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HANLE

Beyaz dogru oynadigi takdirde, Basak Senova
Siyah’'in tek basarisi
Beyaz'in kaginilmaz zaferini
geciktirmek olacaktir.
DUCHAMP ve HALBERSTAD!

Gorsel ve isitsel alginin temel kavramlarindan, uzamsal ve algisal doniigtiim taktikle-
rinden ve kavramsal bélgelerin insasindan yola ¢ikan bu proje, takip edecegi patika-
lart, her biri farklt sanatsal aragtirma alanlart tanimlayan ii¢ sanatgmn izleginde kes-
fetti. Boylece Adel Abidin, Rosa Barba ve Runa Islam’in isleri “Hamle” baslikli serginin
siurlarint belirledi. “Hamle” iig kisisel sergiden oluguyor: Adel Abidin'in sergisi.... iBSinle;
Rosa Barba'nin sergisi N0lar ve Runa Islam’in sergisi atlan yiyen kipekler. Her bir sergi, 6z-
giin nitelikleriyle, kendi baglarlart icerisinde degerlendirmelidir. Yine de, bu sergide
izledigim kiiratoryel yontem, sergideki hareket alanlarini satrang oyununa gonderme
yaparak genisleten, hesaplanmis bir yapiya dayantyor. Duchamp, satrancin tamamen
mekanik oldugunu sdylemisti2; satrang, benim icin de taktik ve hamlelerin algilana-
bilen yumaginin 6tesinde, Ustii kapalt kontrol mekanizmalarina, ve ihtimallerle yapila-
nan bir siirece isaret etmektedir.

Bu dogrultuda, projenin kiiratoryel gelisimi iki farkli eksende ilerledi: kavramsal ve
uzamsal. Kavramsal eksen, konulart ve algtya dair sorusturmalart anlaminda birbiriyle
yakindan iligkili igleri bir araya getirmeye odaklandi. Bu eksen, her ii¢ sanatginin farkl
katman ve yogunluklarda katkida bulundugu bir isbirligine dayaniyor. Uzamsal eksen
ise, bu Ui¢ sanatginun, islerinin ierigi ve mevcudiyeti araciligyla nasil hamleler gercek-
lestirip uzamsal kosullart degerlendirdiklerinin izini stirdi.

Kavramsal eksen, zaman ve ses; stk ve gorme duyusu; hareket ve taktik; algi ve
bakis acilart arasindaki pozisyon oyunlarini haritalandirtyor.

Sergi baglaminda, zaman ve ses arasindaki sylemsel iliski, zamana hakimiyetimi-
zin sinrrlartyla baglantilandirilyor. Ornegin, Adel Abidin'in video islerinde anlatt temelli
sekanslar, zaman duyusunu kontrol eden birer bilesen islevi goriiyor. Hem isitsel hem
gorsel malzeme, izleyicinin taniklik ettigi agir bir icerik iletiyor. isin siiresiyle sl bu
taniklik deneyimi, izleyicinin kendisine gosterilenin 6znesiyle 6zdeslesme siirecinin ta-
mamlanmasina higbir zaman izin vermiyor.

1 1932'de L'Echiquier, Edmond Lancel, Briiksel tarafindan yaymlanan, Marcel Duchamp'in satrang
oyuncusu ve oyun sonu kuramecist Vitaly Halberstadt ile birlikte kalerme aldigi L'Opposition et Cases
Conjugees sont Reconciliées baglikli satrang el kitabindan bir alintt.

2 Duchamp agikca sdyle der: *.eger satrang, kelimenin statik anlamiyla geometrik degilse bile,
mekaniktir, ¢linkii hareket eder; satrang bir gizimdir, mekanik bir gergekliktir” Alintilayan Pierre
Cabanne, Dialogues with Marcel Duchamp (Marcel Duchamp'la Diyaloglar), (New York: Viking Press,
1971), 5. 18-19.
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Rosa Barba'nin isleriyle yarattigi estetik mesafenin kaynagl ise igeriktir. Barba,
sadece igi gosteren aygitt sergileyerek degil, kameranin konusuna mesafeli yaklasi-
miyla, ve imge, metin ve ses gibi filmik bilesenlerin parcalarina ayrilmastyla da, igle
izleyici arasinda gegici bir kopukluk yaratmaktadir.

Benzer bir sekilde, Runa Islam da kullandigt aygitin sesini uzamsal yerlestirmeleri-
nin temel bilesenlerinden biri olarak degerlendirir. Runa Islam’in film yapim siireciyle
ilgili takintili tutkusu, izleyiciyi de kaginilmaz bir sekilde sanatginin bu mecranin zen-
gin imkanlarinu ve 6zelliklerini sergileyen kesiflerinin icine ceker. Béyle bir yolculugun
itici glicli ise, sanatg! tarafindan zamanin bilesenleri kullanilarak gerceklestirilen ve
islerinde gesitlerelerine tanik oldugumuz deneylerdir.

G0z, elektromanyetik 1sima olarak 1tk meveut degilse, herhangi bir sey algilaya-
maz. Isigin icerdigi bilgiyi isleyerek gorsel algiyt ele gegirmek mimkindiir. Isik kay-
naklarint ve 1918in yayilma ve emilme bigimlerini kontrol ederek cevre algist manipiile
edilebilir.

“Isik”, Rosa Barba'in iglerinin ayrilmaz bir bilesenidir. Isigin —6zellikle sinematog-
rafik isigin— sadece mevcudiyeti ve iglenis bigimi degil, ayni zamanda yan anlarlart
ve bunlarla ilgili tiim séylemler bu bilegene eklenir. Bunlar, sanatcinun islerinin perfor-
matif yoniinin terelini olusturur. Barba, zamansal ve uzamsal olant kesfe girisirken
“is1@” da farkli perspektifleri ve bilinmeyen cografyalara yénelik sorusturmalart vur-
gulamak igin kullanir. Dahast, kimi zaman stk araciligiyla bir anlatiyt da ortaya serer.
Buna bir 6rnek olarak 1s1iin miizeden disart yayilarak, dibinde batik bir kdy yatan golii
aydinlattigi “Beyaz Miize” (2010) adli isi gosterilebilir.

Adel Abidin’in cogu isinde 11k, aktif bir referans bilesendir. Isik, Abidin'in bu isle-
rinde konu hakkinda bilgi verir; bazt durumlarda ayrintilara isaret eder, bazen de kay-
nak islevi goriir (6rnegin, sanat tarihinde bir doneme génderme yapan giizel bir ik
hiizmesi veya secici gortnirlige yonelik stk tasarimi). Dolayistyla isik, bir durumu is-
tikrara kavusturmak icin kullanulir, o durumun bagka hakimiyet alanlarina yayilmasint
saglamak icin degil.

Runa Islam igin ise 1s1k bir gérme alant olusturmak igin bagvurdugu giiclii bir arag-
tir. Sanatgy, farkli bicimlerle ve algilarla, aynt zamanda da gérme duyusunun yittigi ko-
sullarla ilgili deneyler gerceklestirir. imge olusturma siireclerine yonelik yaklasiminin
ve bu siiregle ilgili tiim olast ¢agrisimlarin ve sorularin temelinde, fotografik siirece ve
tekniklere duydugu ilgi yatar.

Runa Islam’in iglerinde kameranin hareketinin zamanin hareketiyle iligkisi zitliklar
tastr. Bu durum, ince diistiniilmis ve beklenmedik hamlelerle algt siirecinin tiim kont-
roliinii ele gegirmeye yonelik, iyi tasarlannus bir taktige isaret eder.

Rosa Barba igin hareket, islerinin kosullarini belirleyen bir siiregtir. Diger bir ifa-
deyle, sanatcinin hamlelerinin kosullarmt belirleyen sey, sonug degildir. Barba izleyici-
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yi, performansin i¢ diinyasinda gerceklesen siirecin bir pargast olarak goriir; izleyiciyi
kararlar almaya, taraf tutmaya, ve boylece etkin bir katilimet olmaya davet eder.

Adel Abidin igin algt siirecinin etkisi tamamuyla stratejik bir meseledir. Abidin bir
isin sunumunun, o isin ardindaki diistince kadar onemli olduguna inanir. Dolayistyla
kullandigt mecra ne olursa olsun, isleri her zaman izleyicinin algisint ciddi bir sekilde
degerlendiren uzamsal yerlestirmeler olarak karsimiza ¢ikar.

Actkea goriildiigii iizere “alg” serginin kilit unsurlarindan biridir. izleyicinin duyu-
larint pasif birer alict olarak degerlendirmek aldatict olurdu, ne de olsa bir sergi her
zaman duyulart harekete gegirme niyetini tastyan, istisnai algisal girdi bigimleri sagla-
yabilir. Buna karsilik her izleyici de sergiyi farklt bir agidan goriir. “Hamle” sergisindeki
lic sanatct da, islerinde farkli kavram ve meseleleri ¢ziimleyerek genis bir perspektif
yelpazesine hitap ediyorlar. Bu isler, perspektif akisinin 6tesine hiicum ediyor ve kar-
simiza izleme deneyimini ytikli bir icerikle kaynastiran birer performans olarak ¢iki-
yorlar.

Uzamsal eksenin agtligy, sergideki ¢ sanatginuin yaklagimlarinin ve iiretimlerinin
belirgin niteliklerini tastyan isleri bir araya getiren zemin katta gergeklesiyor. Bu agt-
lis sistemi Arter’in diger ii¢ katinda sergilenen kisisel sergilerin de dnciisii iglevini
gortiyor.

Binanin diginda serginin icerigine dair herhangi bir ipucu yer almiyor. Sokaktan
bakildiginda goriilebilen tek bilgi, serginin goriinmesini engelleyecek sekilde on cep-
hedeki pencereyi kapatan bir duvara yerlestirilmis olan sergi kiinyesi. izleyici binaya
girdikten sonra bu duvar, Rosa Barba'nin “Bir Devre Kurdum, Sonra da Bir ikincisini
Kurdum” (2010) basliklt isinin beyaz arka plani olarak islev goriiyor.

“Bir Devre Kurdum, Sonra da Bir ikincisini Kurdum” adli is, Rosa Barba’nn iginden
bir metnin bittin harflerini kesip aldig, bilyiik, duvar halist boyutunda siyah bir kece
parcasindan olusuyor. Bu nesne modern ¢aga ait bir elyazmasint ¢agristirtyor. Metin
ancak Kkesip ¢tkarilmis harflerin bosluguna spot g1 diistigiinde okunabiliyor, ve hi¢
coziilernemis bir sey sunmak amactyla, kapalt bir dongii olarak devrenin sézliik tani-
munu betimliyor.

Izleyici bu isi arkada birakip ilerlediginde uzun bir koridora dogru yoneliyor. Kori-
dorun ucu, Adel Abidin’in son isi “Senfoni” (2012) ile kapli. is, 2012 yiliuin Mart ayinda
Bagdat'ta agirt dinciler tarafindan “emo™ tarzlar yiiziinden taslanarak éldiiriilen 90
Irakli gence ithaf edilmis. Duvarlarda 90 adet kiiciik beyaz kapt yer aliyor; bazilart ka-
palt, bazilart ise agik. Acik olanlarin iclerinde cekmeceler var. izleyici kapilart agip, cek-
meceleri cektiginde bu geng insanlart huzur iginde yatar halde gdsteren kiiciik beyaz
heykellerle karsilagtyor. Bu giizel heykellere bakmak, ama aynt zamanda artik 6lmiis
olan bu geng insanlarin imgelerini gérmek sok edici bir deneyim. Koridorun steril be-
yazlig neredeyse kor edici ve izleyiciye isi gérmezden gelme imkant tanimuyor.
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Izleyici koridorun sonunda, daha ilerideki bir odadan titresen, soluk bir 1sigin gel-
digi karanlik bir gecit fark ediyor. Bu odaya giren izleyici, Runa Islam’'in 16rm filmi
“Gordiigiin Seyi Gordigiin Gibi Goren ilk Sen Ol” (2004) tarafindan karstlaniyor. Daha
once Tiirkiye'de gosterilmemis olan bu iinlii filmde, kaideler lizerinde sergilenen Cin
porseleni nesnelerle dolu bir galeride gezen geng bir kadin yer aliyor. Kamera kadinin
bakistyla senkronize bir hareketle, porselen nesnelerin lizerinden gegiyor. Sonra, kadin
nesneleri hissizce birer birer kaidelerin lizerinden itiyor. Porselen nesneler yere ¢arp-
tiklart anda paramparca oluyorlar. Ancak kadinin eylemi yavas cekimde tekrar tekrar
gosteriliyor. Olaylar gerceklesip, en basa dondlilyor. Zaman tekrar tekrar doniiyor,
sonra yine akmaya basliyor. Filmin sesinin kendine 6zgii ériintisu, kisa ses artisla-
rt katmanlar halinde iist Uste bindirilerek beklenmedik sekillerde hizlaniyormus veya
yavagliyormus izlenimi uyandirtyor. Ancak bazen sessizlesiyor, bazen de ses, eylerle
senkron icerisinde ilerliyor.

