATheory of Thought Forms 2015 and The Renaissance Society,
Chicago; Produced with the support of Chauncey and Marion D.
McCormick Family Foundation.

[Ozel italyan Lisesi / The Italian High School]

Katie Hayne ve /and
Howard Morphy

Song of Saltwater Country (Tuzlu Su Ulkesinin Sarkis
2007; Video, ses / Video, sound; 7 dk / min.; Sanatcilarin
izinleriyle yeniden tretilmistir / Reproduced courtesy the
artists; The Australian Research Council, The Centre for Cross-
Cultural Research of The Research School of Humanities,
The Australian National University, The Australian National
Maritime Museum, NSW Department of Education and
Training ve the Yirrkala Community Education Centre'in
destekleriyle Uretilmistir / Produced with assistance of The
Australian Research Council, The Centre for Cross-Cultural
Research of The Research School of Humanities, The Australian
National University, The Australian National Maritime Museum,
NSW Department of Education and Training and the Yirrkala
Community Education Centre.

[Istanbul Modern]

Pierre Huyghe
Abyssal Plain (Derin Zemin)

2015'ten itibaren / from 2015 onwards; Beton, deniz yasami,
taslar, karisik teknik / Concrete, marine life, rocks, mixed
media; Degisken boyutlar / Dimensions variable; Sanatginin ve
Hauser & Wirth, London’in izinleriyle / Courtesy the artist and
Hauser & Wirth, London; Collezione La Gaia'nin destegiyle
gerceklestirilmistir / Produced with the generous support

of Collezione La Gaia; Pierre Huyghe, Marian Goodman
Gallery, New York; Esther Schipper, Berlin; Hauser & Wirth,

London; and Gallery Chantal Crousel, Paris tarafindan
temsil edilmektedir / Pierre Huyghe is represented by Marian
Goodman Gallery, New York; Esther Schipper, Berlin; Hauser
& Wirth, London; and Gallery Chantal Crousel, Paris.

[Sivriada]

Emre Hiiner

Neochronophobiq

2015; 3 kanalli video, ses / 3-channel video, sound; yaklasik

42 dk / c. 42 min.; Sanatcinin ve Rodeo Gallery'nin izinleriyle /
Courtesy the artist and Rodeo Gallery; Mathaf: Arab Museum Of
Modern Art (Qatar Museums), PLATFORM 0090 ve SAHA —
Cagdas Sanati D Giriimi c dretilmistir /
Produced with the support of Mathaf: Arab Museum Of Modern
Art (Qatar Museums), PLATFORM 0090 and SAHA -Supporting
Contemporary Art from Turkey.

Perpetual Island Infinite Vehicle (Strekli Ada Sonsuz Arag)
2011-15; Heykeller / Sculptures; Degisik boyutlar / Variable
dimensions; Sanatcinin ve Rodeo Gallery'nin izinleriyle /
Courtesy the artist and Rodeo Gallery; Mathaf: Arab Museum Of
Modern Art (Qatar Museums), PLATFORM 0090 ve SAHA —
Cagdas Sanati D Giriimi c dretilmistir /
Produced with the support of Mathaf: Arab Museum Of Modern
Art (Qatar Museums), PLATFORM 0090 and SAHA - Supporting
Contemporary Art from Turkey.

The Shrine of the Post-Hypnotic (Hipnoz Sonrasi Mabedi)
2011-2015; Cizim serisi, kagit tizerine miirekkep / Drawing
series, ink on paper; Degisik boyutlar / Variable dimensions;
Sanatcinin ve Rodeo Gallery’nin izinleriyle / Courtesy the artist
and Rodeo Gallery.

[Galata Ozel Rum ilkogretim Okulu /
Galata Greek Primary School]

Richard Ibghy ve/and
Marilou Lemmens

The Prophets (Peygamberler)

2013'ten itibaren / 2013-ongoing; Ahsap, asetat, sicim, metal
tel, 6rgii / Wood, acetate, thread, metal wire, mesh; 112 x 1733

x 81 cm; Sanatgilarin izinleriyle / Courtesy the artists; Canada
Council for the Arts ve the Conseil des arts et des lettres

du Québec’in destekleriyle ve La Biennale de Montréal’in
isbirligiyle tretilmistir / Produced in collaboration with La
Biennale de Montréal thanks to the support of the Canada Council
for the Arts and the Conseil des arts et des leftres du Québec

[Istanbul Modern]

William Irvine, Dustin Kleckner
ve/and Martin Scheeler

Tying Water in a Knot (Suyu Didimlemek,

2015; Siyah-beyaz video, sessiz / Black-and-white video, no
sound; 02:33 dk (tekrarlayan) / min. in loop; William Irvine,
Dustin Kleckner ve Martin Scheeler'in izinleriyle / Courtesy
William Irvine, Dustin Kleckner and Martin Scheeler.

[Istanbul Modern]

Son Kistm / End Matter

Nikita Kadan
The Shelter (Siginak.

2015; Ahsap, kauguk, metal, doldurulmus hayvanlar, kereviz,
toprak / Wood, rubber, metal, taxidermy, celery, soil; Degisken
boyutlar / Dimensions variable; Sanatginin, Gallery Transit ve
Gallery Campagne Premiére'in izinleriyle / Courtesy the artist,
Gallery Transit and Gallery Campagne Premiére; Dr. Gino Viliani,
Dilyara Allakhverdova ve Elchin Safarov'un destekleriyle
uretilmistir / Produced with the support of Dr. Gino Viliani,
Dilyara Allakhverdova and Elchin Safarov.

[Istanbul Modern]

William Kentridge

Machine (Eh. i¢li Makine)
2015; 5 kanalli video projeksiyon, ses ve karisik teknik /
5-channel video projections, sound and mixed media;
Sanatcinin, Lia Rumma Gallery, Marian Goodman Gallery
ve Goodman Gallery'nin izinleriyle / Courtesy the artist, Lia
Rumma Gallery, Marian Goodman Gallery and Goodman Gallery.

[Hotel Splendid Palas]

Merve Kilicer

Mater.ial

2014-2015; 2 el yapimi masa, 2 el yapimi defter sanatgi kitabi / 2
custom made tables, 2 hand made artist books; Degisik boyutlar
/ Variable dimensions; Sanatginin izniyle / Courtesy the artist;
Ayse Umur ve SAHA - Cagdas Sanati Destekleme Girisimi'nin
destekleriyle Uretilmistir / Produced with the support of Ayse
Umur and SAHA — Supporting Contemporary Art from Turkey.

[Biiyiikada Halk Kiitiiphanesi / Biiyiikada Public Library]

Ufuk Kocabas

Yenikapi 12

3D dijital gizim / 3D digitalized drawing; Ufuk Kocabas'in ve
Istanbul Universitesi Yenikapi Batiklari Projesi'nin izinleriyle /
Courtesy Ufuk Kocabas and Istanbul University Yenikapi
Shipwrecks Project

[Istanbul Modern]

Frans Krajcberg

Floragdo (Ciceklenme / Blossom

1968; Boyanmis ahsap / Painted wood; 100 x 70 cm;
Fernanda Feitosa ve Heitor Martins Koleksiyonu / Collection
Fernanda Feitosa and Heitor Martins; Andrea ve José Olympio
Pereira ve Centro Cultural Brasil-Turquia'nin destekleriyle
sergilenmistir / Presented with the support of Andrea and José
Olympio Pereira and Centro Cultural Brasil-Turquia.

Relevo Ibiza (Ibiza Rélyefi / Ibiza Relief)

1961; Japon kagidi tizerine dogal pigmentler / Natural
pigments on Japanese paper; 94 x 59 cm; Andrea ve José
Olympio Pereira Koleksiyonu / Collection Andrea and José
Olympio Pereira; Andrea ve José Olympio Pereira ve Centro
Cultural Brasil-Turquia’nin destekleriyle sergilenmistir /
Presented with the support of Andrea and José Olympio Pereira
and Centro Cultural Brasil-Turquia.

Relevo Ibiza (Ibiza Rélyefi/ Ibiza Relief)
1960s; Japon kagidi tizerine dogal pigmentler / Natural

pigments on Japanese paper; 104 x 79 cm; Andrea ve José
Olympio Pereira Koleksiyonu / Collection Andrea and José
Olympio Pereira; Andrea ve José Olympio Pereira ve Centro
Cultural Brasil-Turquia’nin destekleriyle sergilenmistir /
Presented with the support of Andrea and José Olympio Pereira
and Centro Cultural Brasil-Turquia.

[Istanbul Modern]

Jacques Lacan

INVOLUTION DU TREFLE (YONCANIN KIVRILMASI
INVOLUTION OF THE CLOVER)

1978; Mavi miirekkep ve kirmizi kegeli kalem, kursun kalem /
Blue ink and red felt-tip pen, pencil; 26.9 x 21 cm; n.1 AC; Jean-
Michel Vappereau'nun izniyle / Fond J.M. Vappereau

INVOLUTION DU TREFLE (YONCANIN KIVRILMASI
INVOLUTION OF THE CLOVER)

1978; Mavi ve kirmizi keceli kalem / Blue and red felt-tip pen;
26.9 x 21 cm; n.2 AC; Jean-Michel Vappereau'nun izniyle /
Fond J.M. Vappereau

DROITE INFINIE (DOGRU / INFINITE LINE)
1976; Mavi miirekkep / Blue ink; 26.6 x 21 cm; n.4 AC; Jean-
Michel Vappereau'nun izniyle / Fond J.M. Vappereau

QUATRE RONDS +1(DORT CEMBER +1
FOURCIRCLES +1

yaklasik 1975-76 / c. 1975-76; Kahverengi, mavi, turuncu, siyah
ve yesil kegeli kalem / Brown, blue, orange, black and green
felt-tip pen; 29.7 x 21 cm; n.19 AC; Jean-Michel Vappereau'nun
izniyle / Fond J.M. Vappereau.

'QUATRE RONDS, ESQUISSE DE +1 (DORT CEMBER. +
1IN TASLAGI/ FOUR CIRCLES. SKETCH OF +1)
yaklasik 1975-76 / c. 1975-76; Mavi miirekkep / Blue ink; 26.9
x21.cm; n.20 AC; Jean-Michel Vappereau'nun izniyle / Fond
J.M. Vappereau.

QUATRE RONDS (DORT CEMBER/ FOUR CIRCLES)
yaklasik 1975-76 / c. 1975-76; Kahverengi, mavi, turuncu,
siyah ve yesil keceli kalem / Brown, blue, orange, black
and green felt-tip pen; 29.7 x 21 cm; n.21 AC; Jean-Michel
Vappereau'nun izniyle / Fond J.M. Vappereau

LEVO DEXTRO DANS UN MIROIR (AYNADA LEVO
DEXTRO / LEVO DEXTRO ON THE MIRROR)
1970’lerin sonu / late 1970’s; Turuncu kegeli kalem / Thick
orange felt-tip pen; 21x 26.7 cm; n. 24 AC; Jean-Michel
Vappereau'nun izniyle / Fond J.M. Vappereau.

BORROMEEN GENERALISE, RESOLUTION VAPPEREAU
(BORROMEQ DUGUMU. VAPPEREAU'NUN COZUMU
BORROMEAN KNOTS, VAPPEREAU'S RESOLUTION)
1978; Mavi miirekkep, kirmizi, turuncu ve yesil kegeli kalem /
Blue ink, red, orange and green felt-tip pen; 29.7 x 21 cm; n. 36
AC; Jean-Michel Vappereau'nun izniyle / Fond J.M. Vappereau.

TETRAEDRES ENCHAINES (BAGLI DORTYUZLULER
CHAINED TETRAHEDRONS,

yaklasik 1976 / c. 1976; Mavi miirekkep / Blue ink; 26.5 x 21 cm; n.
39 AC; Jean-Michel Vappereau'nun izniyle / Fond J.M. Vappereau.

4-CHAINE SURFACE D'’EMPAN (4-KANALLI YAYILIM
YUZEY!/ 4-CHANNEL SPAN SURFACE)

yaklasik 1977 / c. 1977; Mavi miirekkep, kahve izleri / Blue
ink, traces of coffee; 26.5 x 21 cm; n.43 AC; Jean-Michel
Vappereau'nun izniyle / Fond J.M. Vappereau.
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EPIPHANIE (EPIFANI/ EPIPHANY)

yaklasik 1976-77 / c. 1976-77; Mavi miirekkep / Blue ink; 21 x
14.8 cm; n. 48 AC; Jean-Michel Vappereau’nun izniyle / Fond
J.M. Vappereau.

QUATRESSES (DORTLU ORGU / QUADRUPLE BRAID)
yaklasik 1975 / c. 1975; Mavi miirekkep, turuncu keceli kalem /
Blue ink, orange felt-tip pen; 26.5 x 21 cm; n.51 AC; Jean-Michel
Vappereau'nun izniyle / Fond J.M. Vappereau

PEIGNAGES DE TRESSE SELON PIERRE SOURY (PIERRE
SOURY'YE GORE UCLU ORMEK / COMBING THREE
BRAIDS ACCORDING TO PIERRE SOURY)

yaklagik 1975-76 / c. 1975-76; Blue ink; 26.5 x 21 cm; n. 57 AC;
Jean-Michel Vappereau'nun izniyle / Fond J.M. Vappereau.

“PARTONS DE MON EXPERIENCE"(DENEYIMLERIMDEN
YOLA CIKARAK / STARTING FROM MY EXPERIENCES)
Mavi tiikenmez kalem / Blue ballpoint pen; 29.7 x 21 ¢cm; n. 70
AC;Jean-Michel Vappereau'nun izniyle / Fond J.M. Vappereau.

CE MATIN IL Y AVAIT CHEZ MOI UNE PANNE
DELECTRICITE (BU SABAH EVIMDE ELEKTRIKLER
KESILDI/ THIS MORNING THERE WAS AN POWER
OUTAGE AT HOME,

1978; Yazi; mor mirekkep, diizeltmeler ve eklemeler; siyah
mirekkep / Text in purple ink, corrections and additions in
black ink; 29.7 x 21 cm; n.84 AC; Jean-Michel Vappereau'nun
izniyle / Fond J.M. Vappereau

[Istanbul Modern]

Liu Ding

Pine Trees on the Square (Meydandaki Cam Adaci)
2015; Siirler (31 parca) / Poems (31 elements); Kagida baski /
Printed on paper; Sanatginin ve Gallery Urs Meile izinleriyle /
Courtesy the artist and Gallery Urs Meile, Beijing-Lucerne.

[ADAHAN Otel / ADAHAN Hotel, The House Hotel
Galatasaray, Vault Karakdy the House Hotel]

Temporary Actors I (Gecici Aktdrler )

2015; Kolaj resim / Collage painting; 250 x 500 cm; Sanatginin
ve Gallery Urs Meile izinleriyle / Courtesy the artist and Gallery
Urs Meile, Beijing-Lucerne; Uli Sigg'in destegiyle uretilmistir /
Produced with the support of Uli Sigg.

Temporary Actors Il (Gegici Aktérler I

2015; Kolaj resim / Collage painting; 250 x 500 cm; Sanatginin
ve Gallery Urs Meile izinleriyle / Courtesy the artist and Gallery
Urs Meile, Beijing-Lucerne; Uli Sigg'in destegiyle uretilmistir /
Produced with the support of Uli Sigg.

[Istanbul Modern]

Marcos Lutyens

Neurathian Boatstrap (Neurath'in Gemi Askilar)

2015; Kege, ahsap bir gemiden parcalar, lambalar, tabureler,
chladni zilleri, ses kaydi, hipnoz oturumlari, korlerle yapilan
performanslar / Felt, elements of a wooden boat, lamps, ropes,
stools, chladni plates, sound recordings, video installation,
hypnosis sessions, readings with blind people, prosthetic
limbs; Degisken boyutlar / Dimensions variable; Proje Chiara
laneselli tarafindan yonetilmistir / Project managed by Chiara
laneselli; Morten Norbye Halvorsen, The Institute for Art and
Olfaction, Department of Mechanical Engineering, North
Western University ve Gozder - Gérme Oziirliiler Derneginin

isbirlikleriyle gerceklestirilmistir / Collaborative contributions
by Morten Norbye Halvorsen, The Institute for Art and Olfaction,
Department of Mechanical Engineering, North Western University
and Gozder, Association of Persons with Visual Impairments,
Turkey / Alberta Pane Gallery, Paris, Arte Boccanera, Trento,
Chambers Fine Art, Beijing / New York, Guillaume Desndes,
Albertine Kopp, Giuliana and Tommaso Setari, Dena
Foundation for Contemporary Art, Jacques Font ve Eléonore
de Saint Seine'nin destekleriyle Uretilmistir / Produced with the
support of Alberta Pane Gallery, Paris, Arte Boccanera, Trento,
Chambers Fine Art, Beijing / New York, Guillaume Desndes,
Albertine Kopp, Giuliana and Tommaso Setari, Dena Foundation
for Contemporary Art, Jacques Font and Eléonore de Saint Seine

[Kaptan Pasa Deniz Otobiisii / Kaptan Pasa Sea Bus]

Djambawa Marawili

Mundukul

2015; Agag kabugu tizerine toprak pigmentleri / Earth
pigments on bark; 245 x 105 cm; Sanatginin ve Buku-Larrnggay
Mulka Centre'in izinleriyle / Courtesy the artist and Buku-
Larrnggay Mulka Centre, Yirrkala; Australia Council for the Arts
uzerinden lya Devleti'nin di giyle sergil isti
Presented with the support of the Australian Government
through the Australia Council for the Arts.

[Istanbul Modern]

Daria Martin

At The Threshold (Esikte)

2014-15; 16mm film, ses / 16mm film, sound; yaklasik 175 dk /
c. 175 min.; Sanatginin ve Maureen Paley London’in izinleriyle /
Courtesy the artist and Maureen Paley; Schering Stiftung’in
destegiyle tretilmistir / Produced with the support of Maureen
Paley London and Schering Stiftung.

[Cankaya 571

Sensorium Tests (Sensoryum Testleri)

2012; HD videoya cevrilmig 16mm film, ses / 16mm film
transferred to HD video, sound; 10 dk / min.; Sanatginin ve
Maureen Paley, London'in izinleriyle / Courtesy the artist

and Maureen Paley, London; Schering Stiftung’in destegiyle
sergilenmistir / Presented with the support of Schering Stiftung.

[Istanbul Modern]

Fabio Mauri

On the Liberty (Ozquirlik Uzerine

1990; Lamba, duvarda kablo, elektrik ve ampulden olusan
karnisik teknik enstalasyonu / Mixed media installation with
lamp and wire on wall, electricity, lightbulb; 200 x 450 x 150 cm;
Studio Fabio Mauri it e per |'Arte L'Esperi del
Mondo Koleksiyonu, Hauser & Wirth'iin izniyle / Collection
Studio Fabio Mauri Associazione per 'Arte L'Esperimento del
Mondo and courtesy Hauser & Wirth

[Istanbul Modern]

Elena Mazzi

LACUNA. Land of Hidden Space

(LACUNA. Gizli Mekénlarin Ulkesi)

2014; Video enstalasyonu, ses / Video installation, sound;

12 dk / min.; Sanatcinin izniyle / Courtesy the artist; Fondazione

Son Kistm / End Matter

Sandretto Re Rebaudengo ve istanbul italyan Kilttir
Merkezi'nin destekleriyle Uretilmistir / Produced with the
support of Fondazione Sandretto Re Rebaudengo and Italian
Institute of Culture in Istanbul.

[Ozel italyan Lisesi / The Italian High School]

Cildo Meireles

Projeto de Buraco para Jogar Politicos D .
(Sahtekér Politikacilan Atmak iin Proje Delidii / Project
Hole to Throw Dishonest Politicians)

2011; Tuval iizerine yagh boya / Oil on canvas; 240 x 140 cm;
Sanatginin ve Galleria Luisa Strinanin izinleriyle / Courtesy the
artist and Galleria Luisa Strina, Sao Paulo; Galleria Luisa Strina ve
Fernanda Feitosa'nin destekleriyle sergilenmistir / Presented with
the support of Galleria Luisa Strina, Sao Paulo and Fernanda Feitosa.

[Istanbul Modern]

Natjialma, Maw' ve /and
Dhangatji Mununggurr

Mk (Mesaj Cubudu / Message Stick)

9 Temmuz 1935 / 9 July 1935; Oyulmus ahsap / Carved wood;

7 x1cm; Yolngu kabilesinin Djapu klaninin (Yothu Yindi)
izinleriyle / Courtesy Djapu clan (Yothu Yindi), Yolngu nation;
Australia Council for the Arts tizerinden Avustralya Devleti'nin
destegiyle sergilenmistir / Presented with the support of the
Australian Government through the Australia Council for the Arts.

[Istanbul Modern]

‘Wonggu Mununggurr

Mk (Mesaj Cubudu / Message Stick)

12 Temmuz 1935 / 12 July 1935; Oyulmus ahsap / Carved wood;
10 x 2 cm; Yolngu kabilesinin Djapu klaninin (Yothu Yindi)
izinleriyle / Courtesy Djapu clan (Yothu Yindi), Yolngu nation;
Australia Council for the Arts lizerinden Avustralya Devleti'nin
destegiyle sergilenmistir / Produced with the support of the
Australian Government through the Australia Council for the Arts.

[Istanbul Modern]

Nguyén Huy An

Hair on Table (Masa Uzerinde Sag)

2015; Sag ve ahsap / Hair and wood:; 180 x 60 x 60 cm;
Sanatcinin ve Gallery Quynh'in izinleriyle / Courtesy the artist
and Gallery Quynh; Dr. Rafi Kot'un destegiyle sergilenmistir /
Presented with the support of Dr. Rafi Kot.

Thuan Chau Dress (Thuan Chau Elbisesi)

2007; ince bir sekilde kesilmis kumas tozu, ahsap ve su /
Powder of finely cut fabric, wood and water; 5 x 20 x 25 cm;
Sanatcinin ve Gallery Quynh'in izinleriyle / Courtesy the artist
and Gallery Quynh; Dr. Rafi Kot'un destegiyle sergilenmistir /
Presented with the support of Dr. Rafi Kot.

The shadows of Muong Museum (Muong Mzesi'nin
Golgeleri)

2013; Duman barutu, tutkal ve sanatgi kitabi / Smoke powder,
glue and artist's book; Degisik boyutlar / Variable dimensions;
Sanatcinin ve Gallery Quynh'in izinleriyle / Courtesy the artist
and Gallery Quynh; Dr. Rafi Kot'un destegiyle sergilenmistir /
Presented with the support of Dr. Rafi Kot.
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Study of the Fluctuation of a Shadow (Bir Gélgenin
Dalgalanisi Uzerine Calisma)

2014; Toz, termit gdvdesi, sanatci kitabi / Dust, termite

body, artist's book; Degisik boyutlar / Variable dimensions;
Sanatginin ve Gallery Quynh'in izinleriyle / Courtesy the artist
and Gallery Quynh; Dr. Rafi Kot'un destegiyle sergilenmistir /
Presented with the support of Dr. Rafi Kot.

The series of Pond (Gdlet Serileri

2008-15; ipek kagit iizerine suluboya (8 parca) / Watercolour
onsilk paper (8 elements); Degisik boyutlar / Variable
dimensions; Sanat¢inin ve Gallery Quynh'in izinleriyle /
Courtesy the artist and Gallery Quynh; Dr. Rafi Kot'un destegiyle
sergilenmistir / Presented with the support of Dr. Rafi Kot.

[Yeni Hrant Dink Vakfi ve Agos Merkezi /
New Headquarters of Hrant Dink Foundation and Agos]

Senam Okudzeto

Gl ia no.12 (Glossolali no.12)

2015; Karisik teknik, akrilik mirekkeple ¢izim montaj, video,
heykel, mobilya, cam, kolaj / Mixed media, acrylic ink drawing
assemblage, video, sculpture, furniture, glass, collage; Degisken
boyutlar / Dimensions variable; Sanatginin izniyle / Courtesy the
artist; Mercedes Vilardell'in destegiyle tiretilmistir / Produced
with the support of Mercedes Vilardell.

[Istanbul Modern]

Fiisun Onur

Deniz (Sea)

2015; Balikg! teknesi ve ses enstalasyonu / Fishing boat with
sound installation; Degisken boyutlar / Dimensions variable;
Sanatginin izniyle / Courtesy the artist; SAHA — Cagdas Sanati
D Girigimi’nin i istir /
Produced with the support of SAHA — Supporting Contemporary
Art from Turkey.

[Balikgi Teknesi / Fishing Boat]

Emin Ozsoy

Underwater Rivers (Sualti Nehirleri)
Baski / Print; Emin Ozsoy'un izniyle / Courtesy Emin Ozsoy.

[Istanbul Modern]

iz Oztat ve/and Fatma Belkis

Suyu Kim Tasir (Who Carries the Water)
2014ten itibaren / 2014-ongoing; Bitkilerle renklendirilmis
ve tahta baskili tiilbentler, findik degnekleri, pamuk ip, teksir
inesi, Suyu Kim Tasir (metin), yasam formlari, agirliklar,
ms su siseleri, kagit tizerine suluboya,
islenmis findik degnekleriyle riilmis sepet, kegiboynuzlari,
caput / Naturally-dyed and woodcut printed muslin, hazelnut
sticks, cotton thread, mimeograph machine, text, life forms,
weights, recycled water bottles, watercolour on paper, basket
woven with crafted hazelnut sticks, carobs, rags; Degisken
boyutlar / Dimensions variable; Kamu bilgi alanina ithaf
edilmistir / Dedicated to the public domain; izel Levi Cogkun ve
SAHA - Cagdas Sanati Destekleme Girisimi'nin destekleriyle
tretilmistir / Produced with the support of Izel Levi Coskun and
SAHA - Supporting Contemporary Art from Turkey.

[Ozel italyan Lisesi / The Italian High School]
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Prabhakar Pachpute

What We Have Left Is the Blue Water

(Bize Kalan Mavi Su.

2015; Duvar gizimleriyle enstalasyon, boyanmis fiberglas
heykel ve projeksiyon, ses, yaklasik 20 adet alcitagindan
heykel / Installation with wall drawing, painted fiberglass
sculpture with projection, sound, 20 c. gypsum sculptures;
Degisken boyutlar / Dimensions variable; Sanatginin ve Clark
House Initiative'in izinleriyle / Courtesy the artist and Clark
House Initiative, Bombay; Kadist Art Foundation'in destegiyle
dretilmistir / Produced with the support of Kadist Art Foundation.

[Galata Ozel Rum ilkbgretim Okulu /
Galata Greek Primary School]

Prabhakar Pachpute
ve/and Rupali Patil

Trans-formations (Trans-formasyonlar)

2015; Okul siralari tizerine kagit hamurundan heykel
enstalasyonu / Sculptural installations of paper mache on
school benches; Degisken boyutlar / Dimensions variable;
Sanatginin ve Clark House Initiative’in izinleriyle / Courtesy
the artist and Clark House Initiative, Bombay; Kadist Art
Foundation’in destegiyle tretilmistir / Produced with the
support of Kadist Art Foundation.

[Galata Gzel Rum ilkogretim Okulu /
Galata Greek Primary School]

Orhan Pamuk

Sekiz Adet Defter (Eight Notebooks)

2008-13; Kagt tizerine suluboya, kursun kalem, kegeli kalem,
dolma kalem, akrilik, tiikenmez kalem ve pastel / Watercolour, lead
pencil, fet-tip pen, fountain pen, arcylic, pen and pastel on paper; 21
x13 cm (her biri / each); Sanatcinin izniyle / Courtesy the artist.

[Istanbul Modern]

Rupali Patil

One Has Vision and Rest Has Belief (Birinin Vizyonu.
Kalanlanin Inanci Var)

2015; 65 okul sirasl, kagit izerine guas ve suluboya, ahsap
lzerine ahgap graviir, cam / 65 school benches, gouache and
watercolour on paper, wood engraving on wood, glass; Degisik
boyutlar / Variable dimensions; Sanatcinin ve Clark House
Initiative'in izinleriyle / Courtesy the artist and Clark House
Initiative, Bombay; Canan Pak'in iyle Gretilmistir /

Jeffrey Peakall

Underwater Rivers (Su Alti Nehirleri)

2015; Video; 02:42 dk / min.; Gareth Keevil, Jeffrey Peakall,
Lorna Strachan ve Heide Friedrich'in izinleriyle / Courtesy
Gareth Keevil, Jeffrey Peakall, Lorna Strachan and Heide Friedrich.