Uzamsal eksenin bir hamleler dizisi halinde olusturdugu hat, Arter’in Ust katla-
rinda devam ediyor. ilk katta Adel Abidin'in isi “Senfoni”nin tek kanalll bir videodan
olusan devamut yer aliyor ve bu baglanti serginin bir sonraki hamlesini belirliyor: Birinci
katta Adel Abidin'in ... 0IBSiNl8 baglikli kisisel sergisi bulunuyor. Girigte, zemine beyaz
tebesirle cizilmis kareleriyle “Seksek” (2009) baslikli is izleyiciyi karsiliyor. iligkili
kareler mekan icerisinde yayiliyor. Kareleri takip eden izleyici bir parmakliga vartyor.
Parmakligin lizerinde, mekanmn yansimast ile bu karelerde seksek oynayan gocukla-
rin hayaletimsi goriintilerini ortiistiiren digbiikey bir ayna var. Parmakligin mevcu-
diyeti sadece kontrol mekanizmalarina gonderme yapmuyor, aynt zamanda bilinme-
yen tuzaklart ve karanlik anlatilart da glinyiiziine cikartyor. Polis devletinde topluma
uygulanan baskiya dogrudan gonderme yaparken, hiikiimetlerin ve biiyiik sirketlerin
hayatlarimiza tecaviiziinin tiim denetleme heveslisi eylem ve uygulamalarina da

3 Emo, melodik miizikalite ve disavurumcu, genellikle de itiraflar iceren sarki sozleri gibi 6zellikler
tastyan bir rock miizik dalidir. 1980’lerin ortalarinda, Washington, D.C.de hardcore punk hareketinin
iginden gikmustir ve énceleri ‘emotional hardcore/duygusal hardcore” veya “emocore” olarak
bilinegelmistir. Son dénemde “emo” terimi elestirmenler ve gazeteciler tarafindan, aralarinda son
derece farkli Gslup ve miizikal ifade bigimlerine sahip ok sayida platin plak kazanan gruplarin da
bulundugu cesitli sanatgilar icin kullanumustir. Bugtin emo terimi hem miizik ve moda, hem de emo
altkilltiriyle iligkilendirilir. Gengler arasinda “emo” terimi genellikle bazen parlak renklerde de
olmak Uizere slim-fit (dar kesim) kot pantolon ve lizerinde emo gruplarinin isimleri olan (genellikle
kisa kollu) dar tigért giymekle 6zdeglestirilir. Metal civilerle sislii kemerler ve siyah bileklikler emo
modastnun stk kullarulan aksesuarlaridir. Bu akimi takip eden bazi erkekler ayrica kalin siyah baga
cerceveli gozliik takarlar.. Emo modast kendine 6zgii sag kesimleriyle de bilinir. Popiiler kesimler
arasinda bazen tek veya iki gozii birden kapatan uzun, yana taranmig percemler, ve ayrica diiz
taranmus, styaha boyanmus sag kesimleri vardir. Emo sag kesimlerinde parlak renkli, 6zellikle
de mavi, pembe, kirmizi veya peroksit sarist katlar tipiktir. Kisa, dalgalt katlar da yaygindir. Emo
modasina bazen gegici bir heves de denmistir. Emo ézellikle duygusal, hassas, utangag, ice déniik
veya tedirgin ruh halleriyle de iliskilendirilmistir. http://en.wikipedia.org/wiki/Emo
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odaklaruyor. Bu agidan bakildiginda basit kurallart olan bir gocuk oyunuyla kurulan
baglanti, dogrudan giivenlik ve denetim politikasiyla iligkilendiriliyor. Dolayistyla, “gii-
venlik politikast, vatandast bir cocuk gibi korunmast gereken korku dolu bir 6zne ola-
rak yeniden tanumliyor.™

Tek kanalli video “Senfoni” (2012) parmakligin tam kargisinda yer aliyor. Alt kat-
taki yerlestirmeyle aynu icerige sahip bu video, tekrar tekrar doniiyor. Resimsel, port-
re olcegindeki ekranda yer alan sahne, doksan Irakli gencin hayali katliaminin hemen
sonrasint canlandirtyor. Videodaki cesetler heykel, ikon, hatta kutsal figiirler gibi yan
yana dizilmisler. Videoda her cesetin agzi bir iplikle beyaz bir kusun ayagina bagl. Sii-
rideki kuslar kagmak isteyerek kanatlarini bosuna girptyor giinkii oliimiin agirligt on-
lart zemine ¢ivilemis durumda. Cirpinan kanatlar gokyiiziinde beyaz bir bulut olustu-
rurken, videodaki tek hareket olarak kayda geciyor. izleyici, iimitsiz bir telasla cirpinan
kanatlarin gorintistyle éliimiin hareketsizligini izlemek durumunda birakiltyor. Kus-
larin sesleri, uguldayan cigliklart ve birbirine garpip siirtiinerek hisirdayan kanatlart,
yatistirict ama aynt zamanda dehset verici bir beyaz giriltii yaratiyor. Bu bir 6lim
senfonisi.

... 18Sinde, tic senkronize kanallt video yerlestirmesi “Uc Ask Sarkist” (2010) ile ta-
mamlanuyor. Bu triptik, kliselesmis Batili sarigin sarkict imgesini tg farklt profil ve
ortamda veriyor: (i) yanardoner kirmuzi bir sahne perdesinin oniinde, klasik bir pop
sarkicist arketipi, (ii) sahnede, 1950’lerden veya 1960'lardan retro bir lounge sarkicist;
ve (iii) bir restoranda kiiltiirlii ve zevk sahibi bir goriiniime sahip bir caz sarkicist. Ugii
de giifteleri Saddam Hiiseyin tarafindan, kendisini ve rejimini yiiceltmeleri amaciyla
6zel olarak siparis edilen Arapca ask sarkilart soyliiyor. Yine de tiim sarkilarin ingilizce
ve klasik Arapca altyazilart var. Biitiin bu dzelliklerin biraraya gelmesiyle, ¢ok sayida
katmanda birbirine aykirt baglamlart inceleyen ve Ust liste bindiren son derece ironik
bir ig ortaya ¢ikiyor —bu yéntem ise medyanin manipiile etme ve edilgenlestirme yon-
temine benziyor. Egildigi farklt baglamlarla islerin elestirelligi artiyor ve farkl yogun-
luklar sergiliyor; dolayistyla is siradan tersilin 6tesine gegerek, izleyiciyi bu videolarm
tekrar gosterimlerinin pasif alicist olarak saptuyor.

...0l6sin0E"de sergi mekan iglerin gerektirdiklerine baglt olarak mimari bilesenlerle
dontisturildd, diger katlarda ise izleyicinin binanin uzamsal nitelikleriyle 6zdesles-
mesine olanak saglayacak sekilde mimari degisiklikler asgari diizeyde tutuldu. Buna
uygun olarak, islerin konumuyla, 6zdes sergi mekanlarinin algilanisindaki simetrinin
kurilmast hedeflendi.

4 Bilent Diken, “Sovereignty And Control - Fragments On Biopolitics (Egemenlik ve Kontrol -
Biyopolitika Uzerine Fragmanlar)’, UNCOVERED. Nicosia International Airport. Book 1iginde,
haz. Bagak Senova ve Pavlina Paraskevaidou (2011), 5.37
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Bir sonraki katta MM baslig: altinda Rosa Barba'min dért isi sergileniyor: “Bura-
dan Kesiniz” (2012), “Gizli Konferans: Gordiigiimiiz ve Gérmedigimiz Seylerin Siireksiz
Tarihi Uzerine” (2010), “Sonsuz Seylerin Kayith Yaylimu” (2012) ve “Gériinmez Eylem”
(2010).

Mekana girildigi anda “Buradan Kesiniz” (2012) baslikli isin 111 izleyicinin dikkati-
ni cekiyor. Bir sonraki seanst duyuran bir eski sinema tabelast gibi bagligint duyuruyor.
Dénen film seridinde, “Ne jamais couper cette amorce” (Bu pargayt kesinlikle kesme-
yiniz) yaziyor.

“Gizli Konferans: Gordiigiimiiz ve Gormedigimiz Seylerin Siireksiz Tarihi Uzerine”
(2010) de benzeri bir hat izleyerek sonsuzluk ile stireksizlik arasindaki sirurt sorgulu-
yor. Berlin'deki Neue Nationalgalerie'nin (Yeni Ulusal Galeri) miize deposunda cekilen
bu 35mm film, miizenin deposunda korunan ve sergilenmeyen sanat yapitlarina stk
diistiriiyor. Is, saklt kantlart giin yiiziine cikararak tarihsel anlatimlarda aksamala-
ra yol aciyor. Isin siirsel tonu bellegin yeniden insast siirecinin kurgusal boyutlarin,
komplocu bir toplantt havasinda, daha da gliclii ifade etrmeye yartyor.

“Sonsuz Seylerin Kayitl Yayilim” bellegin yeniden insasina farkli bir yoldan yak-
lagtyor. Bu is silikon duvar iizerine kabartma harflerden olugan bir heykel, ve uzun bir
slire boyunca yayimlanan biitiin olast kitaplarin kurgusal bir lst lste bindirmesinden
olusuyor. Harfler Ust iiste binerek ve karisarak zaman iki boyutlu uzamda temsil edi-
yor, zamanda donmus bir ylizey topografyast olusturuyorlar. Bir yandan da, silikon
duvardaki harfler Rosa Barba'nin yaziyla islenmis manzaralart okuma merakuyla ortii-
gen kartografik bir mevcudiyet olusturuyor.

“Gériinmez Eylem”, N0UAFin dérdiincii ve son isi. Is, sinemanin kendisinin kinetik ni-
teliklerine odaklantyor. Barba bu iste 16mm film makinesinin bos bir film seridini ga-
leri duvarina ilistirerek, degistirilmis olan kendi dongli mekanizmasint yaratiyor. Serit
slirekli olarak film makinesinin diglilerini beslerken filmin yiizeyinde kiigiik giimiig bir
bilye dengede duruyor. Barba film seridinin birgok yerini boyadigindan stk sik parlak
renkli kareler duvara yanstyor. Bu ig, ip cambazliginda oldugu gibi, bilye, hareketli film
seridi ve projeksiyon 1gi81 arasindaki miikemmel gerilimi yakalamaya yonelik bir egzer-
siz. Ortaya cikan golge oyunu, canlt bir performans izlemek kadar deneysel.

Film aygitinin bilesenleri Runa Islam’in iglerinin birgogunda da agik¢a on plana ¢t-
kiyor. Arter'in iigiincli katinda yer alan atlart yiven kopekler baglikl kisisel sergi, sanatgmin
“Belirme” (2011) isinden hareketle isimlendirilmis®.

“Belirme” yavas ilerleyen 35mm bir film: Yabani kopekleri bir atin lesini yerken

5 lsin baslig ve iste kullanilan hareketsiz imge Fransiz ressam Gustave Achille Guillaume’un “Douar
Kopekleri El Kantar Bogazi'nda Bir At Legini Yerken” (1883) basliklt resmini de hatirlatmaktadir.
Aslinda iste kullanilan imge, iran Sarayr'nin resmi fotografeisi Antoin Sevruguinan tarafindan
1900'lerin baginda Iran'daki Mesrutiyet Devrimi sirasinda cekilmistir.
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gosteren hasarli cam bir negatif tizerine fotografik bir imge, bir karanlik odanin banyo-
sunda ylizmektedir, fotografik kimyasallar yiiziinden asirt pozlanir. Bu siirecte, filme
zarar vermeyen kirmizt giivenlik 1siginin hakimiyeti, eylemin israrct hareketsizligine
meydan okur. Siirecin her gegen saniye birbirinden biraz farklt sabit imgeler yarattig
goriinmektedir, ancak bakisin stirekliliginin retinal imgeye istikrar kazandirmasyla,
izleyicinin tiim bu farklt imgeleri ayurt etmesi olanaksiz hale gelir. Fotografik imgenin
mevcudiyeti izleyicinin iglerinin icerdigi sonsuz imge degiskenligini gormesini engelle-
yen bir tuzak islevi goriir. Film projeksiyon cihazi yine kasith olarak sergilenmis, hatta
sergi mekaninin merkezine yerlestirilmistir.

“Bu Kadart Belirsiz” (2009-2010) ise gérme alani ve zaman algisiyla ilgili bir diger
deneydir. s, izleyiciyi italyanin Stromboli adasindaki volkanik kumlarin yakindan ce-
kimleri ile volkanin dalgalarin yaladigt kayalarin kurgulayarak olusturulmus bir soyut-
lamayla karst karstya birakir. Sekanslarin hiziyla oynayan ve sik gegisler yapan kurgu,
filmin greniyle kumun grenli imgesini birbirine kaynastirir. Kurgu diizeni soyutlarmanin
omurgastnt olusturur: imgelerin, sesin ve zamandaki kesintilerin akist goriiniirdeki ay-
rintilart bastirir.

“Bu Kadart Belirsiz” zamanin akiginin nasil algilanacagina dair kendi deneylerini
one siirerken, “Numune Dolabt” (2010) gecmise génderme yaparak simdiki zamanda
kalir. “Numune Dolabt” bir miizenin yapitlarini sergilemek igin kullanilan sergileme
desteklerini filme cekerek fark edilmeyen nesneleri birer “numune™® olarak tekrar kay-
deder. Deger siralamalarint degistirmeden ve/veya yeniden siniflandirmadan, Runa Is-
lam bu prototipleri goriinir ve taninir kilarak onlara kritik bir pozisyon atfetmekle ye-
tiniyor. Ancak projeksiyon cihazini ve ekrant saydam bir dolabin igine yerlestirerek isi
de nesnelestiriyor. Bu basit hareket, ‘zaman”, ‘mekan”, “algi” ve “sunum” gibi anahtar
terimlerin sorgulanacag! bir siireci tetikliyor. Dahast, “Numune Dolabt”, “Belirme™nin
imge biriktirmesi gibi, bu sorgulamalart cogaltrr. Is izleyiciye diistinmek icin oldukca
genis bir alan tanr.

Bu serginin gelisim stirecini de, benzer bir yaklagimla, hamlelerle diisiinmek bes-
ledi. Ne de olsa, paralel bir denklemle “satrancin 6zii, satrancin ne oldugunu diigiin-
mektir"?

6  “Numune Dolabt”, 2010 yilinda isve¢in Osterlen kentindeki Kivik Sanat Merkezi'nin siparisi
iizerine iiretildi ve bir heykel parkinin igerisinde yer alan Petra Gipp'in “Refugium” adli binasinda
sergilendi. Bu baglamda, filme cekilen nesneler, birer kamusal heykel numunesi (prototip) olarak da
degerlendirilebilir.

7 1940’larn ortalarindan 1970'lerin ortalarina dek diinyanin en kuvvetli satrang oyuncularindan olan
Sovyet satrang ustast David lonovich Bronstein'in (1924-2006) bir sozi.
http://en.wikipedia.org/wiki/David_Bronstein
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“Given accurate play by White, Basak Senova
Black can only succeed

in delaying the
progress of events.”
DUCHAMP and HALBERSTAD!