[Istanbul Modern]

Zeyno Pekiinlii

Minima Akademika / Magnus

2015; Bulunmus kopya kagitlan / Found cheat sheets; Masa:
92x 150 x 63 cm / Table: 92 x 150 x 63 cm; Sanatginin izniyle /
Courtesy the artist; SAHA - Cagdas Sanati Destekleme
Girisimi’'nin destegiyle tretilmistir / Produced with the support
of SAHA - Supporting Contemporary Art from Turkey.

[SALT Galata]

Giuseppe Pellizza da Volpedo

Il Quarto Stato (Dérdiincli Kuvvet / The Fourth Estate
1901-2015; Tuval lizerine yagl boya / Oil on canvas; 250 x 465
cm; Taner Ceylan araciligiyla / Medium Taner Ceylan; Taner
Ceylan'in izniyle / Courtesy Taner Ceylan; SAHA — Cagdas
Sanati D Girigimi’nin iyle Gretilmistir /
Produced with the support of SAHA — Supporting Contemporary
Art from Turkey.

Studio per Il Quarto Stato (Dérdiincd Kuvvet icin Calisma
(Isci Grubu)/ Study for Il Quarto Stato (Group of Workers))
1898-99; Dokulu kadt iizerine kursun kalem ve kara kalem /
Pencil and charcoal on beige paper; 141 x 200 cm; Galleria
Nazionale d'Arte Moderna e Contemporanea Koleksiyonu /
Collection Galleria Nazionale d'Arte Moderna e Contemporanea,
Rome; Ministero dei Beni e delle Attivita Culturali e del
Turismo’nun izniyle / Courtesy Ministero dei Beni e delle Attivita
Culturali e del Turismo; Istanbul italyan Kiiltir Merkezi'nin
destekleriyle sergilenmektedir / Presented with the support of
the Italian Institute of Culture in Istanbul.

Studio per Il Quarto Stato (Dérdiincd Kuvvet icin Calisma
(Isci Grubu)/ Study for Il Quarto Stato (Group of Workers))
1898-99; Dokulu kadt iizerine kursun kalem ve kara kalem /
Pencil and charcoal on beige paper; 143 x 185 cm; Galleria
Nazionale d'Arte Moderna e Contemporanea Koleksiyonu /
Collection Galleria Nazionale d'Arte Moderna e Contemporanea,
Roma; Ministero dei Beni e delle Attivita Culturali e del
Turismo’nun izniyle / Courtesy Ministero dei Beni e delle Attivita
Culturali e del Turismo; Istanbul italyan Kiiltir Merkezi'nin

Produced with the support of Canan Pak

[Galata Ozel Rum ilkogretim Okulu /
Galata Greek Primary School]

Christine Taylor Patten

micro / macro 1001 drawings (mikro / makro 1001 ¢izim)
1998-2015; Kagit tizerine karga tilyi kalem ve miirekkep /
Crowaquill and ink on paper; mikro gizimler / micro drawings; 7.6 x
7.6 cm (her biri / each), makro / macro; 210 x 10 cm; Sanatginin
izniyle / Courtesy the artist; Hauser & Wirth'iin destegiyle
sergilenmistir / Presented with the support of Hauser & Wirth.

[ARTER]

sergilenmektedir / Presented with the support of
the Italian Institute of Culture in Istanbul.

[Istanbul Modern]

Susan Philipsz

Elettra

2015; Cok kanalli ses enstalasyonu ve fotograf baskilar / Multi-
channel sound installation and photographic prints; Degisken
boyutlar / Dimensions variable; Sanatcinin, Tanya Bonakdar
Gallery ve Isabella Bortolozzi Galleri'nin izinleriyle / Courtesy
the artist, Tanya Bonakdar Gallery and Isabella Bortolozzi Gallery;
14. istanbul Bienali tarafindan tesvik edilmis, Museo d'Arte
Contemporanea di Villa Croce ile ortak olarak Francesca
Cilluffo ve Angelo Chianale, Henry Moore Foundation British
Council ve AmiXi Villa Croce'nin destekleriyle tretilmistir /

Son Kistm / End Matter

Commissioned by the 14th Istanbul Biennial and co-produced
with Museo d'Arte Contemporanea di Villa Croce with the
support of Francesca Cilluffo and Angelo Chianale, Henry Moore
Foundation, British Council and AmiXi Villa Croce

[Mizzi Koskii / Mizzi Mansion]

Heather Phillipson

un/fit for feeling 2015 (hissetmek icin hazir/liksiz,

2015; HD video, ses, vinil baski, tuz kristali, gider pompasi,
kum torbasi, basket potasi, ip, bulasik tasi, bahge hortumu,
hortum makarasi, havlular, yastiklar, ayakli spotlar, ¢op
torbalar, benzin bidonu, kovalar, kereste, emiilsiyon boyasi,
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Another Letter to the Reader: Crate 10

(Okuyucuya Bir Diger Mektup: Sandik 10)

2015; Ahsap nakliye sandigi / Wooden shipping crate; 110
X120 x 320 cm; Sanatg ve Sfeir-Semler Gallery, Beirut ve
Hamburg'un izinleriyle / Courtesy the artist, Sfeir-Semler
Gallery, Beirut and Hamburg; Sarah Benjamin ve Phillip Keir'in
destekleriyle Uretilmistir / Produced with the support of Sarah
Benjamin and Phillip Keir.

[Kasa Galeri / Kasa Gallery]

Michael Rakowitz

The Flesh Is Yours, The Bones Are Ours

dayanikli bant / HD video, audio, vinyl print, crystal salt, dressing
gown, plumbing pipes, punch bag, basketball hoop, rope,
washing up bowls, garden hose, hose reel, towels, pillows, site
lights, bin bags, turbo hose, jerry can, buckets, timber, emulsion
paint, gaffer tape; Degisken boyutlar / Dimensions variable;
Sanatcinin izniyle / Courtesy the artist; Nicoletta Fiorucci,
Henry Moore Foundation ve British Council'in destekleriyle
aretilmistir / Produced with the support of Nicoletta Fiorucci,
Henry Moore Foundation and British Council

[The House Hotel Galatasaray]

Michelangelo Pistoletto

Venere Degli Stracci

(Pacavralarin Ven(is'i / Venus of the Rags)

1967; Beton, enamel, pacavralar / Concrete, enamel, rags;

190 x 240 x 140 cm; Sanatginin ve Cittadellarte — Fondazione
Pistoletto, Biella'nin izinleriyle / Courtesy the artist and
Cittadellarte — Fondazione Pistoletto, Biella; Collezione La
Gaia'nin destegiyle sergilenmistir / Presented with the support
of Collezione La Gaia.

[Istanbul Modern]

Ana Prvacki

Zephyr, Debussy Erotic score

(Zephyr. Debussy'nin Erotik Partisyonu)

2015; Kagit izerine guas / Gouache on paper; 48 x 38 cm
(cerceveli / framed); Carolyn Christov-Bakargiev'in izniyle /
Courtesy Carolyn Christov-Bakargiev.

[Istanbul Modern]

Walid Raad

Another Letter to the Reader: Motifs 1-57

(Okuyucuya Bir Dider Mektup: Motifler 1-57)

2015; Lazer kesim kutular / Laser cut boxes; Degisik boyutlar /
Variable dimensions; Sanatci ve Sfeir-Semler Gallery, Beirut
ve Hamburg'un izinleriyle / Courtesy the artist, Sfeir-Semler
Gallery, Beirut and Hamburg; Sarah Benjamin ve Phillip Keirin
destekleriyle Gretilmistir / Produced with the support of Sarah
Benjamin and Phillip Keir.

Another Letter to the Reader: Crates 1-9

(Okuyucuya Bir Dider Mektup: Sandiklar 1-9)

2015; Ahsap nakliye sandiklari / Wooden shipping crates;
Degisik boyutlar / Variable dimensions; Sanatgi ve Sfeir-Semler
Gallery, Beirut ve Hamburg'un izinleriyle / Courtesy the artist,
Sfeir-Semler Gallery, Beirut and Hamburg; Sarah Benjamin ve
Phillip Keirin destekleriyle tretilmistir / Produced with the
support of Sarah Benjamin and Phillip Keir.

Eti Sizin, Kemidi Bizim)
2015; Algi kaliplari, Sivriada'da bulunmus kopek iskeletleri,
Anadolu'daki terk edilmis Ermeni ciftliklerinden bulunmus
hayvan kemikleri, Sikago'daki Louis Sullivan'in yikilmis
binasindan parcalar, kabartma gizimler, fotografiar ve
mektuplar / Plaster moulds, casts, dog skeletons from Sivriada,
bones of livestock from dispossessed Armenian farms in Anatolia,
fragments of lost Louis Sullivan buildings in Chicago, rubbings,
photos and letters; Degisken boyutlar / Dimensions variable;
Sanatginin ve Rhona Hoffman Gallery ‘nin izinleriyle / Courtesy
the artist and Rhona Hoffman Gallery; Graham Foundation
for Advanced Studies in the Fine Arts, Dilijan Art Initiative &
IDeA Foundtaion ve Rhona Hoffman Gallery nin destekleriyle
Gretilmistir / Produced with the support of the Graham Foundation
for Advanced Studies in the Fine Arts, Dilijan Art Initiative & IDeA
Foundation and Rhona Hoffman Gallery, Chicago.

[Galata Ozel Rum ilkogretim Okulu /
Galata Greek Primary School]

Vilayanur S. Ramachandran

Mirror box (Aynali Kutu,

1993; Ahsap kutu, ayna / Wooden box, mirror; 30,5 x 55,2 x
32,7 cm; Vilayanur S. Ramachandran’in izniyle / Courtesy
Vilayanur S. Ramachandran.

[Istanbul Modern]

Thought Forms Mapping. Forced Choice Neuroscience
Test for the 14th Istanbul Biennial Visitors (Dis(ince
Bicimi Haritalama: 14. Bienal Ziyaretcileri Icin Zorunlu
Secim Nérobilim Testi)

2015; Anket / Survey; Bu proje, University of California San
Diego, Beyin ve Bilme Merkezi'nden Profesor Vilayanur
S.Ramachandran tarafindan, Marcos Lutyens ve Carolyn
Christov-Bakargiev isbirligiyle ve istanbul Néroloji
Departmani Davranigsal Noroloji ve Hareket Bozukluklar
Unitesi 6grencilerinin katilimiyla gerceklestirilmistir / Project
by Professor Vilayanur S. Ramachandran, Center for Brain and
Cognition, UC San Diego, with the collaboration of Marcos
Lutyens and Carolyn Christov-Bakargiev, and the participation
of the students from Behavioral Neurology and Movement
Disorders Unit at the Department of Neurology, Istanbul.

Santiago Ramon y Cajal

Naufragio (Enkaz / Wreck.

c. 1870; Tablo Uizerine yagl boya / Oil painting (on table); 24.5
x 34.5 cm; Instituto Cajal Koleksiyonu / Collection Instituto
Cajal; Accion Cultural Espafiola'nin destegiyle sergilenmistir
/ Presented with the support of Accién Cultural Espariola.
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Ruinas de Santa Fe

(Santa Fe Yikintilari / Ruins of Santa Fe)

1871; Kagit izerine suluboya ve grafit / Watercolour and
graphite on paper; 12 x 15.8 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espafiola’nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Célula Gigante de la Corteza Esfenoidal de un Nifio
(Bir Cocugun Sfenoid Korteksinin Dev Hiicresi

Giant Cell of the Sphenoid Cortex of a Child)

yaklasik 1900 / c. 1900; Kagit tizerine ¢ini mii i/ Indian

ink on paper; 23.7 x 15.6 cm; Instituto Cajal Koleksiyonu
/ Collection Instituto Cajal; Accion Cultural Espafiola'nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Interneuronas de Capas 2y 3 de Corteza Cerebral Auditiva
(Isitme Korteksinin 2. ve 3. Tabakalarindan Internéronlar /
Interneurons of Layers 2 and 3 of Auditory Cortex.

yaklasik 1900, c. 1900; Kagit tizerine ¢ini miirekkebi / Indian
ink on paper; 19 x 14.3 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espanola'nin

ink on paper; 20 x 13.5 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espafiola’nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Células Monopolares de la Retina de una Abeja

(Bir Aninin Retinasindaki Monopolar Hiicreler
Monopolar Cells in the Retina of a Bee,

yaklasik 1915 / c. 1915; Kagit iizerine ¢ini mrekkebi / Indian
ink on paper; 10.5 x 15 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espafiola’nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Esquema: Mecanismo Refiejo de la Inspiracién
(Sema: Solumanin Refleks Mekanizmasi

Scheme: Reflex Mechanism of Inspiration)

yaklasik 1904 / c. 1904; Kagit tizerine ¢ini miirekkebi / Indian
ink on paper; 19.6 x 15.5 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espafiola’nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Retina de Lagartija (Bir Kertenkelenin Retinasi /

Retina of a Lizard)

yaklasik 1891/ c. 1891; Kagit tizerine ¢ini miirekkebi / Indian
ink on paper; 12.7 x 18 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espafiola’nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Axones Talémicos Aferentes a la Corteza Cerebral
Humana (Circunvolucién Frontal,

(Insan Serebral Korteksindeki Talamik Aferan Aksonlar
(On Kivrim) / Thalamic Afferent Axons in the Human
Cerebral Cortex (Frontal Convolution))

yaklasik 1889 / c. 1889; Kagit tizerine ¢ini miirekkebi / Indian
ink on paper; 21.8 x 12.5 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espafiola’nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Neuroglia (Astrocitos) de Capas Superficiales del
Cerebro de un Nifio de Dos Meses de Edad (lki Aylik

Bir Cocugun Beyninin Yiizeysel Tabakalarindan Néroglia
‘Astrosit) / Neuroglia (Astrocytes) of Superficial Layers of
the Brain Of A Two-Month Old Child)

yaklasik 1904 / . 1904; Kagit tizerine ¢ini miirekkebi / Indian
ink on paper; 19.4 x 14.8 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espafiola’nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Microglia de la Corteza Cerebral Humana Sin
Patologia (Patolojisiz Insan Serebral Korteksinden
Microglia / Microglia of the Human Cerebral Cortex
Without Pathology)

yaklasik 1920 / c. 1920; Kagit Gizerine ¢ini miirekkebi / Indian

ir / Presented with the support of
Accién Cultural Espanola.