Starting from the basic notions of visual and aural perception, strategies of spatial
and perceptual transformation, and constructions of conceptual territories, the pro-
ject has found its way by exploring and building on the work of three different art-
ists, that constitute diverse areas of artistic research. The works of Adel Abidin, Rosa
Barba, and Runa Islam have framed the borders of “The Move” as an exhibition. “The
Move” involves three solo exhibitions: I8J0l.... by Adel Abidin, MIMDIAl0NS by Rosa Barba,
and 108 devouring horges by Runa Islam. Each exhibition has its own distinct features
and should be considered in their own context. Nevertheless, my curatorial method-
ology for this exhibition has been based on a calculated structure that extended its
territories by referring to the game of chess. Duchamp implied that chess is entirely
mechanical? and, as | see it, beyond the perceptible cluster of strategies and moves,
it refers to a process of probabilities and different forms of obscure control mecha-
nisms.

In this respect, the curatorial development of the project has two axes: concep-
tual and spatial. The conceptual axis focuses on drawing the works together, which
are closely linked in terms of their subject matter and perceptual inquiries. This axis is
based on a collaborative act with each artist involving different layers and intensities.
Whereas, the spatial axis has traced the way in which each artist makes moves and
considers spatial conditions through the content and presence of these works.

The conceptual axis maps the positional plays between time and sound; light
and sight; movement and strategy; and perception and points of view.

In the context of the exhibition, the discursive relationship between time and
sound is linked to the limits of controlling time. For instance, Adel Abidin’s video
works incorporate narration-based sequences as an element to control the sense of
time. Both the aural and visual input communicates an overwhelming content that
the viewer bears witness to. This experience of witnessing, limited by the duration

1 Anextract from L'Opposition et Cases Conjugees sont Reconciliées (Opposition and Sister Squares are
Reconciled). Published by L'Echiquier, Edmond Lancel, Brussels, 1932, Marcel Duchamp co-authored
with the endgame theorist Vitaly Halberstadt.

2 Duchamp clearly stated that "..if it [chess] isn't geometric in the static sense of the word, it is
mechanical, since it moves; it's a drawing, it's a mechanical reality”. Cited in Pierre Cabanne,
Dialogues with Marcel Duchamp (New York: Viking Press, 1971), p.18-19.
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of the work, never allows the viewer to complete an identification process with the
subject of what they are being shown.

The content is the source of the aesthetic distance that Rosa Barba creates with
her works. She introduces a temporary detachment from the work, not only by dis-
playing the apparatus, but also by the camera’s detached approach to subjects and
the fragmentation of filmic aspects such as image, text and sound.

In the same vein, Runa Islam uses the sound of the apparatus as one of the pri-
mary elements of her spatial installations. Her obsession with the filmmaking process
inevitably draws the viewer to her discoveries, which present the rich possibilities
and features of the medium. Such a voyage is always driven by her experiments with
the components of time, which give rise to the variations encapsulated in her works.

The sense of sight is dependent on light as electromagnetic radiation. It is possi-
ble to take over visual perception by processing information that is contained in light.
By controlling the sources of light and the ways in which it is emitted and absorbed,
one could manipulate the perception of surroundings.

“Light” is an essential component of Rosa Barba's works. Not only the presence
of light—especially cinematographic light—and how it is processed in her works, but
also its connotations and all possible discourses related to it. These form the basis of
the performative aspects of her works. While exploring the temporal and the spatial,
she also uses “light” to emphasise different perspectives and inquiries into unknown
geographies. Moreover, she also reveals a narrative through light. For instance, in
“White Museur’, (2010), where light bursts out of the museum and illuminates a lake
with a submerged village lying beneath it.

Adel Abidin treats “light” as an active referential component. It provides infor-
mation about the subject matter; in some cases it indicates details, in other cases, it
provides references (for instance, a beautiful ray of light which alludes to an erain art
history; or light design for selective visibility). Light is thus used to stabilise an event,
as opposed to extending it into other territories.

For Runa Islam, light is a strong tool for creating a field of vision. She experiments
with different forms and perceptions, as well as with the conditions of less of vi-
sion. Her interest in the photographic process and its techniques is the basis of an ap-
proach to image-forming processes and all of the possible associations and questions
regarding this process.

The movement of the camera in relation to the movement of time is contradicted
in Runa Islam’s works. Hence, this indicates a well-designed strategy to take over the
entire control of the reception process with subtle and unexpected moves.

For Rosa Barba, the movement designates a process that sets the conditions for
her work. In other words, it is not the result that sets the conditions for her moves.
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She considers the viewer to be a part of the process within the performance, calling on
the viewer to make decisions, to take a stand, and thus become an active participant.

The magnitude of the reception process is entirely strategic for Adel Abidin. He
believes that the presentation of a work is as important as the idea behind it. There-
fore, regardless of the medium he uses, his works always involve spatial installations
with a strong consideration of viewer perception.

As it is clearly seen, “perception” is one of the key aspects of the exhibition. It
would be deceiving to consider the senses of the viewer as passive receptors, since
an exhibition is always capable of providing exceptional forms of perceptual input
that is intended to activate the senses. In return, each viewer sees an exhibition
from a different point of view. Nonetheless, all of the artists in this exhibition cater
to a wide range of perspectives by analysing different concepts and issues in their
works. These works push beyond the flux of perspectives; they emerge as perfor-
mances merging viewing experiences with loaded content.

The opening of the spatial axis is on the ground floor, which draws together spe-
cific works by each artist in the exhibition. This opening system precedes the solo
exhibitions presented on the next three floors of Arter.

The exhibition does not give any hints about its content from the outside of the
building. The only information that is seen from the street level is the credits of the
exhibition, placed on a wall that blocks the view. Once visitors enter the building, the
same wall also functions as the white background for Rosa Barba's work, ‘| Made a
Circuit, then a Second Circuit” (2010).

The work “ Made a Circuit, then a Second Circuit” consists of a large, tapes-
try-sized piece of black felt, out of which Rosa Barba has cut the letters from a text.
The prose only becomes legible when the beam of spotlight illuminates the absent
letters, as though the object was a modern-day illuminated manuscript. The text un-
ravels the given definition of a circuit as a closed loop, in order to posit something
entirely unresolved.

Leaving the work behind, the space leads to a long corridor. The end of the corri-
dor wall is lined with Adel Abidin’s last work “Symphony” (2012). The work is dedicat-
ed to 90 Iraqi teenagers who were stoned to death by religious extremists in Baghdad
in March 2012, because of their “emo™ appearance. There are 90 small white doors
on the walls; some of them are closed, while some are open with drawers in them.
When the viewer pulls open doors and sliding drawers, s/he sees little white statues
of these young people resting in peace. It is a shocking performance, looking at these
beautiful statues and at the same time seeing the images of these young people who
are now deceased. The sterile whiteness of the corridor is almost blinding, and leaves
no room for ignorance.
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At the end of the corridor, the viewer notices an adjoining dark passage with a
flickering, dim light coming from the room ahead. When walking into this room, Runa
Islam’s 16mm film “Be The First To See What You See As You See It” (2004) confronts
the viewer. This renowned film—which has never been shown in Turkey—depicts a
young worman walking through a gallery of Chinese porcelain objects displayed on ped-
estals. The camera moves over the porcelain pieces in synch with the woman'’s gaze.
Then, she dispassionately pushes them one by one, and the porcelain objects shatter
into pieces as they hit the floor. Yet, her action repeats over and over again in slow
motion. Things fold and then unfold. Time is frozen again and again, and then flows
again. The soundtrack has its own pattern and seems to speed up and slow down
in unpredictable ways, by choosing to superimpose short increments in layers. Yet,
sometimes it is silent, while at other times the sound occurs in synch with the action.

The line of the spatial axis as a sequence of moves continues with the upper
floors of Arter. The first floor contains the continuation of Adel Abidin's work “Sym-
phony” as one channel video and this connection determines the next move of the ex-
hibition: the first floor presents Adel Abidin’s solo presentation, entitled I8J0ll..... The
work at the entrance, which attracts the viewer with an outlined pattern, drawn with
white chalk on the ground is "Hopscotch” (2009). The corresponding squares with
this white outline extend into the space. The viewer comes across a gate by following
the squares. On the gate there is a convex mirror that overlaps the reflection of the
space with the ghostly appearance of the children playing hopscotch on these same
squares. The presence of the gate, far from being restricted by gates and borders,
does not only refer to the control mechanisms, but it also uncovers unknown traps
and dark narratives. It makes a direct reference to suppression within the police state
and moreover, it addresses all the controlling actions and procedures of government
and corporate intrusion into our lives. Seen from this point of view, the link to the

3 Emois a style of rock music characterised by melodic musicianship and expressive, often
confessional lyrics. It originated in the mid-1980s hardcore punk movement of Washington, D.C.,
where it was known as “emotional hardcore” or “emocore” and pioneered by bands... In recent
years the term “emo” has been applied by critics and journalists to a variety of artists, including
nultiplatinum acts and groups with disparate styles and sounds... Today emo is commonly tied
to both music and fashion as well as the emo subculture. Usually among teens, the term “emo” is
stereotyped with wearing slim-fit jeans, sometimes in bright colours, and tight T-shirts (usually
short-sleeved) which often bear the names of emo bands. Studded belts and black wristbands are
common accessories in emo fashion. Some males also wear thick, black horn-rimmed glasses...
The emo fashion is also recognised for its hairstyles. Popular looks include long side-swept
bangs, sometimes covering one or both eyes. Also popular is hair that is straightened and dyed
black. Bright colours, such as blue, pink, red, or bleached blond, are also typical as highlights
in emo hairstyles. Short, choppy layers of hair are also common. This fashion has at times been
characterised as a fad... Emo has been associated with a stereotype that includes being particularly
emotional, sensitive, shy, introverted, or angst-ridden. Source: http://en.wikipedia.org/wiki/Emo
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simplest of rule-based children’s games directly relates to the politics of security and
control. Hence, “the politics of security redefines the citizen as a fearful subject to be
protected, like a child."

The one-channel video work “Symphony” (2012) is located just opposite the gate.
With the same content as the installation downstairs, this work plays by itself. The
painterly portrait-scale scene depicts the aftermath of an imaginary massacre of 90
Iraqi teenagers. The corpses in the video are juxtaposed as statues, icons, and even
sacred figures. In the video, a thread connects each body by its mouth to the leg of a
white bird. The flock of birds flap their wings in vain, attempting to escape, however,
they are anchored by the weight of death. The fluttering wings form a white cloud in
the sky, registering the only movement in the work. The viewer is left to watch the
stillness of death against the frantically flapping wings. The sound of the birds, their
whistling cries and their rustling wings, creates a soothing yet terrifying soundtrack
of white noise. It is a symphony of death.

BBYONl... completes the series with a three synched-channel video installation
“Three Love Songs” (2010). The triptych portrays stereotypical Western blond singers
in three different profiles and settings: (i) a classic archetype of a pop singer in front
of a shimmering red stage curtain, (i) a retro lounge singer from the 1950s or 1960s
on a stage; and (iii) a jazz singer with a sophisticated look, in a restaurant. They all
sing love songs in Arabic with lyrics commissioned by Saddam Hussein in order to
glorify him and his regime. Nonetheless, they are all subtitled in English and classical
Arabic. With all of these features, the work is highly ironic, examining and overlapping
incongruous contexts in multiple layers—in a similar manner to the way media ma-
nipulates and pacifies. The criticism of the work is multiplied and varies in intensity
with the diverse contexts it invests. It therefore goes beyond mere presentation and
identifies the viewer as the passive receiver of these video reruns.

InBBY0N...., the exhibition space is modified with architectural elements based on
the requirements of the works, whereas on the other floors the architectural adjust-
ments are minimal, allowing the viewer to identify the spatial characteristics of the
building. Accordingly, the location of the works breaks the symmetry of the percep-
tion of the identical exhibition spaces.

The next floor presents four works by Rosa Barba under the title fI0I3li0NS: “Coupez
Ici” (2012), “The Hidden Conference: On the Discontinuous History of Things We See
and Don't See” (2010), “Recorded Expansions of Infinite Things” (2012) and “Invisible
Act” (2010).

4 Diken, Biilent. “Sovereignty And Control—Fragments On Biopolitics”, UNCOVERED. Nicosia
International Airport. Book 1, ed. Basak Senova and Pavlina Paraskevaidou 2011, p. 37.
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Upon entering the space, the light of “Coupez Ici” captivates our attention. It an-
nounces a title as if it was a billboard from an old cinema, presenting the next session.
On the rotating film strip it reads: “Ne jamais couper cette amorce” (Never cut this
strip).

Along the same lines, “The Hidden Conference: On the Discontinuous History of
Things We See and Don't See” questions the border between infinity and discontinui-
ty. Shot in the museum storage of the Neue Nationalgalerie in Berlin, this 35 mm film
sheds light on the artworks assembled in a museum'’s storage room and that are not
in view. It creates lapses in historical accounts by detecting concealed evidence. The
poetic tone of the work amplifies the fictive aspects of the process of reconstruction
of memory, along the lines of a conspirational meeting.

“Recorded Expansions of Infinite Things” communicates with the reconstruction
of memory in another way. It is a sculpture consisting of a silicone wall with embossed
lettering. It is a fictional superimposing of all possible books printed over a long period
of time. The letters overlap and mingle to represent time in two-dimensional space,
creating a surface topography that is frozen in time. At the same time, the letters on
the silicone wall form a cartographical entity that overlaps with Rosa Barba's interest
in reading inscribed landscapes.

“Invisible Act” is the fourth and final work in d10@li00S. The work concentrates on
the kinetic qualities of cinema itself. In the work, Barba connects a strip of blank
film from a 16mm projector to the gallery wall, essentially creating her own modified
looping mechanism. A small silver ball balances atop the film as it continually feeds
through the projector’s sprockets. She has painted the film in several places so that
on occasion, frames of bright colour project onto the wall. Like tightrope walking, the
work is an exercise in creating the perfect tension between the ball, moving celluloid,
and the projection beam. The resulting shadow play is as experimental as viewing any
live performance.

The elements of the filmic apparatus are candidly brought to the fore in most of
Runa Islam’s works. The solo presentation 00gs devouring horses on the third floor of Arter,
is named after her work “Emergence” (2011)%.