La fotografia de los Colores, Fundamentos Cientificos
¥ Reglas Précticas (Renkli Fotodraf, Bilimsel Temeller

ve Pratik Kurallar / Colour Photography. Scientific
Foundations and Practical Rules)

1912; Kitap / Book; 20.9 x 14.8 x 1.7 cm; Nicolas Moya,
Madrid; tarafindan basilmistir / Published by Nicolas Moya,
Madrid; Instituto Cajal Koleksiyonu / Collection Instituto Cajal;
Accion Cultural Espafola’nin destegiyle sergilenmistir /
Presented with the support of Accion Cultural Espanola.

Untitled (Ruins of Pompeii, Italy)

(Isimsiz [Pompeii’nin Harabeleri, Italya])

Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espaiola'nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Untitled (Cajal house. Bedroom and bed where Cajal
died) (Isimsiz [Cajal evi. Cajal'in éld(idli yatak odasi
veyatak])

¢.1934; Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espaiola'nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Untitled (Cajal Sister in Panticosa. Huesca, Spain)
(Isimsiz [Cajal'in kiz kardesi Panticosa. Huesca. Ispanya])
. 1876; Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espaiola'nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Untitled (Photomicrograph taken by Cajal of a
histological preparation showing some axonal fibres)
(Isimsiz [Histolojik bir haziriktan Cajal'in cektidi. birtakim
aksonal lifteri gésteren fotomikrograf])

yaklagik 1917 / ¢. 1917; Baski / Print; 9 x 13 cm; Instituto Cajal
Koleksiyonu / Collection Instituto Cajal; Accion Cultural
Espanola’nin destegiyle sergilenmistir / Presented with the
support of Accion Cultural Espanola.

Untitled (A day on the beach. North of Spain; probabls
San Sebastian or Santander) (Isimsiz [Kumsalda bir
gun. Ispanya’nin Kuzeyi: muhtemelen San Sebastian ya
da Santander])

Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espaiola'nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Untitled (Grand canal, Venice)

Isimsiz [Blytik kanal, Venedik

Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espaiola'nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Son Kistm / End Matter

Untitled (North of Spain; probably Santander,
(Isimsiz [Ispanya’nin Kuzeyi: muhtemelen Santander])
Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espaiola'nin
destegiyle sergilenmistir / Presented with the support of
Accion Cultural Espanola.

Untitled (Photos taken in the old Cajal Museum)
(Isimsiz [Eski Cajal Miizesi'nde cekilmis fotodrafiar])
1957'den sonras! / after 1957; Baski / Print; 9 x 13 cm; Instituto
Cajal Koleksiyonu / Collection Instituto Cajal; Accién Cultural
Espaniola’nin destegiyle sergilenmistir / Presented with the
support of Accion Cultural Espanola.

Untitled (Photos taken in the old Cajal Museum)
(Isimsiz [Eski Cajal Mizesi'nde cekilmis fotodrafiar])
1957'den sonras! / after 1957; Baski / Print; 9 x 13 cm; Instituto
Cajal Koleksiyonu / Collection Instituto Cajal; Accién Cultural
Espaniola’nin destegiyle sergilenmistir / Presented with the
support of Accion Cultural Espanola.

Untitled (Cathedral of Milano, Italy)

(Isimsiz [Milano Katedrali, Italya])

Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espaiola'nin
destegiyle sergilenmistir / Presented with the support of
Accion Cultural Espanola.

Untitled (Beach in north of Spain. Probably San
Sebastian) (Isimsiz [Ispanya’nin Kuzeyinde Kumsal.
Muhtemelen San Sebastian])

Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espaiola'nin
destegiyle sergilenmistir / Presented with the support of
Accion Cultural Espanola.

Untitled (Stalactites in a Cave. Probably Mallorca
Isimsiz [Bir magaradaki sarkitlar. Muhtemelen Mallorca.

Ispanya

Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /

Collection Instituto Cajal; Accion Cultural Espaiola'nin

destegiyle sergilenmistir / Presented with the support of

Accion Cultural Espanola.

Untitled (Street artists in Madrid)

(Isimsiz [Madrid'de sokak sanatcilar])

yaklagik 1895 / c. 1895; Baski / Print; 9 x 13 cm; Instituto
Cajal Koleksiyonu / Collection Instituto Cajal; Accién Cultural
Espaniola’nin destegiyle sergilenmistir / Presented with the
support of Accion Cultural Espanola.

Untitled (Isimsiz.

Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espaiola'nin
destegiyle sergilenmistir / Presented with the support of
Accion Cultural Espanola.

Untitled (Isimsiz.

Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espaiola'nin
destegiyle sergilenmistir / Presented with the support of
Accion Cultural Espanola.

Untitled (Isimsiz.

Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espaiola'nin
destegiyle sergilenmistir / Presented with the support of
Accion Cultural Espanola.

Untitled (Isimsiz)

Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espafiola’nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

Untitled (Isimsiz)

Baski / Print; 9 x 13 cm; Instituto Cajal Koleksiyonu /
Collection Instituto Cajal; Accion Cultural Espafiola’nin
destegiyle sergilenmistir / Presented with the support of
Accién Cultural Espanola.

[Istanbul Modern]

Cheng Ran
9-Hour Film (9 Saatlik Film,

2015; Genis ekran HD film ve 5.1 surround ses / Wide-screen
HD film and 5.1 surround sound:; 540 dk / min.; Sanatgi, K11
Art Foundation, Erlenmeyer Foundation ve Gallery Urs
Meile, Beijing - Lucerne’nin izinleriyle / Courtesy the artist,
K11 Art Foundation, Erlenmeyer Foundation and Gallery Urs
Meile, Beijing - Lucerne; Emin Hitay, K11 Art Foundation

ve Erlenmeyer Fc ion'in [} isti
Produced with the support of Emin Hitay, K11 Art Foundation
and Erlenmeyer Foundation.

[Ozel italyan Lisesi / The Italian High School]

Marwan Rechmaoui

Library Project (Kiitiphane Projesi)

2015; Kitaplar ve pleksiglas paneller / Books and Plexiglas
panels; Degigken boyutlar / Dimensions variable; Sanatginin
ve Sfeir-Semler Gallery’nin izinleriyle / Courtesy the artist
and Sfeir-Semler Gallery, Beirut and Hamburg; Fondazione
Sandretto Re Rebaudengo’nin destegiyle tretilmistir

/ Produced with the support of Fondazione Sandretto Re
Rebaudengo.

Pillar: 45/LP (Siitun: 45/LP,

2015; Beton, metal / Concrete, metal; 200 x 25 x 25 cm;
Sanatginin ve Sfeir-Semler Gallery'nin izinleriyle / Courtesy
the artist and Sfeir-Semler Gallery, Beirut and Hamburg;
Fondazione Sandretto Re Rebaudengo’nin destegiyle
uretilmistir / Produced with the support of Fondazione
Sandretto Re Rebaudengo.

Pillar: Angels (Situn: Melekler)

2015; Beton, metal, gesitli malzemeler / Concrete, metal,
mixed media; 270 x 100 x 65 cm; Sanatginin ve Sfeir-Semler
Gallery'nin izinleriyle / Courtesy the artist and Sfeir-Semler
Gallery, Beirut and Hamburg; Fondazione Sandretto Re

R ‘nin giyle tretilmistir / Produced with the
support of Fondazione Sandretto Re Rebaudengo.

Pillar: Duchamps's Bride (Situn: Duchamp'in Gelini)
2015; Beton, metal / Concrete, metal; 220 x 50 x 35 cm;
Sanatginin ve Sfeir-Semler Gallery'nin izinleriyle / Courtesy
the artist and Sfeir-Semler Gallery, Beirut and Hamburg;
Fondazione Sandretto Re Rebaudengo’nin destegiyle
uretilmistir / Produced with the support of Fondazione
Sandretto Re Rebaudengo.

Pillar: Eadweard Muybridge (Siitun: Eadweard
Muybridge.

2015; Beton, metal, gesitli malzemeler / Concrete, metal,
mixed media; 250 x 40 x 60 cm; Sanatginin ve Sfeir-Semler
Gallery'nin izinleriyle / Courtesy the artist and Sfeir-Semler
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Gallery, Beirut and Hamburg; Fondazione Sandretto Re
R ‘nin giyle uretilmistir / Produced with the
support of Fondazione Sandretto Re Rebaudengo.

Pillar: Elephant man (Siitun: Fil Adam)

2015; Beton, metal, gesitli malzemeler / Concrete, metal,
mixed media; 250 x 70 x 60 cm; Sanatginin ve Sfeir-Semler
Gallery'nin izinleriyle / Courtesy the artist and Sfeir-Semler
Gallery, Beirut and Hamburg; Fondazione Sandretto Re

R ‘nin giyle uretilmistir / Produced with the
support of Fondazione Sandretto Re Rebaudengo.

Pillar: Eraserhead (Sttun: Silgikafa)

2015; Beton, metal / Concrete, metal; 280 x 90 x 30 cm; Sanatginin
ve Sfeir-Semler Gallery'nin izinleriyle / Courtesy the artist and
Sfeir-Semler Gallery, Beirut and Hamburg; Fondazione Sandretto
Re Rebaudengo’nin destegiyle tretilmistir / Produced with the
support of Fondazione Sandretto Re Rebaudengo.

Pillar: Frankenstein (Sttun: Frankenstein)

2015; Beton, metal / Concrete, metal; 220 x 40 x 60 cm;
Sanatginin ve Sfeir-Semler Gallery'nin izinleriyle / Courtesy the
artist and Sfeir-Semler Gallery, Beirut and Hamburg; Fondazione
Sandretto Re Rebaudengo'nin destegiyle Gretilmistir / Produced
with the support of Fondazione Sandretto Re Rebaudengo.

Pillar: Grandfather's Turf (Stitun: Blyikbaba'nin Cayirligi)
2015, Beton, metal, gesitli malzemeler / Concrete, metal,
mixed media; 260 x 75 x 50 cm; Sanatginin ve Sfeir-Semler
Gallery'nin izinleriyle / Courtesy the artist and Sfeir-Semler
Gallery, Beirut and Hamburg; Fondazione Sandretto Re

R ‘nin giyle uretilmistir / Produced with the
support of Fondazione Sandretto Re Rebaudengo.

Pillar: Ground Control to Major Tom

(Stitun: Kuleden General Tom'a.

2015; Beton, metal, seramik ciniler / Concrete, metal, ceramic
tiles; 250 x 55 x 35 cm; Sanatginin ve Sfeir-Semler Gallery’nin
izinleriyle / Courtesy the artist and Sfeir-Semler Gallery, Beirut
and Hamburg; Fondazione Sandretto Re Rebaudengo’nin
destegiyle Uretilmistir / Produced with the support of
Fondazione Sandretto Re Rebaudengo.

Pillar: Holiday Inn (Siitun: Holiday Inn)

2015; Beton, metal / Concrete, metal; 230 x 60 x 60 cm;
Sanatginin ve Sfeir-Semler Gallery'nin izinleriyle / Courtesy the
artist and Sfeir-Semler Gallery, Beirut and Hamburg; Fondazione
Sandretto Re Rebaudengonin destegiyle Gretilmistir / Produced
with the support of Fondazione Sandretto Re Rebaudengo.

Pillar: Sunday's Laundry (S(itun: Pazar Ginii Camasiri
2015; Beton, metal, cesitli malzemeler / Concrete, metal, mixed
media; 240 x 140 x 30 cm + 215 x 103 x 11 cm; Sanatginin ve
Sfeir-Semler Gallery'nin izinleriyle / Courtesy the artist and Sfeir-
Semler Gallery, Beirut and Hamburg; Fondazione Sandretto Re
Rebaudengo’nin destegiyle iretilmistir / Produced with the
support of Fondazione Sandretto Re Rebaudengo.

Pillar: Take a Walk on the Wild Side

(Stitun: Vahsi Tarafta Bir Tur At

2015; Beton, metal / Concrete, metal; 200 x 20 x 35 cm;
Sanatginin ve Sfeir-Semler Gallery'nin izinleriyle / Courtesy the
artist and Sfeir-Semler Gallery, Beirut and Hamburg; Fondazione
Sandretto Re Rebaudengonin destegiyle Gretilmistir / Produced
with the support of Fondazione Sandretto Re Rebaudengo.

Pillar: Tetris (Sttun: Tetris

2015; Beton, metal, seramik ciniler / Concrete, metal, ceramic
tiles; 200 x 40 x 60 cm; Sanatginin ve Sfeir-Semler Gallery’nin
izinleriyle / Courtesy the artist and Sfeir-Semler Gallery, Beirut

and Hamburg; Fondazione Sandretto Re Rebaudengo'nin
destegiyle tretilmistir / Produced with the support of
Fondazione Sandretto Re Rebaudengo.

Pillar: Virilio's Quantity (Stitun: Virilio'nun Miktari)

2015; Beton, metal / Concrete, metal; 220 x 40 x 60 cm;
Sanatginin ve Sfeir-Semler Gallery'nin izinleriyle / Courtesy the
artistand Sfeir-Semler Gallery, Beirut and Hamburg; Fondazione
Sandretto Re Rebaudengo'nin destegiyle tretilmistir / Produced
with the support of Fondazione Sandretto Re Rebaudengo.

[Istanbul Modern]

Georgia Sagri

my first science fiction book, Religion

(ilk bilim kurgu kitabim, Din,

2015; Ug boyutlu video, li¢ boyut gézliikleri, ses, kil, algitasi,
kumas, kumasa baski, vinil harfler, musamba / 3D video, 3D
glasses, sound, clay, gypsum, fabric, printed fabric, vinyl lettering,
linoleum; Degisken boyutlar / Dimensions variable; Sanatginin,
[matter] Hyle, Anthony Reynolds Gallery ve Lars Friedrich
Gallery'nin izinleriyle / Courtesy the artist, [matter]Hyle,
Anthony Reynolds Gallery and Lars Friedrich Gallery; 14. Istanbul
Bienali ve KW Institute Contemporary Art'in tesvikleriyle ve
Anthony Reynolds Gallery, Lars Friedrich Gallery, Chiona
Xanthopoulou-Schwarz, Anna Chatzinasiou ve Chrysanthos
Panas'in iyle tretilmistir / Co-commissioned by the
14th Istanbul Biennial and KW Institute for Contemporary Art,
Berlin and with the support of Anthony Reynolds Gallery and

Lars Friedrich Gallery, Chiona Xanthopoulou-Schwarz, Anna
Chatzinasiou and Chrysanthos Panas.