“Emergence” is a 35mm film that progresses slowly: a photographic image in the
form of a damaged glass negative depicting wild dogs eating the corpse of a horse lies
in a developing bath in a darkroom and overexposes, because of the photographic
chemicals. Within this process, the domination of the red safety light challenges the

5 Thetitle and the still image in the work also recall French painter Gustave Achille Guillaume’s
painting, titled “Dogs of the Douar Devouring a Dead Horse in the Gorges of El Kantar” (1883). As
a matter of fact, it was taken in Tehran, during the Persian Constitutional Revolution in the early
1900s, by Antoin Sevruguin who was an official photographer for the Imperial Court of Iran.
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persistent stillness of the action. Apparently, the process creates slightly different
still images every second, however the persistence of vision stabilises the retinal im-
age and it becomes impossible for the viewer to detect all of these different images.
To a certain extent, the presence of the photographic image tries to decoy the viewer
towards the infinite variation of images that the work contains. The film projector is
deliberately displayed and even located in the centre of the exhibition space.

“This Much is Uncertain” (2009-2010) is another experiment in the field of vi-
sion and the perception of time. The work confronts the viewer with an abstraction
created by editing close-ups of volcanic sand on the Italian island of Stromboli and
the wave-lashed rocks of the volcano. The editing fuses film grain with sand grain by
manipulating the speed of the sequences with frequent cuts. The organisation of the
editing forms the backbone of its abstraction: the flux of images, sound, and cuts in
time override visible details.

While “This Much is Uncertain” suggests its own experiments for perceiving the
passage of time, “Cabinet of Prototypes” (2010) remains in the present by referring
to the past. “Cabinet of Prototypes” documents the presence of unnoticed objects by
filming the display supports for a museum’s artefacts and re-registers them as “pro-
totypes”®. Without changing the order of their value and/or re-classifying them, Runa
Islarn simply assigns a eritical position to them by making these prototypes visible
and acknowledged. Nonetheless, she also objectifies the work by placing the projector
and the screen inside a transparent cabinet. This simple gesture activates a process
of questioning key notions such as “time”, “space”, “perception’, and “presentation”.
Furthermore, “Cabinet of Prototypes” multiplies these questions in the same way as
“Emergence” accumulates images. The work allows the viewer considerable space for
forming their own opinions.

In the same vein, the development process of this exhibition has engaged in a lot
of thinking by way of moves. After all, a parallel equation can be drawn with the idea
that “the essence of chess is thinking about what chess is™.

6 “Cabinet of Prototypes” was commissioned by Kivik Art Centre at Osterlen, Sweden in 2010 and
shown in Petra Gipp's building “Refugium” (a refuge in the forest of solid wood and concrete) in a
sculpture park. In this context, these filmed objects could also be considered as prototypes for
public sculptures.

7 Aquote by David lonovich Bronstein (1924-2006) who was a Soviet chess grandmaster, as one of
the world’s strongest players from the mid-1940s into the mid 1970s.
http://en.wikipedia.org/wiki/David_Bronstein
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SENFONI Didem Yazict
Rimi calismalar hakkinda yazi yaz-
maya, o ¢alismalara bir sey eklemeyecegi
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tamamlannugligindan. Ugradiklart haksiz
saldir yuziinden hayatint kaybeden bir
grup insan iizerine sanatsal bir is ¢ikarmanin zorluklart neler olabilir? Halihazirda “kur-
banlastiriimis” ve katledilmis olan insanlart ikinci defa sanat igin aragsallastirip istis-
mar etme tuzagina diigmek? Adel Abidin, kendi iginde zaten oldukca hassas olan bu
konuyu tuhaf bir duyarlilikla ele alarak, yeni bir tiretimin ve okumanmn yollarin artyor.
“Senfoni” (2012), incelikli bir agit yakmayt amaglayan bir calisma. ideolojik giidii-
den bagimsiz olarak, sirf kiliklar, saclarindaki jéle, giines gozliikleri ve dar kiyafetleri
yiliziinden bu sene Irak’ta taslanarak éldiiriilen “emo” gencler hakkinda olan calisma,
ayrimetlik ve tahammilsiizliigiin en ug noktasin isaretliyor. “Harle” sergisiyle birlikte
ilk defa sergilenecek olan bu is, heykel ve videodan olusan, mekana yayilan, bir anda
tek bir mekanda degil, takip edilerek kesfedilecek iki pargadan olusan bir yerlestir-
me. Calismanin metodu ve siireci, icerigiyle baglantult olarak igliyor. Aciligtan birkag
ay once, bittinlyle sergide yer alan heykellerin tiretimine odaklanan Adel Abidin, ne-
redeyse ibadet edercesine yogun calisarak, kendini bu heykelleri tek tek yontmaya
adadt. Bunu 6zellikle belirtmemin sebebi, sanatginin el emegini yiiceltmek degil, calis-
manin arka planindaki anlatinin, sanatsal yonterle nasil iliskilendiginin altint gizmek.
“Senfoni” bir anlamda, sanatcinin katliamdan dolayt duydugu sanciyla basa cikma
yontemi olarak okunabilir. Gergek insan boyutlarina gore tasarlanan video, katliam-
dan tek bir manzarayi yansitiyor: Siddetten sonra geriye kalan. Kurbanlarin agizlarin-
dan ¢ikan iplerin bir glivercin ayagina baglandigi senfonik bir ugurlama kuruyor.
Arter'in konumlandig istiklal Caddesi, alternatif goriiniiste olan bircok kisiyi ve
“emo” gencleri barindirtyor. Maalesef yalnizea radikal gruplar degil, farkliliklara saygt
duydugunu varsayan cok cesitli kesimlerden insanlarin da goz ucuyla bakip neredeyse
oviinerek ve kiistahga séylendikleri o kiigik anlar, giindelik hayatta en ufak bir fark-
lihga tahammiilii olmayan tembel zihinlerin yanilgilart. Sadece emo gibi dinledigi mii-
zikten ve yasam tarzindan dolayt degil, politik, etnik, cinsel, dini kimliklerinden veya
es seciminden dolayt da ayrimciliga ugrayanlarin yasam haklarina kastedecek kadar
gozii dénmiis bir toplumda, “Senfoni” tiim agirligiyla tinlyor.
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UC ASK SARKISI

Popiiler kiiltiirlin stereotip imgelerini kullanip, bu imgelere alisimadik bigimler ve-
rerek onlart yeniden iiretmek, tipki regete gibi isleyen bir giincel sanat estetigi formiile
ediyor. Bilindik karakterlerin beklenmedik baglamlarda ele alinmasi, izleyicinin ilgisini
kolayca yakalayan bir yéntem olusturuyor. Adel Abidin'in “Three Love Songs” baslik-
It video yerlestirmesi akla bu denklemleri getirebilir. Beni ilgilendiren soru su; “Three
Love Songs” bu formdilii ne él¢lide kirabiliyor, kullandigt Kliseleri gercekten ne élgiide
sarstyor? Ust Giste bindirilen kavramlar ve referanslar birbiriyle aslinda ne kadar tezat
olusturuyor ve birbirini ne kadar destekliyor? Kahramanlik ve vatanseverlik gibi kiil-
tiirel olarak erkeklikle bagdastirimis mefhuralari, kadin imgesini aragsallastirarak bir
araya getiren bu caligma, terdr ve agkin irdelenmesinin 6tesinde bir alan agtyor.

Politik soylemler tipkt gerceklikle ilgisi olmayan naif ask sarkilart gibi vaatkar ve
yanultict degil midir? Birgok diktator kendi politikalarini dven slogan, siir, sarki ve hey-
Kellerle propaganda yaparak neredeyse hipnotik ve ezbere dayalt bir gerceklik yaratur.
Bu sarkilar giindelik hayatta o kadar yerlesmistir ki, cogu kez igerikleri anlasilmadan,
ritiiel gibi dillere dolanip, hafizada yer ederler. Bu anlamda, Three Love Songs”, sanat-
cinun kisisel deneyimlerinden yola gikan ve belleginde yer etmis bu deneyimleri tiye
alan bir calisma. Bagdat'ta dogup biiyiiyen sanatginmn genglik yillarinin Saddam Hii-
seyin donemine denk gelmesi, terdriin onaylanmasint dikte eden bir baski ortamuyla
baga ¢tkmak zorunda kalmig olmast anlamina geliyor. Bu donemde Saddam Hiiseyin'in
ismarladigt propaganda sarkilariun yaygin olmasi, “Three Love Songs” galismasinin
temelini olugturuyor. Abidin’in bu donemden sectigi, terdrd, ytkimt ve diktatér rejimini
yiicelten ii¢ sarky, farkl bir baglarmda karsimuza gikiyor. Sinematik bir dilde, tg¢ farkl
konseptte ele alinan sarkilar senkronize bir sekilde ayni anda gosteriliyor: 1950’lerin
modasinda lounge bir miizik klibi, restoranda aksam yemegi esliginde soylenen bir caz
parcast ve r&b tarzinda pop bir performans. Sarkilarin hepsi, tamamuyla diktatorligi
oven, asirt maskiilen, rahatsiz edici derecede baskin ve Saddam Hiiseyin megaloman-
i tastyan sozler iceriyor. Biitiiniinde tek bir yerlestirmeyi olusturan bu l¢ videonun
bir diger ortak ozelligi, sarkilarin hepsinin sarisin kadinlar tarafindan davetkar bir ta-
virla séyleniyor olusu. Yerlestirme, teror yanlist propaganda sozlerinin agirligini, sanki
ask sarkilart séylermisgesine rahat olan sarigin kadinlarin hayalperestligiyle bir ara-
ya getiriyor. Bu unsurlar her ne kadar ilk anda birbirine tezat gibi goriinse de, 6ziinde
birbiriyle drtiisen ve birbirini destekleyen bir iliski kuruyor. Sarki sézlerinin gercekte
ne anlama geldigini bilmeyen oyuncular, kliselesmis “aptal sarisin” kadin karakterine
biiriintiyorlar. Tipkt Irak halkinin Saddam Hiiseyin'i ve politikasint 6ven sarkilart sorgu-
lamadan dinleresi gibi, oyuncular da Irak Arapgasinda soyledikleri bu sarkilarin iceri-
gini anlamadan sahneliyorlar. Sarki sdylerken kendinden gecen ve aslinda sarki sézle-
rinin anlamuyla ilgili bir fikri olmayan bu kadmnlar, tam da sarki sozlerinde yer alan sert
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arabesk erkek-egemen yaklasima hizmet edecek sekilde aragsallastirilmig. “Diisman
iilkeleri haritadan silecegiz” gibi militarist sozlerin yanu sira, “...hayatimizi biyiklarina
borcluyuz”, “gdzlerin icin birgok can feda edilir” gibi kérii kériine élgiisiiz bir teslimiyet
hali var. Bu sarkilarin giindelik hayatta yaygin oldugu bir ortamdan gelen sanatg, ge-
riye donis yasadigt bu galismayla hem toplumsal bir elestiri getiriyor hem de kisisel
yasannusliklarla bir ylzlesme sagliyor. Videoyu izlerken, performanscilar kadin yerine
erkek olsalard diye diistindiim. Standart medyayt taklit eden tipik kadin temsili yeri-
ne oldukea absiirt bir manzara ¢ikacagi kesin.

SEKSER

Beklentinin aksine, Adel Abidin aslinda hayatinda hi¢ seksek oynamadi. Cocuk-
lugunu 1980'lerde, iran-Irak savast déneminde Bagdat'ta geciren sanatcinin seksek
oyununa iliskin herhangi bir travmatik anist s6z konusu degil. Buradaki hikaye, seksek
oynarken basina talihsiz bir olay gelen bir ocugun hikayesi de degil. Giindelik hayat-
ta iyi bir gozlemci olan Adel Abidin, video ve yerlestirme stratejisini ¢aligmann igeri-
gi dogrultusunda uyarlamus. Calisma, “Senfoni” isinde oldugu gibi belirli bir olaya ve
topluluga degil, acik uglu bir duruma isaret ediyor. Oyunlarda kullanilan metotlar ara-
ciligyla, giindelik hayatta, savaslarda, ¢atigmalarda kullanilan yonternlerle benzerlik
kuruyor. Abidin'in “Seksek” odasinda bu oyunla bag basa kalyoruz.

“Seksek” (2012), videonun ayna yanilsamast olusturdugu, bir bakima iirpertici bir
kompozisyon uretiyor. Aslinda orada olmayan gocuklarin giivenlik aynasindan yansi-
yan yaniltict goriintiileri zaman ve mekéan arasinda gelgit yaratiyor. Peki bu ¢ocuklar
gercekte nerede? Bu sorunun cevabinin aslinda ¢ok da énemi yok, giinkii bu gocuklar
her yerde. Aynanin asili oldugu gecis kapisi, kontroliin, giiciin ve otoritenin sembolii
oldugu kadar, aynt zamanda cocuklart oyunun sonunda igine alan bir girdap. Isin ilk
tretildigi 2009 senesindeki videoda yer alan gocuklar, sergi mekanindaki seksek ¢izi-
mi lizerinde oynarken kaydedilmisti. “Hamle” sergisi kapsaminda Arter'de gésterilen
“Seksek” ise yine aynt sekilde, bu defa istanbul'daki cocuklarla birlikte gerceklesti-
rildi. Caligma sergilendigi her yerde yeniden tiretilmesini gerektiren bir form tastyor.
Bu anlamda, “Seksek” in yerel baglamla iliskiye gegmeden islemeyen yapisy, tas atan,
baklava calan cocuklarin akibetini hatirlatiyor. Kapidan sonrasi, bilinmez, tekinsiz,
glivensiz bir bosluk. Bu bosluk, Burkay Dogan'in “Ugurkaymaz'lar Hakkinda” (2006)
isimli videosunda da incelikli bir sekilde ele alimmusti. Abidin, diinyanin her yerinde oy-
nanan bu oyunu, karanlik bir kdsede gostererek, izleri kaybolan cocuklara atfen ele
alyor. Paris’in yliksek kontrastlar iceren sokaklarinda yiiriirken, tesadiifen giivenlik
aynasindan seksek oynayan ¢ocuklarin yansimasini goren Abidin, yakaladigt ant sergi
icinde tekrar kuruyor. Yere ¢izilmis, tamantyla bos seksek cizimi yerini hayalet cocuk-
lara birakyor.
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A SYMPHONY, THREE LOVE SONGS AND ONE GAME

SYMPHONY Didem Yazict

Upon sitting down to write on cer-
tain works of art, one may choose to
step back and look at the piece from a
distance with the idea that the writ-
ten piece will not be adding anything to
the said artwork. This is not because
the work itself has said the final word
on what it tries to attain but rather be-
cause of the incompleteness and sensitivity of its subject matter. What could be the
challenges one encounters when trying to produce an artwork whose subject matter
is a group of people who have passed away during an unjust attack? Perhaps falling
into the trap of re-positioning and thus exploiting already “victimised” and massacred
people in the name of art? Adel Abidin picks up this already quite sensitive subject in
an uncanny sensitivity, opening up new ways of reading and production.