[Istanbul Modern]

SALTWATER PAINTINGS
(TUZLU SU CIZIMLERI)

The Australian National Maritime Museum’'dan 6diing
alinmistir, Grantpirrie Gallery'den Stephen Grant'in
destedgiyle satin alinmistir / Lent by the Australian National
Maritime Museum, purchased with the assistance of Stephen
Grant of the Grantpirrie Gallery; Australia Council for the Arts
lzerinden Avustralya Devleti'nin destegiyle sergilenmistir
|/ Presented with the support of the Australian Government
through the Australia Council for the Arts

Gawirrin Gumana

Dhalwanu at Garraparra bark painting

(Adag kabugu resmi Dhalwanu Garraparrada)

1998; Agac kabugu tizerine dogal toprak boyasi ve pigment /
Natural ochres and pigment on bark; 221 x 108 cm

Djambawa Marawili
Baraltja bark painting (Ada¢ kabugu resmi Baraltja)

1998; Agag kabugu iizerine dogal toprak; boyasi ve pigment /
Natural ochres and pigment on bark; 250 x 121 cm

Mangdlili Yindiwirryun bark painting

(Adac kabugu resmi Mangalili Yindiwirryun)

1998; Agac kabugu tizerine dogal toprak boyasi ve pigment /
Natural ochres and pigment on bark; 159 x 75 cm

Son Kistm / End Matter

Boliny Wanambi (1957 - 2011)

Murunamirriwuy at Manybalala bark painting

(Adac kabugdu resmi Murunamirriwuy Manybalala'da,
1998; Agac kabugu tizerine dogal toprak boyasi ve pigment /
Natural ochres and pigment on bark; 165 x 67 cm

[Istanbul Modern]

Sarkis

Les 2 Bacs (2 Su Tanki / 2 Water Tanks)

1968; Plastik, su, bronz, negatif, neon / Plastic, water, bronze,
negative, neon; 63.5 x 52.5 x 12 cm; Sanatginin ve Galerie
Nathalie Obadia’nin izinleriyle / Courtesy the artist and Galerie
Nathalie Obadia, Paris/Bruxelles; Dilijan Art Initiative & IDeA
Foundation'in destegiyle sergilenmistir / Presented with the
support of Dilijan Art Initiative & IDeA Foundation.

Musée des LIFE COLLAGES (LIFE KOLAJLARI Miizesi
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of Karbala (2014, WSHA140034); 18,8 x 14,8 m; Degisken
boyutlar / Dimensions variable; Sanatcinin, Lisson Gallery ve
Sfeir-Semler Gallery'nin izinleriyle / Courtesy the artist, Lisson
Gallery and Sfeir-Semler Gallery, Beirut and Hamburg; Lisson
Gallery ve Sfeir-Semler Gallery’nin destekleriyle tretilmistir
/ Produced with the support of Lisson Gallery and Sfeir-Semler
Gallery, Beirut and Hamburg

Marionette from Cabaret Crusades, The Secrets of
Karbala (Kabare Seferleri, Kerbela'nin Sirlari'ndan Kukla)
2014; WSHA140032; Elde tiflenmig Murano cami / Hand
blown Murano glass; 53 x 17 cm; Fiisun ve Faruk Eczacibagi
Koleksiyonu / Collection Fuisun and Faruk Eczacibasi

[Kiigiik Mustafa Paga Hamami /
Kiigiik Mustafa Pasa Hammam]

Robert Smithson

Spiral Jetty (Sarmal Dalgakiran)

Museum of LIFE COLLAGES)

2009-2010; Arches kagidi iizerine kolaj (51 parga) / Collages
on Arches paper (51 elements); 56 x 76 cm (her biri / each);
Sanatcinin ve Galerie Nathalie Obadia’nin izinleriyle / Courtesy
the artist and Galerie Nathalie Obadia, Paris/Bruxelles; Dilijan

Art Initiative & IDeA F 'in gi istir /
Presented with the support of Dilijan Art Initiative & IDeA
Foundation.

[Istanbul Modern]

Grace Schwindt

Little Birds and a Demon (Minik Kuslar ve Bir Iblis)

2015; Deniz tuzu, ahsap masa ve sandalyeler, bakir kazan ve
késeler, glimuis kagiklar, kullaniimis-bale-ayakkabisi-corbasi,
hoparlérler ve ses / Sea salt, wooden table and chairs, copper
cauldron and bowls, silver spoons, used-pointe-ballet-shoe-
soup, speakers and sound; Degisken boyutlar / Dimensions
variable; Sanatginin ve Zeno X Gallery'nin izinleriyle / Courtesy
the artist and Zeno X Gallery, Antwerp (BE).

[Istanbul Modern]

Wael Shawky

Cabaret Crusades, The Secrets of Karbala
(Kabare Seferleri, Kerbela'nin Sirlari)

2015; HD Video; 120:23 dk / min.; Sanatginin, Lisson Gallery
ve Sfeir-Semler Gallery'nin izinleriyle / Courtesy the artist,
Lisson Gallery and Sfeir-Semler Gallery, Beirut and Hamburg;
Lisson Gallery ve Sfeir-Semler Gallery'nin destekleriyle
dretilmistir / Produced with the support of Lisson Gallery

and Sfeir-Semler Gallery, Beirut and Hamburg. Mathaf:

Arab Museum Of Modern Art (Qatar Museums) ve K20
o N

Kur ing Nordrhein-We: in
destekleriyle tretilmistir / Produced with the support of
Mathaf: Arab Museum Of Modern Art (Qatar Museums) and
K20 Grabbeplatz, Kunstsammlung Nordrhein-Westfalen

Cabaret Crusades, The Secrets of Karbala

(Kabare Seferleri, Kerbela'nin Sirlari)

2015; Kabare Seferleri, Kerbela'nin Sirlari filminin
projeksiyonu (2015, HD video), sivi katran, kil, cimento, yiin,
mermer ve el iiflemesi Murano cam kukla / Installation with
projection of Cabaret Crusades, The Secrets of Karbala (2015,
HD video), liquid tar, clay, cement, wool, marble and hand blown
Murano glass marionette from Cabaret Crusades, The Secrets

1970; 16mm filmden yapilmis video, ses / 16mm film on video,
sound; 35 dk / min.; The Smithson Estate Koleksiyonu /
Collection The Smithson Estate

[Istanbul Modern]

Society of the Friends of Parrhesia
(Centre for Parrhesia / Parrhesia
Dostlar1 Cemiyeti (Parrhesia
Merkezi)

2015; Medyatik olmayan, parrhesiatik pratikler, yiriyusler,
sohbetler, giindelik diistince bigimleri / Anti mediatic,
parrhesiastic practices, walks, talks, ephemeral thought forms;
Degisken boyutlar / Dimensions variable; Diinyanin izinleriyle /
Courtesy the world; Notlar ve toplanti takvimi igin Bienal
siiresince centreparrhesia.org adresini ziyaret edebilirsiniz / For
more notes and a calendar of meetings during the course of the
Biennial, please visit: centreparrhesia.org; Dilijan Art Initiative &
IDeA Foundation'in destegiyle tretilmistir / Produced with the
support of Dilijan Art Initiative & IDeA Foundation

[Hrant Dink Foundation ve Agos - Parrhesia Merkezi /
Hrant Dink Foundation and Agos - Centre for Parrhesia]

Ania Soliman

A Series of Drawings (Bir Cizimler Serisi)

2015; Kagit tizerine kursun kalem ve yakimli stisleme (13 parga) /
Penciland encaustic on paper (13 elements); Degisik boyutlar /
Variable dimensions; Sanatginin izniyle / Courtesy the artist; Maya
Qeri ve Hans Bodenmann, Culture pl. ve Polonya Cumhuriyeti
Istanbul 1gu'nun iyle tretilmistir /
Produced with the support of Maya Oeri and Hans Bodenmann,
Culture pl. and Consulate General of Poland in Istanbul.

Inside the thing there is nothing

(Seyin icinde hicbir sey yok.

2015; Algi ve betondan havan toplari, vinil duvarkagidi,

cizimler / Plaster and concrete cannonballs, vinyl wallpaper,

drawings; Dedisken boyutlar / Dimensions variable;

Sanatginin izniyle / Courtesy the artist; Maya Oeri ve Hans

Bodenmann, Culture pl. ve Polonya Cumhuriyeti istanbul
1gunun iyle Uretilmistir / Produced

with the support of Maya Oeri and Hans Bodenmann, Culture pl.

and Consulate General of Poland in Istanbul.

[Pera Museum]
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Fredrik Carl Miilertz Stormer
(Thale Elisabeth Serlie ve / and
Arne B. Langleite)

Original materials of Fredrik Carl Stermer arranged by
Thale Elisabeth Serlie and Arne B. Langleite into What
may result when a pure mathematician happens to be
also an enthusiastic amateur photographer

(Fredrik Carl Stgrmer'in Thale Elisabeth Sgrlie ve Arne

B. Langleite tarafindan diizenlenen 6zel malzemeleri:

Bir soyut matematikci ayni zamanda hevesli bir amatér
fotodrafci olursa ortaya cikabilecekler)

2015; Heykel, fotografiar, fotograf makinesi, kisisel galisma

Leon Trotsky

Rusya'da Hakiki Vaziyet (The Real Situation in Russia)
1929; Kitap / Book; 21.5 x 14.5 x 0.5 cm; Sonne Publishing
House, Berlin tarafindan yayinlanmistir / Published by
Sonne Publishing House, Berlin; Carolyn Christov-Bakargiev
Koleksiyonu / Collection Carolyn Christov-Bakargiev.

[Istanbul Modern]

Jean-Michel Vappereau

Jean-Michel Vappereau Teaching Lacan
(Jean-Michel Vappereau Lacan Odretiyor)

kaditlar, duvar cizimi, duvar yazisi, video, projeksiyon, ses /
Sculpture, photographs, camera, personal working papers, wall
drawing, wall text, video projection, sound; Degisken boyutlar /
Dimensions variable; Sanatgilarin ve The Norwegian Museum
of Science and Technology'nin izinleriyle / Courtesy the artists
and The Norwegian Museum of Science and Technology; Arts
Council Norway, Office for Contemporary Art Norway (OCA)
ve Norwegian Museum of Science and Technology'nin
destekleriyle retilmistir / Produced with the support of Arts
Council Norway, Office for Contemporary Art Norway (OCA), and
Norwegian Museum of Science and Technology.

[ARTER]

Peter Tait
'On Knots', in Scientific Papers of Peter Guthrie Tait, vol. 28
(London: Cambridge University Press, 1898); Northwestern
Universitesi Kitiiphanesi Koleksiyonu / Collection
Northwestern University Library.

[Istanbul Modern]

Pelin Tan ve/and Anton Vidokle

2084: a science fiction show / Episode 2: The Fall of
Artists' Republic (2084: bir bilimkurgu gésterisi /2.
Bélum: Sanateilar Cumhuriyeti'nin Cokusi)

2014; Video, ses / Video, sound:; 19 dk / min.; Sanatgilarin
izinleriyle / Courtesy the artists; SAHA - Cagdas Sanat!
Destekleme Girisimi'nin destekleriyle sergilenmistir
/Presented with the support of SAHA - Supporting
Contemporary Art from Turkey.

[ADAHAN Sarni¢ / ADAHAN Cistern]

Thumbprint signature documents

(Parmak izi imza dokiimanlari

1963; Yolngu kabilesi yashlarinin parmak izleri, ve sahitlerin
imzalari, 28 Agustos 1963 Yirrkala Bark Dilekgesi eki /
Thumbprints and marks of Yolngu Elders, and witness signatures,
attachment to Yirrkala Bark Petition of 28 August 1963; Kagt izerine
tilkenmez kalem ve miirekkep (3 parga) / Pen and ink on paper
(3 elements); 33.6 x 20.6 cm (her biri / each); The Department

of the House of Representatives, Table Office, Parliament of
Australianin izniyle / Courtesy the Department of the House of
Representatives, Table Office, Parliament of Australia; Australia
Council for the Arts tizerinden Avustralya Devleti'nin destegiyle
sergilenmistir / This loan has been realised with the support of the
Australian Government through the Australia Council for the Arts.

[Istanbul Modern]

Video, ses / Video, sound; Jean-Michel Vappereau'nun
izniyle / Fond J.M. Vappereau.

[Istanbul Modern]

Adrian Villar Rojas

The Most Beautiful of All Mothers

(Tum Annelerin En Gizeli

2015; Mekana 6zgii enstalasyon, organik ve organik olmayan
malzemeler / specific installation, organic and inorganic materials;
Dedgisken boyutlar / Dimensions variable; Sanatginin, Marian
Goodman Gallery ve kurimanzutto'nun izinleriyle / Courtesy

the artist, Marian Goodman Gallery, New York, London, Paris

and kurimanzutto, Mexico City; Marian Goodman Gallery,
kurimanzutto ve Fondazione Giuliani'nin destekleriyle Uretilmistir
/ Produced with the support of Marian Goodman Gallery and
kurimanzutto. Additional support from Fondazione Giuliani

[Trocki Evi / Trotsky House]

Lawrence Weiner

On the Verge (Ramak Kala,

2015; Lisan + bahsi gecen malzemeler / Language + the
materials referred to; Degisik boyutlar / Variable dimensions;
Sanatginin ve Marian Goodman Gallery ‘nin izinleriyle /
Courtesy the artist and Marian Goodman Gallery.

[Istanbul Modern, Rumeli Feneri, Casa Garibaldi]

Guido van der Werve

Nummer Veertien, Home (Numara 14, Ev/

Number Fourteen. Home)

2012; 4K video, ses / 4K video, sound; 54 dk / min.; Sanatginin
ve Luhring Augustine, New York’un izinleriyle / Courtesy the
artist and Luhring Augustine, New York.