“Symphony” (2012) is a work that aims at a subtle lament. The work is based on
“emo” youths in Iraq who were stoned to death this year solely because of their at-
tire, hair gel, sunglasses and close-fitting clothes, devoid of any ideological impulse
on their part, thus displaying the most extreme form of discrimination and intoler-
ance in the society they lived in. The installation, which will be displayed for the first
time within “The Move” exhibition, is a work comprising of sculpture and video that is
presented in two settings, which the spectator has to follow in order to discover the
full work. The method and process of the work operates in tandem with the content.
A few months prior to the opening, Adel Abidin focussed solely on each of the sculp-
tures that were to appear in the exhibition, in a dedication not unlike ascetic wor-
ship. The reason why | am particularly drawing attention to this is not to eulogize the
artist’s labour, but rather to underscore the way in which the relationship between
the narrative lying behind the work and the artistic method followed is outlined. To
a certain extent, one could read “Symphony” as a way for the artist to cope with the
pain that the massacre has left in him. The video is designed to be the same height of
a human being and depicts only one frame from the massacre: What remains after
violence. It re-creates a symphonic farewell by tying the strings that issue forth the
victims’ mouths to the foot of a dove.

Istiklal Boulevard, on which Arter also belongs, houses many individuals who carry
an alternative look, including “emo” youth. Unfortunately, it is not only radical groups
that generate those minute instances where these people are arrogantly sneered at,
but there is also a significant number of people coming from all walks of life who fall
into the fallacy of a lazy mind that cannot tolerate the tiniest speck of variation in

*1986. She is
currently writing
her MA thesis on

her recent work
at the public
programs of
dOCUMENTA (13)
at the Goethe

University and

Stadelschule,
Frankfurt.
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their daily lives, all the while presuming and professing that they respect individual
differences. In this society that borders on lunacy where individuals are not only dis-
criminated against due to the kind of music they listen to or the lifestyle they have
chosen as in the case with the “emos;” but are under the threat of persecution against
their right to live solely on the basis of their political, ethnic, sexual, religious identities
or their choice of partners, “Symphony” resonates with all its gravity and severity.

THREE LOVE SONGS

Using stereotypical images from popular culture and re-creating them in un-
conventional forms formulates a contemporary aesthetic of art that operates like
a prescription. Placing conventional characters in unexpected contexts works as a
method that easily catches the attention of the viewer. Adel Abidin's video installa-
tion “Three Love Songs” may bring this equation to mind. However, the question that
interests me is the following: To which extent can “Three Love Songs” actually break
this formula and undermine the clichés it employs? How much do all the overlapping
concepts and references that are employed in the work contradict and support each
other? By instrumentalizing the image of woman and combining it with notions that
are usually culturally attributed to masculinity such as heroism and patriotism, this
work opens up a space that goes beyond the scrutiny of terror and love.

Just like naive love songs that have nothing to do with reality, aren't political dis-
courses in the same way, auspicious and deceptive? By employing slogans, poems,
songs and sculptures that propagate and praise their policies, many dictators have
created an almost hypnotic reality that leans on rote learning. These songs penetrate
daily life so deeply that, their content usually ignored, they worm their way into our
memory and out of our lips and become, as it were, rituals. In this sense, “Three Love
Songs” is a satirical work based on the artist’s personal experiences of the same na-
ture. The fact that the artist was born and raised in Baghdad, with a coming-of-age
during the reign of Saddam means that he had to cope with an oppressive atmos-
phere that dictated the affirmation of terrorism. Thus, “Three Love Songs” is based
on the propaganda songs that were commissioned widely by Saddam Hussein at the
time. Abidin presents the three songs he has selected from the period that glorify
terror, destruction and the dictatorship in different contexts. The songs are dealt
within three separate concepts and are shown simultaneously in a synchronized fash-
ion, erploying a cinematic style: A lounge music video a la 1950's, a jazz piece sung
in accompaniment to a dinner in a restaurant and a pop performance in the style of
R & B. All the lyrics of the songs praise the dictatorship, are overly masculine, disturb-
ingly dorinant and reek of the megalomania of Saddam Hussein. Another commmon
element between the three videos that make up the installation is that in each song,
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blond women sing enticingly. The installation combines the dreaminess with which
the blond wornen sing these songs as if they were love songs, with the terrifying grav-
ity of the lyrics that function as propaganda in support of terrorism. Although these
elements seem contradictory at first, in essence they create a relation in which they
overlap and support each other. The actresses who don't know the meaning of the
lyrics they vocalize, enable them to enact the cliché of the “‘dumb blond.” Just like the
Iraqi public who unquestioningly listened to these songs that praise Saddam Hussein,
the actresses stage these songs in Iraqi Arabic, whose content they have no idea of.
These women who swoon over these songs whose lyrics they do not understand have
been instrumentalized precisely in order to serve the brutally arabesque patriarchal
order. Along with militaristic lyrics such as “we will wipe our enemies from the map,”
lines like "..we owe our lives to your mustache,” and “For your eyes many necks can
be sacrificed” display a blind and excessive state of submission. As the artist comes
from an environment in which these songs were widely popular in daily life, this retro-
spective work embodies both a confrontation with his personal past and a social cri-
tique. As | watched the video, | thought how it would look if the performers were men
instead of women. No doubt, when considering the typical representation of woren
that imitate mainstream media, what would appear as a result would be no less than
absurd.

HOPSCOTCH

Contrary to expectations, Adel Abidin has never played hopscotch in his life.
Moreover, even though he has spent his childhood during the 80’s in Baghdad while
the Iran-Iraq war raged on, there is no question of a childhood trauma associated with
the game either. Nor is the story here about an unlucky incident that a child under-
went while playing hopscotch. Skilful in observing daily life, Adel Abidin has adapted
his strategy for video and installation in line with the content of his work. As in “Sym-
phony,” the work does not address a specific society or event, but an open-ended sit-
uation. He draws similarities between the methods employed in games and methods
used in daily life, in war and armed conflict. In Abidin's “Hopscotch” room, this is the
gare we are faced with.

“Hopscotch” (2012) produces a composition in which the video creates a mirror-il-
lusion; an eerie atmosphere to say the least. The images of children reflected from the
security mirror but who are actually absent creates an ebb and flow effect on space
and time. So where indeed are these kids? The answer to this question is actually
insignificant, because they are, in fact, everywhere. The entrance door on which the
mirror is hung does not only symbolize control, power and authority but also func-
tions as a whirlpool that eventually pulls the kids into the game. In the initial shoot-
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ing of the video in 2009, the children were recorded playing on the hopscotch sketch
drawn on the floor of the exhibition area. In the scope of the exhibition “Move” at Ar-
ter, "Hopscotch” this time was recorded in the same manner but locally with children
from Istanbul. The work carries a form that requires its re-creation for each venue
it is exhibited in. Thus, this internal structure of the artwork that does not fulfil its
purpose unless it is related to the local context immediately brings to mind the fate
of children who throw stones or steal baklava. Upon entering, the viewer is enveloped
in an unknown, uncanny and distrustful vacuum. This vacuum has also been treated
scrupulously in Burkay Dogan’s work “On Ugurkaymaz'” (2006). Abidin picks up the
same thread by situating this universal game in a dark corner, dedicating it to children
who have been lost without a trace. Walking through the deeply contrasted streets of
Paris, Abidin coincidentally sees on a security mirror, the reflection of children playing
hopscotch and re-creates that moment in the exhibition. The corpletely empty hop-
scotch sketch drawn on the floor leaves its place to the spectres of children.
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33,38-39,40, 41

Seksek | Hopscotch

2009

Tek kanallt video yerlestirmesi | One channel video installation
>

Yerlestirme gériintiisii | Installation view

© Adel Abidin
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oh father of the two lions . by Allah we owe our lives to your moustache
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42,43, bt
Uc Ask Sarkist | Three Love Songs

2010

Ug kanalli senkronize video yerlestirmesi | Three-synced channel video installation
841

Video kareleri | Video stills

© Adel Abidin
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we will wipe America from the map

Uc Ask Sarkist | Three Love Songs

2010

Ug kanalli senkronize video yerlestirmesi | Three-synced channel video installation
841

Yerlestirme gériintiisii | Installation view

© Adel Abidin
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47,48, 49,50, 51, 52-53
Senfoni | Symphony

2012

Tek kanallt video yerlestirmesi | One channel video installation
315

Video kareleri ve detaylar | Video stills and details

© Adel Abidin
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54,55, 56, 57
taslaklar | sketches

Senfoni | Symphony

2012
Yerlestirme | Installation
© Adel Abidin
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ADEL ABIDIN ILE BASAK SENOVA ARASINOA WOSABAKA Il TAKIP EDEN BIR DIYALOG

Miisabaka 1: [Yer “Leningrad”] [Tarih “1975"] [Sonug “1/2-1/2"] [Beyaz “GarryKasparov”] [Siyah “LevPolugaevsky”] [ECO “B40"] [Toplam Hamle Sayist “507]

[Beyaz “BasakSenova’] [Siyah “AdelAbidin”]
1.
ek -ch

islerin, diinyanin farkli bélgelerindeki sosyo-politik durumlarin acimasiz gercekliklerini

ele alyor. Ancak bu gerceklikleri daima estetik agidan incelikli bir bigcimde ifade edi-

yorsun ve bu da bir paradoksa yol acip, izleyicilerin (izerinde sasirtict bir etki yaratyor.

Gegmig deneyimleri ve gordsleri ne olursa olsun, izleyici bu gercekliklere taniklik etmek

zorunda kaltyor. islerinin alimlanmasinda bir sanatet olarak pozisyonun nedir?

2.
Nf3 - e6

Bu yagam dongiisiiniin bir parcastyim ben. ister siyasal olsun ister toplumsal, etra-
fimdaki seylere taniklik ediyor, onlardan etkileniyorum. Kendimi ifade etmek icin
kullandigim arac¢ sanat oldugundan, bu beceriyi genellikle gorsel mesajlarimi ve ar-
giimanlarinu izleyicilerime iletmek icin devreye sokuyorum.

Hem kendi hayatimda hem de bagkalarinin hayatlarinda her seyin dtesinde bir 6neme
sahip oldugunu diisiindiigiim bazi meseleler kafamu kurcaladigt zaman sanat yapi-
yorum genellikle. Dolayisiyla sanatim, estetik temelli ve argiimanlarimla gorsel
mesajlarimu biinyesinde tagtyan bir yapit olugturmak igin kullantyorum.

3.
d3-d5

islerini birbirinden cok farkli mekanlarda sergileyen bir sanatci olarak; siyasi, kiiltiirel,

ekonomik ve toplumsal agidan cesitlilik ve oransizlk gosteren durum ve baglamlarda

bu islerin sergilenme bigimleri hakkinda ne diigiiniiyorsun?
4,
Nbd2 - Nc6

Evet, sanat pratigim, gecmis deneyimlerine veya hangi millete mensup olduklarina
bakmaksizin, tiirlii tiirlii insanin kargisina gikiyor. Onemli olan, benimle baglayp
izleyiciyle biten yaratma dongiimii tamamlamak. Yani her zaman, igle etkilesime gi-
recek bir izleyiciye ihtiyactm var; bir igi her izleyici farkl bir bigimde “tamamliyor”,
izleyicilerim cesitlendikce, iglerime verdikleri tepkiler de ilginglegiyor—iglerimin
degisik sekillerde alimlandigint duyuyorum.

Mesela, bu sergi igin, “bellek” ile ilgili elestirel igler segildi. Bunlar benim tercih ve
goriiglerim dogrultusunda sekillendiler. Bununla birlikte izleyiciye, konularin ta-
hayyiil etme ve cesitli varsayimlarda bulunma sanst veriyor; gerisini de izleyicinin
hayal giiciine birakuyorlar.

5.
g3 - Bd6

Hareketli imge ile onun bir devami olan yerlestirme arasinda nasil bir denge kuruyor-

sun?
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6.
Bg2 - Nge7
Yerlestirmede illa hareketli imge bulunmast gerekmiyor. Hareketli imgenin varligi,
kavramsal gergeveyi ve harika bir isi berbat edebilecegi gibi gelistirebilir de... Esa-
sen iizerinde ¢aligtigin kavramsal gergeveye ve bunun izleyiciye nasil aktariimast
gerektigine bagli bir mesele bu.
7.
0-0-0-0
Islerini siire, goriintii hizi ve kesintiler dogrultusunda nasil tanimliyorsun?
8.
Re1 - Bc7
Video islerim bu kavramlara dayantyor. Burada baslica unsur siire. “Az ve 6z” diistu-
ruyla hareket ediyorum; daha kisa olan isler izleyici iizerinde daha biiyiik bir etki
yaratuyor. “Siire”, hizt da siireksizligi de biinyesinde barindiriyor elbette.
Derdimi anlatabilmek, vurgulamak istedigim meseleyi tekrar etmekten veya sallanti-
da birakmaktan daha 6nemli benim icin.
0.
Qe2 - b6
“Ug Ask Sarkist” (2011), yakin gegmisten yola ¢tkarak meveut durumun istii értiilen ger-
cekliklerini gozler dntine seriyor. Agtkeast daha onceki islerinde nasil bir pozisyon almig
olursan ol, bu igle gegmisi ve tarihi yeniden degerlendiriyorsun.
10.
h4 - Nb4
“lic Agk Sarkist” karst karstya oldugumuz manipiilasyonu, bilhassa da medya kuru-
luglarinin manipiilasyonunu ortaya koyuyor. Medya, insanlarin beynini ytkamak
icin ¢ok giiclii bir arag. Bagdat’ta yagadigim sirada, bu esasl manipiilasyon beni de,
Iraklt kardeglerimi de magdur ediyordu. Simdi de manipiile ediliyoruz elbette, ama
cok daha farkli, cok daha incelikli bir bicimde. Bu yiizden, “Uie Ask Sarkist” iizerinde
caligtrken, bu fikrimi ifade etmenin en iyi yolunun, her giin radyo ve televizyonlarda
dinledigimiz sarkilarin sozlerini kullanmak oldugunu diisiindiim.
.
Nf1 - dxe&
Bu sarki sozleri nasil bir anlam tagtyordu?
12.
Qxe4 - Nxc2
Saddam Hiiseyin’in siparisi iizerine yazilmus, onun iktidarda oldugu yillardaki rejimi
goklere gtkaran sozlerdi bunlar. ironik sekilde, higbirimiz bu sozlere kafa yormuy-
or, ne anlama geldiklerini hi¢ diisiinmeden bu sarkilar: tekrar tekrar séyliiyorduk.
insanin diline hemen de dolanwveriyorlard: zaten. Sonradan fark ettim ki bunlar
bilingaltimiza islemis ve medya da bizim tepkilerimizi pasiflestirme konusunda
onemli bir rol oynamus.
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13.
Qxa8 - Nxa1
Bu nedenle, sen de medyayt taklit ederek, “Uc Ask Sarkist” ile bu bilingsiz eylemi ele
almaya karar verdin.
14.
Ne3 - Nf5
Evet. Kast icin (medyanin onlart kullanma bigimine gore) toplumdaki farkl profilleri
temsil eden, ‘giizel sangin” stereotipine uyan kadinlar segmeye ¢aligtim. Sonra da
onlardan bu sarkilart sdylemelerini istedim. Sarki sozlerinin ne anlama geldigi hak-
kinda en ufak bir fikirleri bile yoktu, ciinkii onlara Arapea sézlerin Latin alfabesiyle
yazilnus ingilizce okunuglarint verdim; geviri de yapmadim. Yani, biz vaktiyle bu
sarkilart ne kadar bilingli olarak sdylediysek, onlar da yle soylediler.
15.
Nxf5 - exf5
Bu garki sizleriyle “Ug Ask Sarkisi"ndaki iic farklt setin yan yana getirilmesinden bahse-
debilir misin biraz da?
16.
Bg5 - f6
“Ug: Ask Sarkist"nda ii¢ farklt melodi ve ii¢ farkli set var. Oncelikle, bana ilham veren
Nancy Sinatra’min “Bang Bang” sarkist oldu; biitiin fikrin hareket noktast bu sar-
kuydu. Sozlerle sarkilardaki nese arasindaki celiskiye bir de bu mekanlar eklenince,
sahne daha garpict ve absiirt bir hale geldi. Bir sarkiyt blues, digerini de pop hava-
stna sokup bu durumu daha ug bir noktaya tagidim. Setler de sarkilarin tiiriine gore
tasarlandu.
17.
Rxal - fxgb
“Seksek” (2009) bakisa dayali toplumlart sorguluyor ve bakis bilmecesini irdeliyor: iz-
lenen kim ve izleyen kim. Bir cocuk oyununu ve gocukluk hatiralarint bu sorgulamayla
nasl iliskilendiriyorsun?
18.
Nxgb - gb
Aslina bakarsan, ben hi¢ seksek oynamadim; genelde kizlar seksek oynar, diye diigii-
niiliir. Ama diinyanin dort bir yaninda ¢ocuklar seksek oynuyor. Bu oyunun mantigt
bana her zaman ¢ok ¢arpict gelmistir. Aslinda ¢ok basit: Yere ¢izilmis, sintrlart belli
kutucuklardan birinin ortasindaki bosluga tas veya benzeri bir nesne atiyorsunuz,
sonra da tek ayak iistiinde ziplaya ziplaya bu bosluklarda ilerleyerek o nesneyi alip
geri doniiyorsunuz. Bu mantuk, diinyadaki yonetim sistemleri ve politikalarinda da
benzer sekilde uygulanyor.
Bu igin ¢tkig noktast Paris’ten kalma belli belirsiz bir ani. Bir giin etrafta geziniyor,
kenti kegfetmenin keyfini gikartyordum. Oylece dolasirken bir cocuk bahgesinin
hemen yanibagindaki bir kaptya vardim. Bu kapt bana baskuy, polis devletini, zul-
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mii ve gozaltinda tutulmay hatirlatti. Allak bullak olmugtum, hem korkmug hem
de ofkelenmigtim. Dolayisiyla bu ant bir isime tagimaya karar verdim. Bu ise “demir
parmaklikli kapt” unsurunu ekleyerek, bu uygulamalarin karanlik ve kapalt tarafin
vurgulamak istedim.
19.
Re1-h6
“Senfoni”nin (2012) hikayesi nedir?
20.
Qc6 - Qd6
“Senfoni” yeni bir is, Arter deki sergide ilk defa gosterilecek; halen iistiinde calistyorum.
Bu is Irak'ta gerceklesen hassas bir meseleyi ele altyor. Birkag ay dnce, 90 kadar dgrenci,
‘emo” tarzindaki sag kesimleri ve giysileri sebebiyle taglanarak élduriildii. Bu gocuklar
sirf sag kesimleri farklt diye, dar giysiler giyiyorlar diye dldiiriildi. Bu olay beni dehgete
diistirdii. Bu vahsice olayin altinda yatan mantig kavrayamtyorum. Bu isi, o 90 égrenci-
nin hatirasint yagatmak icin yaptyorum. Heykel yapma kararim, bu ise her seyimi koyma
istegimden kaynaklaniyor. Heykeltirag olmadigim halde, heykelleri kendim yapmay: ter-
cih ettim. Onlara olan hiirmetimi bu sekilde gosteriyorum. Bu, kisisel bir tercih. Ayrica,
trettigim islerin konulart kargisindaki tutumumu da agtkea ortaya koyuyor.
21.
Ne6 - Qxc6
Miimkiin olsa, giiniin birinde “Senfoni"yi (2012) Irak’ta géstermeyi diisiniir miisiin, bu
konuda hig (imidin var mi? Bagka bir deyisle, bu meseleyi kendi baglaminda tartigmak
ister misin?
22.
Bxc6 - Bxeb
Bunu yapabilmeyi cok isterdim; bu isi Irak’ta gosterip tartismaya acacagimz giinlerin
gelmesini iimit ediyorum tabii. Ama mevcut siyasi durumu goz oniinde bulundura-
cak olursak, bunun yakin bir gelecekte olacagint hi¢ sanmiyorum.
23.
Rxe6 - Kg7
Zamanin bu yaratim siirecinin asli degiskenlerinden biri oldugunu diisiiniirsek, bu islerin
yarattigt zaman algist hakkinda neler séyleyebilirsin?
24.
Be8 - f4
Bu siireg, izleyicinin zihninde cesitli diisiincelerin uyanmasina neden oluyor—ama sa-
dece gelecekle ilgili diiiinceler degil bunlar. Bence hem gegmis, hem bugiin, hem de
gelecek bu islerin iginde katlaniyor.
25.
gh - Bd8
Oyun sonu
1/2-1/2
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A DIALOGUE BETWEEN ADEL ABIDIN AND BASAK SENDVA FOLLOWING EVENT |

Event 1: [Site “Leningrad”] [Date “1975"] [Result “1/2-1/2"] [White “GarryKasparov"] [Black “LevPolugaevsky™] [ECO “B&40"] [PlyCount “507]

[Beyaz ‘BasakSenova”] [Black “AdelAbidin”|
1.
ek -ch

Your works reflect on the cruel realities of socio-political situations in different parts

of the world. However, you always produce a refined aesthetic expression, which gives

rise to a paradox and has a shocking effect for the viewer. The viewer is always being
trapped into witnessing these realities, regardless of their background and views. What
is your position as an artist in terms of the reception of your works?

2.

Nf3-e6

I am a part of this life cycle. | am witnessing and being affected by what surrounds me,
whether politically or socially. Since art is the tool | use to express myself, | intend
to put this talent towards communicating my visual messages and arguments to
my viewers.

I generally create art when I get confused with issues that, above all, I think are very
important inmy life and others’ lives. So | use my art to form an aesthetically-based
work of art, which carries my arguments and visual messages within it.

3.
d3-d5

As an artist who exhibits in various different locations, what do you think about the

ways in which works are displayed in diverse and asymmetrical political, cultural, eco-

nomical, and social situations and contexts?
b,
Nbd2 - Nc6

Yes, my art practice is exposed to various kinds of people, regardless of their back-
grounds and nationalities. What is important for me is to complete my creative
cycle, which starts with me and ends with the viewer. So, | always need a viewer
to interact with the artwork and each viewer ‘completes’ an artwork differently.
When my viewers differ, this gives me interesting feedback, and I will hear differ-
ent kinds of ways of perceiving my work.

For instance, the works selected for this exhibition are critical works on ‘memory’
They also started to be shaped by my personal choices and viewpoints. At the same
time, these works also give the viewer the chance to visualise their subject matter
and to make assumptions about what happened, then leave the rest to their imag-
ination.

S.
g3-Bd6

How do you create a balance between the moving image and the installation attached

toit?
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6.
Bg2 - Nge7
It is not essential to have the moving image attached to an installation, sometimes
you can screw up a concept and a great work of art by having it attached to an in-
stallation, and other times this can help to develop it. So, it simply all depends on
the concept you are working on, and how it needs to be delivered to the viewer.
7.
0-0-0-0
How do you define the aspects of duration, speed, and discontinuity in your works?
8.
Re1 - Bc7
My video works are based on these concepts. The main element is the duration. | be-
lieve that ‘less is more’, and shorter works have a greater impact on the viewer. Of
course, speed and discontinuity all come under duration’.
For me, making a point is more crucial than repeating or suspending what I wish to
highlight.
0.
Qe2 - b6
“Three Love Songs” (2011) takes its point of reference from recent history and plays out
the concealed realities of the current situation. In this case, you re-examine the past
and history, regardless of positions you may have defended in some of your previous
works.
10.
h4 - Nb4
“Three Love Songs” reveals the manipulation that we face, especially from media or-
ganisations. The media is a very strong tool for brainwashing people. When | was
living in Baghdad, my fellow Iraqis and | were the victims of such basic manipu-
lation. Nowadays, we are also being manipulated, but in a very different and ad-
vanced way. So, while working on “Three Love Songs”, I thought the best way to
express this idea could only be through the lyrics that we used to hear on TV and on
the radio on a daily basis.
.
Nf1 - dxe4
What was the significance of the lyrics?
12.
Qxed - Nxc2
These lyrics were commissioned by Saddam Hussein and used to glorify the regime
during the decades of his rule. Ironically, they were never analysed or thought about
deeply, we used to sing and repeat them without thinking. They were also very
catchy. With the benefit of hindsight, I realised that it was a subconscious act and
that the media played an important role in pacifying our reactions.
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13.
Qxa8 - Nxa1

Therefore, you decided to reflect on this subconscious act with “Three Love Songs” by

mimicking the media.

14.
Ne3 - Nf5

Yes. For the cast, I looked for stereotypical ‘beautiful blonde’ women that would rep-
resent different profiles from society (the way the media uses them). Then, | asked
them to sing these songs for me. They had no idea what the lyrics meant, because
I gave them Arabic lyrics in an English alphabet, without any translation. So, they
sang these songs in the same way as we had sung them.

15.
Nxf5 - exf5

Could you please also explain the juxtaposition of the lyrics with the context of the

three settings in “Three Love Songs™?

16.
Bg5 - f6
“Three Love Songs” uses three different melodies and sets. First of all, | was inspired
by Nancy Sinatra’s song “Bang Bang”, and that was my starting point for the whole
idea. The contradiction between the lyrics and the joy in the songs, together with
the setting, makes the scene even more remarkable and absurd. I took it further by
adding a kind of blues and then a pop song. The sets were designed according to the
genre of the songs.
17.
Rxal - fxg5
“Hopscotch” (2009) questions gaze-oriented societies and presents the riddle of the
gaze: who is being watched and who watches. How do you relate a children’s play and
childhood memories to this questioning?
18.
Nxg5 - gb

For the record, | have never played hopscotch myself; it is considered to be a girl’s
game. Children play it all around the world. I've always been struck by the logic of
this game. It is very simple: you toss a stone or an object into numbered spaces of
an outlined pattern on the ground and then jump through the spaces on one leg to
retrieve the object. However, this logic is also very similar to applications of govern-
ing systems and policies in the world.

The starting point of this piece is a fleeting memory in Paris. One day | was walking
around, discovering and enjoying the city, until | came to a gate, which was locat-
ed next to a children’s courtyard. That gate reminded me of repression, the police
state, cruelty and being under surveillance. I felt totally confused, with a combina-
tion of fear and anger. So, | decided to carry this moment into my work. By adding
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the gate’ element, | wanted to stress the dark and closed aspects of these applica-
tions.

19.

Re1-h6

What about the story behind “Symphony” (2012)?
20.
Qc6 - Qd6
“Symphony” is a new work which will premiere at Arter with this exhibition, and | am

actually still working on it at this stage.

The work deals with a very sensitive issue that is taking place in Iraq. A few months
ago, around 90 students were stoned to death for having haircuts and wearing
clothes that emulate the emo’ style. They were simply killed for having a strange
haircut and wearing tight clothes. Such an event shocked me. | cannot fathom the
reasoning behind this brutal act. So | am doing this work as a memorial for those
90 students. My decision to make statues here was related to my desire to get in-
volved in that. Although | am not a sculptor, | preferred to sculpt them myself. I see
it as a way to pay a real tribute to them. It is a personal choice. It also clearly shows
my stance with respect to the subjects of the works that | produce.

21.
Ne6 - Qxc6

Do you think or hope that, one day in the future, it will be possible to show “Symphony”

(2012) in Iraq? If so, would you consider taking it back and discussing the issue in its

own context?

22.
Bxcb6 - Bxeb

I would love to do that, and hope to show it and discuss it. However, considering the
political situation, | don’t think that this will happen any time soon.

23.

Rxe6 - Kg7
Assuming that time is an essential variable in this creative process, how do you define
the sense of time that these works generate?

24,

Be8 - f4

This process raises a range of thoughts for the viewer, but not only thoughts about the
future. | think that the works contain the seeds of past, present and future within
them.