[Istanbul Modern]
Andrew Yang

10-XO CALLING A DIALOGUE CONCERNING TWO
WORLD SYSTEMS (I0-XO IKI DUNYA SISTEMI
HAKKINDA DIYALOGA CAGIRIYOR)

2015; Enstalasyon, ses kaydi, ziller, kitaplar, belgeler ve deniz
yildizlan / Installation with sound recording, cymbals, books,
documents and starfishes; Degisken boyutlar / Dimensions
variable; Sanatgininizniyle / Courtesy the artist; Zeynep Kunterin
destegjiyle tretilmistir / Produced with the support of Zeynep Kunter

[Galata Ozel Rum ilkogretim Okulu /
Galata Greek Primary School]

Son Kistm / End Matter

Yirrkala Bark Petition (Yirrkala Bark Dilekcesi)

1963; Agac kabudu tizerine dogal toprak boyasi, kagit tizerine
miirekkep / Natural ochres and pigment on bark; Millirrpum
[Marika], Djalali Di ipu [aka D i Djayila
[aka Dhayila], Dundiwuy [Dundywuy], Dhuygala, Raijyin,
Manuna, Larrakan, Wulanybuma, Wawunymarra, and
Nyabilingu tarafindan imzalanmistir / Signed by Millirrpum
[Marika], Djalalingba, Diambalipu [aka Daymbalipu], Djayila [aka
Dhayila], Dundiwuy [Dundywuy], Dhuygala, Raijyin, Manuna,
Larrakan, Wulanybuma, Wawunymarra, and Nyabilingu; 60.3
x34.5 x 4.5 cm; National Museum of Australia’nin izniyle /
Courtesy National Museum of Australia. Australia Council for
the Arts tizerinden Avustralya Devleti'nin destekleriyle ve
Yolngu kabilesinin izniyle sergilenmistir / Presented with the
support of the Australian Government through the Australia
Council for the Arts and by permission of the Yolngu people.

[Istanbul Modern]

YIRRKALA DRAWINGS
(YIRRKALA GIZIMLERI)

1947, Berndt Miizesi'nin izniyle / Courtesy Berndt Museum;

Australia Council for the Arts tizerinden Avustralya Devleti'nin
destekleriyle sergilenmistir / Presented with the support of the
Australian Government through the Australia Council for the Arts.

Gumuk Gumana

Dhalwangu freshwater at Gangan (Gangan'da
Dhalwangu tathisuyu

1947; Kraft kagidi tizerine yagl pastel ve grafit / Wax crayon
and graphite on brown paper; 114 x 74 cm; n.7037 AC; Distinsel
ve Kiltirel Telif Haklari: Sanatginin Miilkiyetinde / Intellectual
and cultural copyright: Estate of the Artist.

Mundukul Marawili

Fish trap at Baraltja (Baraltja'da Balik Tuzagi)

1947; Kraft kagidi iizerine yagh pastel / Wax crayon on brown
paper; 115 x 74 cm. n.7220 AC; Dusiinsel ve Kiilturel Telif
Haklari: Sanatginin Miilkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

Mawalan Marika

Map of Yalangbara (Yalangbara Haritas

1947; Kraft kagidi iizerine yagh pastel / Wax crayon and
graphite on brown paper; 61x 153.5 cm. n.7154 AC; Disiinsel ve
Kiiltirel Telif Haklari: Sanatginin Miilkiyetinde / Intellectual and
cultural copyright: Estate of the Artist.

Wandjuk Marika
ve /and Mawalan Marika

Thunderman at Djawulpa'wuy

(Simsekei Dev Djawulpa'wuy'da)

1947; Kraft kagidi iizerine yagl pastel / Wax crayon on brown
paper; 115 x 74 cm. n.6895 AC; Duistinsel ve Kiilturel Telif
Haklari: Sanatginin Miilkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

[
=3
911

Wonggu Mununggurr
Differing states of freshwater (Tathisuyun Farkl Halleri

1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 114 x 74 cm. n.7185 AC; Diistinsel ve Kiiltiirel Telif
Haklari: Sanat¢inin Milkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

Differing states of freshwater (Tatlisuyun Farkl Halleri
1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 115 x 74 cm. n.7187 AC; Duistinsel ve Killtirel Telif Haklari:
Sanatginin Miilkiyetinde / Intellectual and cultural copyright:
Estate of the Artist.

Djang 'kawu site (for Dhudi-Djapu clan

(Djang 'kawu bélgesi (Dhudi-Djapu klant icin)

1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 115 x 74 cm. n.7238 AC; Duistinsel ve Kiilttrel Telif
Haklari: Sanat¢inin Milkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

Fish trap at Wandawuy (Wandawuy da Balik Tuzadi
1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 114 x 74 cm. n.7169 AC; Diistinsel ve Kiiltiirel Telif
Haklari: Sanat¢inin Milkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

Fish trap at Wandawuy (Wandawuy 'da Balik Tuzadi)
1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 114 x 74 cm. n.7171 AC; Dustinsel ve Kiltirel Telif Haklari:
Sanatginin Miilkiyetinde / Intellectual and cultural copyright:
Estate of the Artist.

Fish trap at Wandawuy (Wandawuy 'da Balik Tuzadi)
1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 115 x 74 cm. n.7188 AC; Dusiinsel ve Killtirel Telif
Haklari: Sanat¢inin Mlkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

Fish trap at Wandawuy (Wandawuy da Balik Tuzadi
1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 115 x 74 cm. n.7189 AC; Dusiinsel ve Killtirel Telif
Haklari: Sanat¢inin Milkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

Fish trap at Wandawuy (Wandawuy da Balik Tuzadi
1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 115 x 74 cm. n.7220 AC; Dusiinsel ve Kiiltiirel Telif
Haklari: Sanat¢inin Mlkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

Fish trap at Wandawuy (Wandawuy da Balik Tuzadi

1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 115 x 74 cm. n.7237 AC; Duistinsel ve Killttirel Telif Haklari:
Sanatginin Miilkiyetinde / Intellectual and cultural copyright:
Estate of the Artist.

Floodplains of Yalata (Yalata'nin Taskin Ovalari

1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 115 x 74 cm. n.6973 AC; Dusiinsel ve Kiiltiirel Telif
Haklari: Sanat¢inin Mlkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

Larvae of the Rhinoceros beetle at Ngaypinya
(Ngaypinya'da Gergedanbdcedinin Larvalar)

1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 115 x 74 cm. n.6897 AC; Duistinsel ve Killtirel Telif
Haklari: Sanat¢inin Mlkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.
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Macassan prau (Macassan Yelkenli Gemisi.

1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 114 x 74 cm. n.6974 AC; Dustnsel ve Klturel Telif
Haklari: Sanatginin Miilkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

Spring-fed floodplains

(Kaynak Sulariyla Beslenen Taskin Ovalar)

1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 114 x 74 cm. n.6978 AC; Diistinsel ve Kiltiirel Telif
Haklari: Sanatginin Miilkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

Spring-fed floodplains

(Kaynak Sulariyla Beslenen Taskin Ovalar)

1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 114 x 74 cm.

Thunderman at Dhuruputjpi
(Simsekei Dev Dhuruputipi'de)

1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown

paper; 114 x 74 cm. n.7170 AC; Dustnsel ve Kilturel Telif Haklari:

Sanatginin Miilkiyetinde / Intellectual and cultural copyright:
Estate of the Artist.

Munggurrawuy Yunupingu

Ancestral fire at Biranybirany

Biranybirany'de Kutsal Ateg,
1947; Kraft kagidi tizerine yagl pastel / Wax crayon on brown
paper; 115 x 74 cm. n.7020 AC; Duistinsel ve Kiltirel Telif
Haklari: Sanatcinin Miilkiyetinde / Intellectual and cultural
copyright: Estate of the Artist.

Gidi tizerine yagl pastel ve grafit / Wax crayon
and graphite on brown paper; 115 x 74 cm. n.6950 AC; Diistinsel
ve Kiltirel Telif Haklari: Sanatginin Mlkiyetinde / Intellectual
and cultural copyright: Estate of the Artist.

[Istanbul Modern]

Pmar Yoldas
Saltwater Heart (Tuzlu Suyun Kalbi)

2015; Su pompalari, kompresor, tuzlu su, paslanmaz celik
ve borular / Water pumps, air compressor, stainless steel
construction and pipes; 10 x 6 x 4 m; Sanatginin ve Ahmet
KocabiyiK'inizinleriyle / Courtesy the artist and Ahmet
Kocabiyik; Ahmet Kocabiyik ve SAHA — Cagdas Sanati
Destekleme Girisimi'nin destekleriyle tretilmistir / Produced
with the support of Ahmet Kocabiyik and SAHA — Supporting
Contemporary Art from Turkey.

[Kaptan Pasa Deniz Otobiisii / Kaptan Pasa Sea Bus]

Fahrelnissa Zeid

Fiireya Korel Portresi (Portrait of Fiireya Korel)

1945; Kagt tizerine gini mirekkebi / China ink on paper; 30 x
24 cm; Oya ve Biilent Eczacibasi Koleksiyonu / Collection Oya
and Blent Eczacibasi.

Sargas Denizi (Sargas Sea,

1953; Tuval lizerine yagliboya / Oil on canvas; 197 x 278,5 cm;
Istanbul Modern Sanat Miizesi Koleksiyonu / Collection the
Istanbul Modern Art Museum.

Soyuta Karsi Miicadele (Strugale Against the Abstract.
1947; Tuval lizerine yagliboya / Oil on canvas; 101 x 151 cm;
istanbul Modern Sanat Miizesi Koleksiyonu / Collection the
Istanbul Modern Art Museum.

Giines Arenasi (Sun Arena.

1954; Tuval lizerine yagliboya / Oil on canvas; 196 x 269,5 cm;

istanbul Modern Sanat Miizesi Koleksiyonu / Collection the
Istanbul Modern Art Museum.

Triton Ahapotu (Triton Octopus)

1953; Tuval tizerine yagliboya / Oil on canvas; 181 x 270 cm;
istanbul Modern Sanat Miizesi Koleksiyonu / Collection the
Istanbul Modern Art Museum.

[Istanbul Modern]

Son Kistm / End Matter

SOZ EDIMLERI /
SPEECH ACTS

Ayreen Anastas ve/and
Rene Gabri
Presentation of Centre for Parrhesia
03/08/2015 devamhi / ongoing

[Yeni Hrant Dink Vakfi ve Agos Merkezi /
New Headquarters of Hrant Dink Foundation and Agos]

Ayreen Anastas, Fatma Belkis,
Anna Boghiguian, Rene Gabri,
Fernando Gareia-Dory, Theaster
Gates, Deniz Giil, William
Kentridge, Marcos Lutyens, iz
Oztat, Prabhakar Pachpute, Rupali
Patil, Heather Phillipson, Michael
Rakowitz ve /and Ania Soliman

Sentimental Thinking initiated by Oviil Durmusoglu:
critique sessions with the participating Biennial artists
and new generation artists (Duygusal Distinme (Ovdl
Durmusoglu yénetiminde): Bienal sanatcilariyla yeni kusak

sanatcilar arasinda is okuma ve tartisma etitleri)
06/08/2015, 07/08/2015, 08/08/2015, 25/08/2015,
28/08/2015, 29/08/2015, 17/09/2015, 22/10/2015,
23/10/2015, 24/10/2015

[Cezayir]

Carolyn Christov-Bakargiev,
Hans-Ulrich Obrist ve /and
Fiisun Onur

In conversation (Sohbet

02/09/2015
[Istanbul Modern]

Fatma Belkas, Patrick Blanc,

Carolyn Christov-Bakargiev,

Caoimhin Mac Giolla Léith, Emin

Ozsoy, iz Oztat, Christine Taylor

Patten ve/and Adrian Villar Rojas
On Waves, Water. Ecology and Art Nouveau

Dalgalar. Su. Ekoloji ve Art Nouveau
02/09/2015

[Cezayir]
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Iwona Blazwick, Carolyn Christov-
Bakargiev, Steven Henry Madoff
ve/and Elvan Zabunyan

In conversation (Sohbet

02/09/2015
[Istanbul Modern]

Beatriz Colomina

X-ray Intimacy (X1sini Mahremiyeti)
02/09/2015

[Cezayir]

Bracha L. Ettinger ve /and
Griselda Pollock

Reading With (Birlikte Okuma

02/09/2015, 03/09/2015
[Cezayir]

Fernando Garcia-Dory
ve/and Ben Vickers

Rural Cosmopolitanism, Self-managed Communities,
unMonastery and Appropriate Technologies of the
People. Members of KoopUlarca (Gelecegin Kirsalliklari:
Yerel Kozmopolitlik, Kendini Yéneten Topluluklar,
unMonastery ve insanlara Uygun Teknolojiler)

INLAND discussion initiated by Fernando Garcia-
Dory (KARASAL tartismalar (Fernando Garcia-Dory
yénetiminde

02/09/2015

[Cezayir]

Fernando Garcia-Dory
ve/and Metin Yegin

Workshop with KoopUlarca Members: Implementing
New Dairy Products (KoopUlarca Uyeleriyle Atélye
Calismasi: Yeni Sit Urlinleri Uygulamalan)

INLAND training initiated by Fernando Garcia-Dory
(KARASAL tartismalar (Fernando Garcia-Dory

yonetiminde:
02/09/2015

[Cezayir]

Irena Haiduk ve /and
Solveig Ovstebo

You Will Not Die In Bed, Horses Will Fuck You In The Eyes

Yatakta Olmeyeceksin. Atlar Seni Gézlerinden Diizecek
02/09/2015

[Cezayir]



Heather Phillipson
Poem Time (Siir Zamani
02/09/2015

[The House Hotel Galatasaray]

Reading of Richard Wentworth's books
(Richard Wentworth kitap okumalari)
02/09/2015 devamli / ongoing

[Istanbul Modern]

Carolyn Christov-Bakargiev,
Francesca Cubillo, Djambawa
Marawilli, Waka Mununggurr
ve/and Will Stubbs

Waves of People, Waves of History: An Australian

Story (Halklarin Dalgalar, Tarihin Dalgalan: Bir Avustralya
H

yesi
03/09/2015
[Istanbul Modern]

Carolyn Christov-Bakargiev,
Richard E. Cytowic, Juan A.
De Carlos, Hakan Giirvit,
Marcos Lutyens, Daria Martin,
Vilayanur Ramachandran
ve/and Pmar Yoldas
Thought Forms and Brain Waves: Neuro-Aesthetics
and Art (Distince Bicimleri ve Beyin Dalgalar:

Néroestetik ve Sanat
03/09/2015

[Splendid Palas Oteli / Hotel Splendid Palas]

Carolyn Christov-Bakargiev,
William Kentridge ve /and
Orhan Pamuk
On Exile and Fishing (Stirgtin ve Balikcilik Hakkinda)
03/09/2015
[Splendid Palas Oteli / Hotel Splendid Palas]

Fernando Garcia-Dory, Semi
Hakim ve/and KoopUlarca

Ride The Hype: Economical Structures and Cultural
Strategies For Farm Products (Heyecanli gezinti:
Ekonomik Yapilar ve Kiltirel Stratejiler

INLAND training and tasting initiated by Fernando
Garcia-Dory (KARASAL alistirmalar ve tadim (Fernando

Garcia-Dory yonetiminde;
03/09/2015

[Cezayir]

Chus Martinez, Georgia Sagri
ve/and Ania Soliman
On Gestures and Materiality (Jestler ve Maddesellik
03/09/2015
[Splendid Palas Oteli / Hotel Splendid Palas]

Adrian Parr

INLAND lecture: Walking in the Dark
(KARASAL konusma: Karanlikta Yirdyis)
03/09/2015

[Cezayir]

Theodor Ringborg

Sight and Sore Eyes (Yasaran Gozler ve Glillis)
03/09/2015

[Cezayir]

Vernon Ah Kee, Haig Aivazian,
Halil Altindere, Ayreen Anastas,
Hera Biiytiktasciyan, Carolyn
Christov-Bakargiev, Ash Cavusoglu,
Ozge Celikaslan, Rene Gabri, Deniz
Giil, Alper Sen ve/and Pelin Tan

... Meanwhile, on the Land: Waves of People (...O Sirada

Karada, Halklarin Dalgalari
04/09/2015

[Cezayir]

Ali Akay ve/and Arlette
Quynh-Anh Tran
Reading With (Birlikte Okuma
04/09/2015
[Cezayir]

Alice von Bieberstein

A Question of Debits to the Dead (Define Avi: Oliilere
Borclarla Ilgili Bir Soru)

Lost Treasure initiated by Deniz Gl (Kayip Define (Deniz

Gl yénetiminde:
04/09/2015

[Eski Konut / Former Residence]

Carolyn Christov-Bakargiev, Tolga
Etgii, Hannah Feldman, Ezra
Getzler, Irena Haiduk, William
Irvine, Emin Ozsoy, Jeffrey Peakall
ve/and Michael Rakowitz

Freshwater/Saltwater: A Seminar on Aesthetics and

Son Kistm / End Matter

Waterways (Tath Su / Tuzlu Su: Estetik ve Su Yollart
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Gnetiminde))

Semineri
04/09/2015, 05/09/2015

[Cezayir]

Heather Phillipson, Lucia
Pietroiusti

Poem Time (Siir Zamani

04/09/2015

[The House Hotel Galatasaray]

Griselda Pollock ve/and
Christine Taylor Patten
The Time of Drawing; Drawing Time (Resmetme Saati

Resim Saati
04/09/2015

[Istanbul Modern]

Alexander Provan

Reality Formatting (Hakikati Sekillendirme)
04/09/2015

[Cezayir]

Carolyn Christov-Bakargiev,
Levent Calikoglu, Adila Laidi-
Hanieh ve/and Griselda Pollock

On Fahrelnissa Zeid (Fahrelnissa Zeid Hakkinda)
05/09/2015

[Istanbul Modern]

Carolyn Christov-Bakargiev,
Cevdet Erek, Liam Gillick ve / and
Lawrence Weiner

In conversation (Sohbet

05/09/2015
[Cezayir]

Michael Rakowitz

Open School Islands Speaking / Reading programme

initiated by Hera BuyUktasciyan (Acik Okul Adalar

Konusuyor / Okuma programi (Hera Bilyiktasciyan
yonetiminde;
05/09/2015

[Galata Ozel Rum ilkégretim Okulu /

Galata Greek Primary School]

Carolyn Christov-Bakargiev
Open School Islands Speaking / Reading programme

initiated by Hera Biyiktasciyan (Acik Okul Adalar
Konusuyor / Okuma programi (Hera BlyUktasciyan

06/09/2015

[Galata Ozel Rum ilkogretim Okulu /
Galata Greek Primary School]

Giilbahar Ormek

On Art and Its Place After Contemporary Art - A Global
Overview of Transformative Initiatives (Dénustirict
Girisimlere Genel Bakis: Sanat ve Guincel Sanattan
Sonra Yeri

INLAND training / workshop initiated by Fernando
Garcia-Dory (KARASAL alistirmalar / atélye calismasi
(Fernando Garcia-Dory yonetiminde))

06/09/2015

[Cezayir]

Jean-Michel Vappereau

Between the word with Lacan and writing with Freud:
The structure of the language and Aristo’s thoughts
(Lacan'da S6z ve Freud'da Yazi Arasinda: Dillerin Yapisi ve
Aristo'nun Dustncesi

06/09/2015

[Istanbul Modern]

Lynda Benglis, Anna Boghiguian,
Ash Cavusoglu, Dora Enconomu,
Mario Gareia Torres, Irena
Haiduk, Lubaina Himid, Lucia
Koch, Gabriel Lester, Leonas
Seliukas

The violent No! of the sun burns the forehead of hills. Sand
fleas arrive from salt lake and most of the theatres close

[Kastellorizo]

Seda Yoriiker

Open School Islands Speaking / Reading programme

initiated by Hera Blytktasciyan (Acik Okul Adalar

Konusuyor / Okuma programi (Hera Biyuktasciyan

yonetiminde:
09/09/2015

[Galata Ozel Rum ilkégretim Okulu /
Galata Greek Primary School]

Anjelika Akbar, Hera

ktasciyan, Ali Ethem Keskin,
Ufuk Kocabas, Rahmi Ogdiil
ve/and Nevzat Saymn

Salty Thoughts organised by Open Space Istanbul (Billur
Tansel, Huma Kabakei) (Tuzlu Distinceler (Open Space
Istanbul yénetiminde - Billur Tansel, Huma Kabakci)
14/09/2015

[Cezayir]



510

Emre Hiiner ve/and iz Oztat

Open School Islands Speaking / Reading programme
initiated by Hera Biiyliktasciyan (Acik Okul Adalar Konusuyor
/Okuma programi (Hera Bytiktasciyan yénetiminde))
16/09/2015

[Galata Gzel Rum ilkogretim Okulu /
Galata Greek Primary School]

Vahakn Keshishian
ve/and Zeynep Oguz

Hrant Dink Foundation's Multi-Cultural Heritage Project,
Lost Treasure: In Search of Cultural Heritage and Memory
Hrant Dink Vakfi Cokkiltiirli Miras Projesi. Kayip Define:

Kiiltirel Miras ve Hafiza Arayisinda)

Lost Treasure initiated by Deniz Giil (Kayip Define (Deniz

Gl yénetiminde:
19/09/2015

[Eski Konut / Former Residence]

Irini Dimitriyadis

Open School Islands Speaking / Reading programme

initiated by Hera Blyuktasciyan (Acik Okul Adalar

Konusuyor / Okuma programi (Hera Bliylktasciyan

yénetiminde:
26/09/2015

[Galata Gzel Rum ilkbgretim Okulu /
Galata Greek Primary School]

Deniz Giil

Open School Islands Speaking / Reading programme
initiated by Hera Bly(ktasciyan (Acik Okul Adalar
Konusuyor / Okuma programi (Hera Buyuktasciyan
yonetiminde:

30/09/2015

[Galata Ozel Rum ilkégretim Okulu /
Galata Greek Primary School]

Nese Ozgen

Open School Islands Speaking / Reading programme
initiated by Hera Bilyliktasciyan (Acik Okul Adalar Konusuyor
/Okuma programi (Hera Bylktasciyan yénetiminde))
01/10/2015

[Galata Gzel Rum ilkogretim Okulu /
Galata Greek Primary School]

Artikisler Kolektifi (Ozge Celikaslan,
Alper Sen, Pelin Tan), ve/and Pad.
ma (Shaina Anand, Lawrence Liang,
Jan Gerber, Sebastian Liitgert)

Imagination - IV (Tahayydil - IV)

Autonomous Archiving: bak.ma Meets Pad.ma (Otonom
Arsivieme: bak.ma ve Pad.ma Seckisi)
07/10/2015

[Cezayir]

Artikisler Kolektifi (Ozge
Celikaslan, Alper Sen, Pelin Tan),
Sevgi Ortac, Onder Ozengi ve/and
Goksun Yazier

The Surplus of Political Action in Urban Space,

Art Practices (Kentsel Mekanda Politik Eylemin Artilari

Sanat Calismalari
07/10/2015

[Cezayir]

Artikisler Kolektifi (Alper Sen,
e. belit sag) Onur Metin, Giiliz
Saglam ve/and Seyr-i Sokak
(Sibel Tekin)

Video Activism (Video Akfivizmi

08/10/2015
[Cezayir]

Artikisler Kolektifi (Ozge
Celikaslan, Alper Sen, Pelin Tan),
Ahmet Giirata, Ersan Ocak
ve/and Pad.ma (Shaina Anand,
Lawrence Liang, Jan Gerber,
Sebastian Liitgert)

Video Archiving (Video Arsivleme;

08/10/2015
[Cezayir]

Artikisler Kolektifi (Ozge
Celikaslan, Alper Sen), Pad.ma
(Shaina Anand, Lawrence Liang,
Jan Gerber, Sebastian Liitgert),
E. Belit Sag, Onur Metin

Digital Media Archive Tools (Dijital Medya Arsiv Araclari)
09/10/2015

[Tunca Subasi & Cagri Saray Atélyesi /
Tunca Subas! & Cagr Saray Workshop]

Haris Rigas

Open School Islands Speaking / Reading programme

initiated by Hera By(ktasciyan (Acik Okul Adalar
Konusuyor / Okuma programi (Hera Blylktasclyan

y6netiminde:

14/10/2015
[Galata Ozel Rum ilkégretim Okulu /
Galata Greek Primary School]

Son Kistm / End Matter

Ash Seven

Open School Islands Speaking / Reading programme
initiated by Hera BlyUktasciyan (Acik Okul Adalar
Konusuyor / Okuma programi (Hera Blyiktasciyan
yonetiminde:
21/10/2015

[Galata Ozel Rum ilkégretim Okulu /

Galata Greek Primary School]

Olcay Bingol

An Overview of Current Land Struggles in Turkey
and the Events at Yirca (Turkiye'deki Glncel Toprak
Mucadeleleri ve Yirca'da Olanlara Genel Bir Bakis:
INLAND discussions initiated by Fernando Garcia-
Dory (KARASAL tartismalar (Fernando Garcia-Dor

yonetiminde:
22/10/2015

[Cezayir]

Forms to Join INLAND International Network and Create

Financially Feasible Art - Land Initiatives (INLAND
Uluslararasi Agina Katilma Yontemleri ve Finansal Olarak
Makul Sanat Yaratimi

INLAND training initiated by Fernando Garcia-Don
(KARASAL alistirmalar (Fernando Garcia-Dory

yonetiminde:
23/10/2015

[Cezayir]

Mobile Method and a Re-vision of the Pedagogical
Missions: Extended Curriculum For Artists (Mobil
Yéntem ve Pedagolojik Misyonlarin Gézden Gegirilmesi:
Sanatcilar Icin Genis Capli Bir Mfredat)

INLAND training initiated by Fernando Garcia-Don
(KARASAL alistirmalar (Fernando Garcia-Dory yonetiminde))
24/10/2015

[Cezayir]

Tangor Tan
A Journey Through the Land and the Recovery of
Forgotten Foods (Karada Bir Seyahat ve Unutulan
Yemeklerin Kurtarilisi
INLAND discussion initiated by Fernando Garcia-
Dory (KARASAL tartismalar (Fernando Garcia-Don
yonetiminde:
24/10/2015

[Cezayir]

Open School Islands Speaking / Reading programme
initiated by Hera Biyiktasciyan (Acik Okul Adalar
Konusuyor / Okuma programi (Hera Bly(ktasclyan
yonetiminde

28/10/2015

[Galata Ozel Rum ilkogretim Okulu /
Galata Greek Primary School]

Bogos Levon Zekiyan

Open School Islands Speaking / Reading programme
initiated by Hera Buyiktasciyan (Acik Okul Adalar Konusuyor
/Okuma programi (Hera Buyiiktasciyan yonetiminde:
29/10/2015

[Galata Ozel Rum ilkégretim Okulu /
Galata Greek Primary School]

Fatma Belkis, Chus Martinez
ve/and Iz Oztat

Reading With (Birlikte Okuma)

30/10/2015
[Cezayir]

Carolyn Christov-Bakargiev,
ve/and Vittorio Gallese

Thought Forms and Brain Waves: Neuro-Aesthetics and Art

Disiince Bicimleri ve Beyin Dalgalan: Néroestetik ve Sanat;
30/10/2015

[Cezayir]

Overcoming the Post-Fordist Mode of Cultural
Production and the Art & Agroecology Interdisciplinary
= Interdisciplinary approach (Post-Fordist Kiltirel
Uretim Kiplerinin Ustesinden Gelmek ve Sanat ve
Agroekolojinin Disiplinlerarasi Yaklasimi)

INLAND training initiated by Fernando Garcia-Dor
(KARASAL alistirmalar (Fernando Garcia-Dory yonetiminde))
30/10/2015

[Cezayir]

Open School Islands Speaking / Reading programme

initiated by Hera Blyuktasciyan
30/10/2015

[Galata Ozel Rum ilkégretim Okulu / Galata Greek
Primary School]

Giiher Tan

INLAND discussion: Ways to live: Educational and
productive landscapes in radical urbanism in Turkey and
AOC (KARASAL tartismalar: Yasam bicimleri: Turkiye'de radikal
kentlesmenin editimsel ve Uretimsel manzaralar ve AOC)
30/10/2015

[Cezayir]
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Ayreen Anastas, Carolyn
Christov-Bakargiev, Rene Gabri,
Ingo Niermann, Michelangelo
Pistoletto, Nazan Ustiindag, Ben
Vickers ve/and Wang Hui

A Pilot Meeting for the Democracies of the Future

Gelecegin Demokrasileri Icin Hazirlik Toplantist
31/10/2015

[Cezayir]

Creating Your Own Para-Institution and Cultural Capital
Leverage Beyond Curators (Kendi Kurum-Oteni Yaratma
ve Kiratérler Olmadan Kltiirel Sermaye Olusturma)

INLAND training initiated by Fernando Garcia-Dor
(KARASAL alistrmalar (Fernando Garcia-Dory ydnetiminde))
31/10/2015

[Cezayir]

Open School Islands Speaking / Reading programme
initiated by Hera Bilyliktasciyan (Acik Okul Adalar Konusuyor
/Okuma programi (Hera Byliktasciyan yénetiminde))
31/10/2015

[Galata Gzel Rum ilkogretim Okulu /

Galata Greek Primary School]

Xangul Ozbey ve/and Alternatif
Uretim members

Ecology and Democracy and the Organization Producers
Cooperatives in Kurdish Territories (Ekoloji ve Demokrasi
and Kirt Bélgelerinde Kooperatifier ve Orgiit Ureticileri

INLAND discussion initiated by Fernando Garcia-Dory
(KARASAL tartismalar (Fernando Garcfa-Dory yénetiminde))
31/10/2015

[Cezayir]

Griselda Pollock ve /and
Elvan Zabunyan

Reading With (Birlikte Okuma:
31/10/2015

[Cezayir]

Wang Hui

A Pilot Meeting for the Democracies of the Future
Gelecegin Demokrasileri Icin Hazirlik Toplantist
31/10/2015

[Cezayir]

Carolyn Christov-Bakargiev
ve/and Pietro Rigolo

Thought Forms and Brain Waves: Neuro-Aesthetics
and Art (Dustnce Formlari ve Beyin Dalgalar:
Noroestetik ve Sanat;

01/11/2015

[Cezayir]

Griselda Pollock
ve/and Elvan Zabunyan

Reading With (Birlikte Okuma
01/11/2015

[Cezayir]

Son Kistm / End Matter

FiLMLER / FILMS

Uzun metrgj filmler Miige Turan ve Carolyn
Christoo-Bakargiev tarafindan se¢ildi / Feature
films programmed by Miige Turan and Carolyn
Christoo-Bakargiev

Film ve sanatct isleri
tarafindan gercekles
works by James Richards

stirmeleri James Richards
/ Pairings with Artists’

[istanbul Modern Sinema / Istanbul Modern Cinema]

ECO-FI / EKOLOJIK KURGULAR

« Stephan Koster, Der Weisse Wal (Beyaz Balina /
The White Whale), 2001, 72 dk / min.
« Jan Peter Hammer, Tilikum, 2013, 43:09 dk / min.