25.
gk - Bd8

Endgame

1/2-1/2

65 / HAMLE - THE MOVE BEYOND ...



o3 annotations

w
>
o
=
w
=
-
w
-
=
<
=4



[EA

\I

[AMANIN G

1 "Bu dinyaya, su yasadigimiz hayata  Kerstin Stakemeier
inanmak, en zorlu ddevimiz, ya da

bugiin ickinlik diizlemimiz (zerinde

kesfedilmeyi bekleyen bir varolus ki- g‘; EE3 % Z g - z
pinin ddevi haline gelmis olabilir” (Gil- < %é é g&fu 2 TS EE
les Deleuze ve Félix Guattari, 1991)! FosEES 522 £
2 “— Robert Smithson: Bu bosluk, sa- S R E

natin yerlestiriimesiyle tanimlana-
bilir. Bir yerlestirme, iginde bulundugu odayt doldurmamali, aksine bosaltmalidir.
— Allan Kaprow: (..) Miizeleri bir bogaltma fikrini gekici buluyorum.” (1967)?

3 “Gergeklestirme siireci her zaman, gerceklestirilen seye gore degiskenlik gosteren
dahili bir zamansallik ima eder. Her toplumsal tiretim tiiriintin kiiresel, i¢sel bir za-
mansalligt vardir, bunun yanu sira, bu diretim tiriintn diizenini olugturan parcalarin
da kendilerine 6zgii ritimleri vardir” (Gilles Deleuze, 1967)3

4 “Bir giin gelip de sanatin mekanik kurallarinin bilimsel terimlerle cok daha berrak
bir sekilde agiklanacagina inanmak iyi bir sey. O zaman hem sanatin toplumsal is-
levini, hem de birey agisindan hayati 6nemini daha iyi anlamak miimkiin olacak.
() Bu, yaratict yapitlarin kaynaklarimn giin gelip agiga ¢ikarilacagina dair umudu
da dogruluyor. O giin geldiginde sanati sadece egitimin degil, her insanin giinlik
aligkanliklarinin da bir pargast haline getirebilecegiz” (Laszlo Moholy-Nagy, 1946)

5 “Zamanda var olan sadece simdiki andir; simdiki an, gecmis ve gelecegi bir araya
getirir, veya igine ceker. Ama sadece gecmis ve gelecek zamanin igerisinde mev-
cuttur ve her simdiki ant sonsuz defa bdler. Birbirini takip eden lg¢ boyut yoktur,
zamant okumanin iki eszamanl bigimi vardir” (Gilles Deleuze, 1969)®

6 “Hareket halindeki gorme eylemi eszamanliligin ve uzam-zamanin esanlamlisidir;
yeni boyutu kavramak icin bir aragtir. Hareket halindeki gérme eylemi ayni za-
manda planlamaya, ileriyi gorebilme becerimizin tasarima yonelik dinamiklerine
isaret eder.” (Laszlo Moholy-Nagy, 1946)¢

1 Gilles Deleuze ve Félix Guattari. Felsefe Nedir?, cev. Turhan llgaz (YKY, 1992), s. 71.

2 Robert Smithson: The Collected Writings (Toplu Yazilar), ed. Jack D. Flam (Berkeley: University of
California Press, 1996), s. 44.

3 Gilles Deleuze, Desert Islands and Other Texts, 1953-1974, haz. David Lapoujade (Semiotext(e), 2004),
s.170-192.

4 Laszlo Moholy-Nagy, Vision in Motion (Hareket Halindeki Gorme Eylemi) (Paul Theobald &
Co: Chicago), 1947, s. 27.

5 Gilles Deleuze, The Logic of Sense, cev. Mark Lester with Charles Stivale,
haz. Constantin V. Boundas (Athlone, 1990), s. 5.

6 Moholy-Nagy, agy, s. 153.
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7 “Sanat yapiti temsil diinyasini terk ederek deneyim’e, agkin ampirizm veya duyu-
lar ile algilanabilenin bilimine déndisiir” (Gilles Deleuze, 1968)"

8 “Eski sanatlarda dehset, genellikle yiiz kaslarinn aligildik sekil ve diizeninin carpi-
tilmastyla, bigimi bozulmus agik bir agizla, biiyiimiis, disa firlamis gozyuvarlariyla
ifade edilirdi. Picasso bu yaklasimu bedenin olagan kosullarda hareketsiz kalan,
carpitilamayan bilesenlerini, yani gozleri, kulaklart ve burnu da hareket ettirerek
ve carpitarak yogunlagtirdi” (Laszlo Moholy-Nagy, 1946)8

9 “Belki de daha algak bir geleceksellik asamasina diisiivermistim -sahte bir gele-
cege gecebilmek icin gercek gelecegi geride mi biraknustim? (..) Elimdeki fotograf
makinesi filmleri tiikeniyordu, karnim da actkrusti. Passaic Aligveris Merkezi as-
linda bir aligverig merkezi degildi. Tipik bir ugurum, veya siradan bir bosluktu. Bir
galeri icin ne kadar harika bir yer!” (Robert Smithson, 1967)°

Iste kiiciik alintt cephaneligim. Biri 1940’lardan, diger ikisi 1960’lardan ve 70’lerden,
ticii de bir dizi alintt ile temsil edilen, 6zellikle de bunun gibi glincel sanat yazilarinda
alintilandiklart halleriyle ucuz roman statiisiine kavusmann esiginde ii¢ erkek yazar.
Fikirleri bayatladig|, veya zaman tarafindan haksiz ¢ikarildiklart icin degil; Laszlo Mo-
holy-Nagy, Gilles Deleuze ve Robert Smithson giincel sanatin genisleyen alant igerisin-
de birbirleriyle miikemmelen eslestikleri igcin —bu metinlerin en yenisi neredeyse 40
yillik olmasina ragmen. Giincel alinticiligin igiginda evrensel bir farkindaligt 6rneklerle
actklamak icin Moholy-Nagy'nin avant-gardist titopyactligi, Deleuze'iin anti-moder-
nizmi ve Smithson’in ampirist materyalizmi ile giizelce kaynastirilabilir.

Burada onlart size sunmann amact ise bu tiir bir farkindaligi cézmek ve Rosa Bar-
ba’nin sanatsal islernlerinin bu tiir kendine yeten romantizrleri kesip bigrmek ve par-
calarima ayirmakla stirekli mesgul yapitlar ortaya koydugunu gostermek. Bu metinde
Rosa Barba'nin yapitlarint genisleyen cografi yamalar olarak ortaya sermek istiyorum;
bu yamalar sanat olarak viicut buluyor, ama ayni zamanda galeri duvarlarinin tesine
yaytliyor ve simdiki zamanimizin temsillerinin icinden gegerek biiyiiyorlar. Barba'nin
yapitlarinda modernist iitopyalar, yapisalct fark alanlart ve sanatsal entropiler dur-
mak bilmeksizin karsimiza ¢ikiyor; ama sanatgt bunlarin gerceklikte termellenmesini
sagladikea, icinde yer aldiklart diizen de bastan gozden gegirilmis oluyor.

Bu zamansalliklar artik istikrar icin gegmise bagvurdugundan simdiye tutunabilen
yekpare, piiriizsiiz, sorumluluk sahibi bir kanaatler semast olusturmuyor. Barba biitiin

7 Gilles Deleuze, Difference and Repetition (Londra: Continuum, 2010), s. 79.
8  Moholy-Nagy, agy, s. 251.
9  Smithson, agy, s. 72.
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zamanlart sanki simdiki zaman kipindeymislercesine, bazen, Deleuze'iin de farz ettigi
gibi, fiili bir simdiki zamann var olmadigint one siirermis gibi davranan uzuvlart iptal
edilmis paralelliklerden olusan zamansal bir cografya gibi sahneliyor. Bu metin Rosa
Barba'nin modernist temalarin yapisalct bireylestirmeler tarafindan yénlerinden sap-
tiriimast sonucu simdiki zamaru yiiklii hale getiren bir iliskinin dogdugu cokzamanlt bir
alan isgal ettikleri bireylestirilmis mekanik cografyasina ithaf edildi.

Bicimi Bozulmus Modernizm - 3,6, 8

October dergisinin 2012 yaz sayisinin acilis metinlerinin bagliklari, “Post-Elestirel”
(Hal Foster) ve “Neo-Modern’di (David Geers)™; her iki makale de aynt kararlilikla sa-
natsal simdiki zamaru Modernizm'le iligkileri cergevesinde tartigmaya odaklantyordu.
ikisi de Modernizn'in kiiresel sermaye ve beraberinde getirdigi (siyasi) krizin erozyona
ugratict gelismelerinin seline kapilip gitmemizi engelleyen bir havuz; temel fikirlerle
dolu, tartismaya agik bir diikkan oldugunu kabul ederek onayliyor. Modernizm bize sa-
natta siyasi aciliyetin faydalarina tutunma imkanini bahsediyor (Foster) ve istikrarsiz
zamanlarda istikrar saglayict bir referans noktast olarak bir kere daha modernist bir
geri doniis gerceklestiriyor (Geers). iki yazarin da ¢oziimlemeleri giincel sanatta hakim
ideolojileri son derece kesin ve ayrintili bir sekilde yansitsa da, okuyucu yine de iki son
derece rahatsiz edici soruya cevap bulamiyor: Modernizm'i ne yaprmali? ve Bu bize ne
tir bir simdiki zaman sunuyor?

Rosa Barba'nin yapitlarmm bu sorulara yanitlar sahneledigi soylenebilir, ama bu
yanitlar kargimiza birer yanit olarak degil, zamansalliklart isaretleyen, “simdi™nin iceri-
sinde heniiz agilmamus gibi goriinen birer kilometre tast olarak ¢tkiyorlar. Strekli bir is-
tikrar saglayict giic olma islevi nedeniyle tabi tutuldugu yerinden edilmeler, Barba'nin
islerinde Modernizm'in bir les, bir donistimle, projeksiyonlar ve maddi kalintilar ag
olarak geri dénmesine neden olur. Modernist nitelik ve figiirleri tek parca halinde ithal
etmekten, ve dolayistyla bu nitelik ve figtirlerin bir zamanlar hizmetine atandiklart ira-
decilik'i yeniden sahnelemektense, Barba isleri sahiplerinden kopariyor. Sahneler geri
doner, ama onlart o zamanlar seyretmis olanlar donmezler; Barba'nin islerinde oldugu
gibi, onlar da bagka bir zamanda yasarlar. Modernizm'in Geer ve Foster'in metinlerinde
bizim kendi rol modellerimiz olarak kalan “asli” 6zneleri, Barba'nin sahnelerinde hicbir
sekilde meveut degildirler; ¢iinkii bu 6znelerin tretimlerinin sonuglari, artik en bas-
taki niyetlerine dayalt olarak yeniden insa edilemez. Barba yoniinii sastrmus, zengin
ama amagsiz bir Modernizm taslag giziyor. “Gizli Konferans™ta da, “Sonsuz Seylerin
Rayitl Yayilimi'nda da Barba koskoca yetkin bilgi geleneklerini yapitlarina aktariyor,

10 ki yazt da: October, Yaz 2012, Cambridge Mass: MIT, 2012.
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ama tiim kisttlamalart gevseterek bunlart okunamayacak ve birbirlerinden ayurt edile-
meyecek hale getiriyor. Heykel ve yazi kendilerine ait bir hayata kavusuyor ve elestiri
yoluyla siirekli olarak aldiklart geri bildirimler yerinden edilerek tek baslarina konusur
hale getiriliyorlar. Bu kiiltiir 6rneklemeleri, zamana uygunluklariin ayrikligini, De-
leuze'iin ifadesiyle, i zamansalliklarint ve kendilerine 6zgii ritimlerini ortaya seriyor.
Moholy-Nagy'nin, Picasso'nun “Guernica™in konusu ile miicadelesinde saptadigina
benzer bir sekilde, sanat tiretimine ickin o dehset deneyimini simdiki zamana tastyan
iste bu ayrikst zamansalliktir. Burada karsimiza cikan artik, bize bir zamanlar dogal
gelenin bozulmast degildir, aksine bu, zamanin ¢ivisini ¢ikaran, yaratict yoklugudur.
Picasso kendi canavarliklarinin tazminatt olarak insanligin kurbanlasmasini resme-
derken, Barba, bu tiir agiriliklarin 6tesinde, insanligin gegmis eylem veya iiretimlerine
bagli olmadigy, erisilernez bir gegmis mantigin bedensel ¢oklugunun yardimi olmadan
yiikselebildigi bir simdiki zamanin taslagin gizmekte. Baska bir deyisle, isimsiz bir
dehseti tersil ediyorlar.

“Gizli Konferans” ve “Sonsuz Seylerin Kayitli Yaylimi"nin gecmis killtiirel yaratim
driinlerine getirdigi radikal eszamanlilik, agirbagli bir hava igerisinde yaraticilarinin bu
uzuvsuz birakilmugliklart tizerine kurulu. Bu eser sahibini ortadan kaldirma islemi, ya-
pttlarin kendilerine bagimsiz birer hayat hakki taniyip, kendisini, gegmisi ancak onun
kahraman savunucusu, ve giiniimiizdeki mdiellifi olabilmek icin alintilayan bir konum-
da hayal eden nostaljik Modernizm'in kargisina dikiliyor. Barba'nin yapitt bize bir kah-
raman sunmuyor; ancak yaratim siirecinin zamansal baglamindan koparilnus parcala-
rinn izole edilmis, anlarint (ya da “cakili kalrus yapintilart”); dolayistyla yaraticilarinin
veya baglamlarinin uzantisi gibi degil, kendi terimleriyle anladiklarimizi gerceklestirir.