« Kevin Reynolds, Waterworld (Su Diinyast), 1995,
135 dk / min.

« Leslie Thornton, SNAP Water Current (SLAP Su
Akintisi), 2015, 2:35 dk / min.

« Leslie Thornton, Philosophers Walk on the Sublime
(Filozofun Yiiceye Yiirtiytsti), 2013, 17 dk / min.

« Leslie Thornton, Binocular Animates: Oil and Water
(Diirbiin Canlandirmast: Yag ve Su), 2014,7:30 dk / min.

SUBAQUATIC / DENIZLER ALTINDA

« James Cameron, The Abyss (Derinlik Sarhoslugu),
1989, 140 dk / min.

« Luke Fowler, A Grammar For Listening - Part 1 (Bélim
1: Dinleme I¢in Dilbilgisi), 2009, 22 dk / min.

« John Houston, Moby Dick (Beyaz Balina), 1956,
116 dk / min.

= William Raban, View (Manzara), 1970, 4:24 dk / min.

« Rosalind Nashashibi, Bachelor Machines Part 1 (Bekar
Makineler Boliim 1), 2007, 30 dk / min.

« Hayao Miyazaki, Ponyo (Kiigiik Denizi Kizi Ponyo),
2008,101 dk / min.
« Chas Wyndham, Airborn (Ugusan), 1973-74, 3:09 dk / min.

SURVIVOR / HAYATTA KAL!

. ing and Espen
2012, 118 dk / min.

« Chick Strand, Artificial Paradise (Yapay Cennet), 1986,
13 dk / min.

« David Lamelas, To Pour Milk Into A Glass (Bardaga Stit
Dékmek), 1973, 8 dk / min.

g, Kon-tiki,

LIFE BY THE SHORE / KIYIDAKILER

« Niki Caro, Whale Rider (Balina Sirtinda), 2002,
101 dk / min.

« Steve Reinkes, Great Blood Sacrifice (Biyik Kurban),
2010, 3:37 dk / min.

« Steve Reinles, Stentor (Borazan), 1996, 1:37 dk / min.

« Robert Flaherty, Man of Aran (Aran Adami), 1934,
76 dk / min.

« Su Friedrich, But No One (Ama Hig Kimse), 1982,
9 dk/ min.

« Alice Guy-Blaché, The Ocean Waif (Okyanustan
Gelen), 1916, 40 dk. / min.

« Patricio Guzman, E/ Bot6n de Nécar (Sedef
Diigme-/ The Pearl Button), 2015, 82 dk / min.

« James Richards, Raking Light (Egik Isik), 2014,
7:05 dk / min.

« Tolga Karagelik, Sarmasik (lvy), 2015, 104 dk / min.
« The Otolith Group, I See Infinite Distance Between
Any Point and Another (Herhangi Bir Nokta veya Oteki
Arasinda Sonsuz Bir Mesafe Gértiyorum), 2012,
33 dk/min.

. Rohertp Rossellini, Stromboli, 1950, 81 dk / min.
« Ferhat Ozg(r, Crying in Shower (Arinmay), 2003,
8dk/min.

« Peter Weir, The Last Wave (Son Dalga), 1977,106
dk. / min.

ARTIST FILMS / SANATCI FILMLERI

« Tacita Dean, JG, 2013, 35 dk / min.

+ Guido van der Werve, Nummer vier, Home (Numara
Dort, Ev/ Number 14, Home), 1977, 54 dk / min.

« Marguerite Duras, L'Homme Atlantique (Atlantik
Adami / Man of the Atlantic), 1981, 45 dk / min.

*Program iceriginde degisiklik olabilir / Program
subject to change



Antoloji icin Kaynakea /
Anthology Sources

Adnan, Etel

Sea and Fog, New York: Nightboat Books,
2013 [2012], pp.41-44.
Reprinted by permission of the author.

Tiirkge ceviri / Turkish translation: Anita Sezgener

Agamben, Giorgio

Diinyevilestirmeler, cev. Betiil Parlak, istanbul:

MonoKL Yayinlari, 2011 [2005], s. 125-26,
129-31.

Tekrar basimi MonoKL Yayinlarrnin izniyle
gergeklesmistir.

Profanations, trans. Jeff Fort, Brooklyn: Zone
Books, 2007 [2005], pp.73-76.

Reprinted by permission of Zone Books.

Aime, Marco

Lincontro mancato. Turisti, nativi, immagini,
Turin: Bollati Boringhieri, 2005, pp.127-29.
Reprinted by permission of Bollati Boringhieri.

Tiirkge ceviri / Turkish translation: Durdu Kundakgi
ingilizce geviri / English translation: Rosa Pietroiusti

Amma Syncletica of Alexandria
(bkz./ see iskenderiyeli Amma
Syncletica)

Andrié, Ivo

Sabrana djela Ive Andriéa, Sveske 1942-1974,
Knjiga 17, Svjetlost, Prosveta, Mladost,
Drzavna zalozba, Slovenije, Misla, Pobjeda:
Udruzeni Izdavaci, 1981, pp.220-23.

Tirkge ceviri / Turkish translation: Azra Tiiziinoglu
Ingilizce ceviri / English translation: Irena Haiduk

Arendt, Hannah

Insanlik Durumu, cev. Bahadir Sina Sener,
Istanbul: iletisim Yayinlari, 2008 [1958],
S.269-72.

Tekrar basimi iletisim Yayinlarrnin izniyle
gergeklesmistir.

The Human Condition, Chicago: University
of Chicago Press, 1998 [1958], pp.183-86.

Reprinted by permission of the University of
Chicago Press.

Atwood, Margaret

Baska Diinyalar, Bilimkurgu ve Hayal Glicd, gev.
Selin Siral, istanbul: Kolektif Kitap, 2014, s. 239.

Tekrar basimi Kolektif Kitap'in izniyle gerceklesmistir.
© OW. Toad Ltd., 2011.

In Other Worlds: SF and the Human
Imagination, London: Virago, 2011, pp.229-30.

Baker, Ulus
“Tahayyil” / ‘Imagining’

Kanaatlerden imajlara: Duygular Sosyolojisine
Dogru, cev. Harun Abusoglu, istanbul: Birikim
Yayinlari, 2010 [2002], s. 209-10.

From Opinions to Images: Towards a
Sociology of Affects, Unpublished PhD thesis,
Ankara: Middle East Technical University
Department of Sociology, 2002, pp.108-09.

“Orlando ya da Kadinlagmak” / ‘Orlando or
Becoming Woman’

Yiizeybilim: Fragmanlar, der. Ege Berensel,

Istanbul: iletisim Yayinlari, 2009 [2007], . 350-52.

Tekrar basimlari Birikim Yayinlari’nin izniyle
gerceklesmistir. / Reprinted by permission of
Birikim Yayinlari.

ingilizce ceviri / English translation: Miinevver Gelik

Baldwin, James

Bundan Sonrasi Ates, cev. Kivang Giiney,
Istanbul: Yapi Kredi Yayinlari, 2006 [1963], s. 14.

Tekrar basimi Yapi Kredi Yayinlarrnin izniyle
gergeklesmistir.

The Fire Next Time, New York: Vintage, 1993
[1963], pp.5-6.

Balestrini, Nanni

Carbonia: Bir Zamanlar Hepimiz Komdinisttik,
¢ev. Durdu Kundakgl, Istanbul: Otonom
Yayincilik, 2014 [2012], s. 5-6, 34-36, 51.

Carbonia (We Were All Communists), trans.

Son Kistm / End Matter

Mike Harakis, 100 Notes — 100 Thoughts /
100 Notizen —100 Gedanken, # 070,
documenta und Museum Fridericianum
Veranstaltungs-GmbH, Kassel; Ostfildern:
Hatje Cantz Verlag, 2012, pp.4, 22, 30.

Tekrar basimlari yazarin izniyle gerceklesmistir. /
Reprinted by permission of the author.

Ballard, J.G.

The Crystal World, New York: Farrar, Straus
& Giroux, 2015 [1966], epilogue, pp.31-32.

© J.G. Ballard, 1966. Used by permission of
The Wylie Agency (UK) Limited.

Tiirkge ceviri / Turkish translation: Kerem Kabadayi

Barad, Karen

Meeting the Universe Halfway: Quantum
Physics and the Entanglement of Matter and
Meaning, Durham: Duke University Press,
2007, p.381.

Turkge ceviri / Turkish translation: Miinevver Celik

Baudrillard, Jean

Sanat Komplosu, gev. Elgin Gen ve Isik
Ergiiden, Istanbul: iletisim Yayinlari, 2010
[1996], s. 67.

The Conspiracy of Art, ed. Sylvere Lotringer,
trans. Ames Hodges, New York: Semiotext(e),
2005 [1996], p.61.

Bauman, Zygmunt

Liquid Modernity, Cambridge, MA: Polity
Press, 2000, p. 7.
Turkge ceviri / Turkish translation: Miinevver Celik

Belorusets, Yevgenia

‘Protecting Our Borders’, trans. Anna
Gunin, An Honest Place, Occupied Spaces
Project, Literature Museum, Georgia, Thilisi
[Giircistan, Tiflis], 2014.

Tekrar basimi yazarin izniyle gerceklesmistir. /
Reprinted by permission of the author.

Turkge ceviri / Turkish translation: Miinevver Celik

<}
—
1

Benjamin, Walter
“Taze Incirler” / ‘Fresh Figs’

‘Food’, Selected Writings: Volume 2, Part 1,
1927-1930, ed. Michael William Jennings,
Howard Eiland, Gary Smith, trans. Rodney
Livingstone, Cambridge: Harvard University
Press, 2005 [1930], pp.358-59.

Tiirkge ceviri / Turkish translation: Kerem Kabadayi

“Charles Baudelaire: Kapitalizmin Yikselis
Caginda Bir Lirik Sair” / ‘Charles Baudelaire:
A Lyric Poet in the Era of High Capitalism’

Pasajlar icinde, cev. Ahmet Cemal, istanbul:
Yapi Kredi Yayinlari, 2014 [1937], s. 149-50.
Tekrar basimi Yapi Kredi Yayinlarrnin izniyle
gergeklesmistir.

Charles Baudelaire: A Lyric Poet in the Era of
High Capitalism, trans. Harry Zohn, New York &
London: Verso Books, 1997 [1937], p.55.
Reprinted by permission of Verso Books.

‘Tarih Felsefesi Uzerine Tezler’' / ‘Theses on
the Philosophy of History’

Estetize Edilmis Yasam, cev. Unsal Oskay,
Ankara: Dost Kitabevi Yayinlari, 1982 [19401],
s.173.

llluminations: Essays and Reflections, ed.
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ISTANBUL KULTUR SANAT VAKFI - IKSV /
ISTANBUL FOUNDATION FOR CULTURE
AND ARTS - iKSV

istanbul Bienali, istanbul Kiiltiir Sanat
Vakfi (iKSV) tarafindan diizenleniyor.

Kar amaci giitmeyen ve kamu yararina galisan bir kiiltir
kurumu olan istanbul Kiiltir Sanat Vakfi (IKSV) 1973 yilinda ku-
ruldu. iIKSV’nin temel amaglari, istanbul’u diinya kiiltiir-sanat
baskentleri arasinda 6n siralara tagimak, kiltir ve sanat yoluy-
la ulusal ve evrensel, geleneksel ve cagdas degerler arasinda
sirekli ve kalici bir etkilesim saglamak ve kltir politikalarinin
olusturulmasinda etkin rol oynamaktir. Bu amaglar dogrul-
tusunda istanbul Mizik, Film, Tiyatro ve Caz Festivalleri,
istanbul Bienali, istanbul Tasarim Bienali, Leyla Gencer San
Yarigmasi ve Filmekimi'nin yani sira yil boyunca 6zel etkinlikler
duizenleyen vakif, Nejat Eczacibasi Binas’'nda yer alan Salon
ile etkinliklere ev sahipligi yapiyor. Venedik Bienalindeki
Tiirkiye Pavyonu'nun organizasyonunu ve Fransa'daki Cité
International des Arts sanatgi atélyesindeki bir misafir sanatgi
programinin koordinasyonunu da tistlenen IKSV ayrica kiiltir

til un gelistiril ine katkida amaciyla
arastirmalar yiritiyor ve raporlar hazirliyor.

lstanbul Bienali'nin Damisma Kurulu'nda
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