Zamani Bogaltmak - 2,5, 9

Barba'nin dretimlerinde Modernizm gakilt kalmug yapintilarin maddi ¢ogullugu
roliinii oynuyorsa eger, o zaman, ikinci Diinya Savagtnin ardindan tarihi dagilisindan
silkinen 6znenin Modernizm'in statiice esit zittina doniistiigii iddia edilebilir. Barba,
karaya oturmus bir modernligin karsisina 6znellikten degil, Deleuze'lin ifadesiyle bi-
reylestirmelerden olusan bir sdzcilyle gikiyor. Deleuze'iin ¢izdigi zamanlama taslagy,
tek bir boyuta sigacak sekilde cokertilmis, gecmis ve gelecegin icerildigi bir simdiki
zaman; bu aynt zamanda Barba'nin bu tiir bireylestirmelerin kiiltirel tarihlerini sahne-
ledigi zamanlama taslag. “Bir Devre Yaptim, Sonra da Bir ikincisini Yaptim” (2010) adlt
yapit, kendi kendine tutunamayan ama kendini hatiralarinda kaybeden bir hareket
ongorir, metnin gozenekli bedeninde her sey dne yiiklenmektedir, sahneyi diizenle-
yen teleolojik veya mantiksal bir diizen s6zkonusu degildir, yaptt kendini higbir istikrar
saglayict islev tagimayan bir gegmiste kaybeder. Robert Smithson'in distopik senar-
yolara yonelik hevesi de buna benzer, onemli bir gergeklerden kagis bicimine odaklanr,
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daha biiyiik bir iyilik ugruna toplumu terk etmek yerine sahneyi iceriden bogaltmak
adina toplurma yuvasindan ¢ikmus alanlar, malzemeler ve anilar eklenir. Deleuze'iin de
one stirdiigi gibi simdiki zaman, gecrisin ve gelecegin savas meydant olmaya devam
etmektedir. Barba'nin yapitlari, bu boslugu sadece uzamsal ortamda konumlamaz;
aksine, metinler ve nesneler, disiince ve malzeme arasindaki hiyerarsik iliskiyi ¢oze-
rek farkli derecelerde genisletir. Barba'nin cografyalart dogadan daha iistiin bir perfor-
mans sergilemistir, akintiya kapilmus halde stiriiklenmektedirler. Smithson'in bosalti-
mu, Barba'nin yapitinda kiiltiirel tarihlerin, mekanizmalarin ve anlatilarin siiregelen bir
maddilesmesi olarak geri doner. Burada film, metin kadar dokunma duyusuyla ilgili bir
mecra haline gelir, Barba duyularin istikrarl bir diizenine izin vermedigi dliide ser-
gi mekanlarint bosaltir. Aynt “Bir Devre Yaptim, Sonra da Bir Ikincisini Yaptim” gibi,
heykelsi enstalasyonlarinin cogu karanlik ve 1si§in kaynagmasina dayanir. Bu yapitlar
biitinlesik bedenler sunmaz, aksine iglevlerin ivme kazandigi gélgeler, saydamliklar
ve mekanda uzantilar olustururlar. “Gériinmez Eylem’de érnegin projeksiyon cihazi,
stirekli akan film geridinin tizerinde metal bir bilyeyi dengeleyerek uzamn igine dogru
genisler. Eger Barba'nin iglerinde 6znellik bigimini kazanan bir bireylesme s6z konu-
suysa, bu Barba'nin kullandigy, tavana asilan, bir performans grubu olusturacak sekil-
de siraya dizilen, veya birbirine baglt iki film geridinin aktig farklt projeksiyon cihazlart
gibi bir sey olsa gerek. Bu, kitle kiiltirtniin iiretim hatlarindan uzunca bir siire nce
kaldirilmus ve yerini dijital haleflere birakmig modast gegmis mekanizmalar, sanat ala-
nindan uzaklastirilmist; ancak, Barba'nin yapitlarinda, iskartaya cikarilnug tarihlerin
anlaticilart olarak geri doniiyorlar. Bu yapitlar, bagka bir zamana yonelmeyen, aksine,
Deleuze'iin iddia ettigi gibi, gecmis ve gelecegin, kendisi de zaten pargalarina ayrilabil-
me yetisini muhafaza eden bir simdiki zamarun algilanabilir bélimleri olarak carpistigi
bir zaman kavrami éngériir. “Buradan Kesiniz” (2012) adlt yapit bunu bir camekan bi-
ciminde ornekler. Bu yapittaki isikli masada izlenimlerini dig diinyaya yansitan meka-
nizmadan uzaklastirilmus film seridi makarada déner, agiga ¢ikarilmig kismi bir nesne,
“asla kesilmeyecek” sonsuz bir dongii olarak maddilesmek zorunda birakilir.

Simdiki Zaman -1, 4,7

Foster ve Geers'in simdiki zamanimiz icin dis hatlarm cizdikleri, Modernizm’in
sonu gelmeyen geri doniisleri glincel bir iliskiyi, yani —sadece meta formunda bii-
tinlGgini koruyan— sanatt istikrara kavusturmak icin ge¢mis zamanlt Gtopyalari
ise kosarken, Rosa Barba bu zamansal cergevelerin yondegistirici siyasetlerini kesip
bicerek hiyerarsik olmayan cografyalara dontistiriyor. Merkezi figiir olarak projeksi-
yon cihazl, tersillerin yerine goriinimlerin gectigi, tiim bilesenlerin farklart sayesinde
degil maddilikleri sayesinde rol kaptiklart bir sahneye nezaret ediyor. Barba'nin simdiki
zaman dahilinde istikrar saglayict bir giic kaynag yok, sadece farkli zamansallikla-
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ra taniklar yerlestirdigi tek ve yalniz ortak yagamlar var. Yeni bir diizen onerilmiyor,
kaynak gosterilen, ilham alinan herhangi bir Gtopyact sevk sézkonusu degil, ama bu
simdiki zaman tam olarak bu yeni materyalizmin cografyalart dahilinde, bu strekli ge-
nigleyen mekanik ve bagka niteliklere sahip bilesenler panoramasinin iginde; yle ki bu
diinyada umut etme fikri hala miimkin. Barba bize, hiyerarsik olmayan bir bollugun
gelecegini 6neren parcalt bir Modernizm tablosu sunuyor. Bu gelecek, kendi digindaki
alana dogru yavasca ilerleyerek kendini oraya yerlestiriyor, ve burada da “siperstarla-
rin’ sonmekte oldugunu” séyliyor."

11 Smithson, s. 74.
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JOINTS OF TIN

1 “lt may be that believinginthisworld, ~ Kerstin Stakemeier
in this life, becomes our most diffi-
cult task, or the task of a mode of ex-

istence still to be discovered on our gé 28258 gé’ £ é 2

plane of immanence today.” (Gilles < =4 é = g E ?;" 5 = £

Deleuze and Félix Guattari, 1991)" £5°58%2 552 “
2 “— Robert Smithson: The emptiness = £8E”E

could be defined by the actual in-

stallation of art. Installations should

empty rooms, not fill them.

— Allan Kaprow: (...) | am attracted to the idea of clearing out the museums.” (1967

3 “One will notice that the process of actualization always implies an internal tem-
porality, variable according to what is actualized. Not only does each type of social
production have a global internal temporality, but its organized parts have par-
ticular rhythms.” (Gilles Deleuze, 1967)3

4 “ltis good to believe that some day the mechanics of art will be explained with
greater clarity in scientific terms. Then it will be possible to understand more of
its community function as well as its vital importance to the individual. (..) This
justifies the hope that the sources of creative work will one day also be unveiled.
Then we shall be able to incorporate art not only into education but into every-
one’s daily routine.” (Laszlo Moholy-Nagy, 1946)*

5 “Only the present exists in time and gathers together or absorbs the past and fu-
ture. But only the past and future inhere in time and divide each present infinite-
ly. There are not three successive dimensions, but two simultaneous readings of
time.” (Gilles Deleuze, 1969)5

6 “Vision in motion is a synonym for simultaneity and space-time; a means to com-
prehend the new dimension. Vision in motion also signifies planning, the projec-
tive dynamics of our visionary faculties.” (Laszlo Moholy-Nagy, 1946)¢

1 Gilles Deleuze and Félix Guattari, What is Philosophy?, Translated by Graham Burchell and
Hugh Tomlinson (Verso, 1994), p. 75.

2 Robert Smithson: The Collected Writings, ed. by Jack D. Flam (Berkeley: University of
California Press, 1996), p. 44.

3 Gilles Deleuze, Desert Islands and Other Texts, 1953-1974, ed. by David Lapoujade (Semiotext(e),
2004), pp. 170-192.

4 Laszlo Moholy-Nagy, Vision in Motion (Paul Theobald & Co: Chicago, 1947), p. 27.

5  Gilles Deleuze, The Logic of Sense, trans. by Mark Lester with Charles Stivale, ed. by Constantin V.
Boundas (Athlone, 1990), p. 5.

6  Moholy-Nagy, Ibid., p. 153.
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7 “The work of art leaves the domain of representation to become ‘experience’, tran-
scendental empiricism or science of the sensible.” (Gilles Deleuze, 1968)"

8 “In the old arts, horror was usually rendered through the distortion of the facial
muscles, distortion of the open mouth, by enlarged and protruding eyeballs. Pi-
casso intensified this approach by moving and distorting the usually immovable
and undistortable elements of the body, such as the eyes, ears and nose.” (Laszlo
Moholy-Nagy, 1946)®

9 “Perhaps | had slipped into a lower stage of futurity-did | leave the real future
behind in order to advance into a false future? (..) | began to run out of film, and |
was getting hungry. Actually, Passaic center was no center-it was instead a typi-
cal abyss or an ordinary void. What a great place for a gallery!” (Robert Smithson,
1967)°

So here is my small arsenal of tropes. Three male writers, one from the 1940s and
two from the 1960s and 70s, all represented by a series of quotes, which are on the
verge of appearing as pulp fiction, specifically when being quoted in writings on con-
teraporary art like this one. Not because their ideas turned stale or were falsified by
the course of time, but rather because Laszlo Moholy-Nagy, Gilles Deleuze and Robert
Smithson are a perfect match within the expanded field of contemporary art today,
even though the most recent of these texts is almost 40 years old. One can beautiful-
ly mix Moholy-Nagy's avant-gardist utopianism with Deleuze’s anti-modernism and
Smithson’s empiricist materialism to demonstrate a universal awareness in the light
of contemporary referentialism.

| introduce them here, however, to disintegrate such an awareness and to demon-
strate how Rosa Barba's artistic proceedings are creating entities engaged in the
constant dissection of any such self-contained romanticisms. In this text | want to
lay out Rosa Barba’s works like expanding patches of landscape, materialising as art,
but at the same time expanding beyond the gallery walls, growing through the rep-
resentations of our present tense. In Barba's works, modernist utopias, structuralist
fields of difference and artistic entropies recur relentlessly, but their order is revised
as she allows them to have a better foothold in reality.

These temporalities no longer form one smooth conscientious scheme of convic-
tions, which can hold on to the present because it calls on the past for its stabili-

7 Gilles Deleuze, Difference and Repetition (London: Continuum, 2010), p. 79.
8  Moholy-Nagy, Ibid., p. 251.
9  Smithson Ibid., p. 72.
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sation, but Barba stages all times as present tenses, a temporal landscape of am-
putated parallelism that sometimes seems to suggest that an actual present tense
might, as Deleuze assumes, actually not exist. This text is dedicated to Rosa Barba’s
individuated mechanical landscape, which occupies a multitemporal site, where mod-
ernist themes are deflected by structuralist individuations producing a relationship
that charges the present.

Disfigured Modernism - 3, 6, 8

The opening texts of the summer issue 2012 of the magazine October were enti-
tled “Post-Critical” (Hal Foster) and “Neo-Modern” (David Geers)™®—both were equally
dedicated to debating the artistic present tense in relation to Modernism. Both as-
sert Modernism as a repository, a contested store of essential ideas, which enables
us to not be washed away by the landslide developments of global capital and the (po-
litical) crisis it carries with it. It bestows on us the means to hold on to the virtues of
political criticality in art (Foster) and, experiences yet another Modernist comeback
(Geers), a stabilising reference in unstable times. While their analysis characterises
the predominant ideologies of conterporary art very precisely, the reader is still left
with two rather unsettling questions: what does this make of Modernism and what
present tense does this leave us with?

Arguably Rosa Barba's works stage answers to these questions; however, they do
not appear as answers, but rather as milestones, marking temporalities, which with-
in the now’ effectively seem to be unresolved. The dislocations that Modernism is
subjected to in its constant function as a stabilising force in Barba's work, allow it
to return as a carcass, a grid of transmissions, projections and material remainders.
Far from importing Modernist traits and figures into one piece, and thus re-enacting
the voluntarism they were once assigned to, Barba dissects the materials from its
authors. The sceneries return, but their then-beholders do not, as in Barba’s works,
they are inhabiting a different time. The ‘original’ subjects of Modernism, which in
Geer's and Foster’s texts remain our own role models, are nowhere to be found in Bar-
ba's sceneries; since the consequences of their productions will no longer be recon-
structed based on their initial intentions. Barba delineates a Modernism that evolves
in a disoriented manner, that is richly diverse yet aimless. In “The Hidden Conference”
just as in “Recorded Expansions of Infinite Things” Barba introduces whole canons of
knowledge, but by loosening all restraints, she makes them illegible and indistinguish-
able. Sculpture and writing assume lives of their own and the updates and feedback

10 Both in: October, Summer 2012, Cambridge Mass: MIT, 2012.
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that they are constantly entitled to through critical reception becomes dislocated,
brought into soliloquy. These demonstrations of culture expose the discreteness of
their timeliness, in Deleuze’s words: their inner temporality and specific rhythm. It is
this discrete temporality, which transfers all the horror of artistic production into the
present, of the kind that Moholy-Nagy's detected in Picasso’s struggle with the sub-
ject of “Guernica” It is no longer the disfiguration of what once seemed natural that
appears here; instead, it is the absence of a maker that puts this time out of joint.
Where Picasso depicted the victimisation of humankind as the retribution for its own
monstrosities, Barba delineates a present tense beyond such drastic acts, in which
humankind is no longer attached to its past actions or productions and in which they
emerge in multiple embodiments, but the reason for their current existence is now
unattainable. In other words, they represent a nameless horror.

The radical simultaneity that “The Hidden Conference” and “Recorded Expansions
of Infinite Things” provides, is that the products of past cultural creation come to be
based solemnly on this amputation of their makers. This elimination of the author en-
titles the artifacts to a life of their own, thus countering the nostalgia of Modernism,
which imagines that the creator is in a position to quote the past in order to become
its present author and its charmpion. Barba's work offers no champions, but actual-
ises the isolated moments of articles disconnected from their temporal context of
process of creation (or “stranded artifacts”), and which we thus receive on their own
terms, not as auxiliaries to their creator or context of creation.

Emptying out Time - 2,5,9

If Modernism in Barba’s productions plays the role of a material multiplicity of
stranded artifacts, one might argue that the subject, which rose from its historic dis-
integration after the Second World War becomes its coequal opposite. Barba con-
fronts a shipwrecked modernity with a speaker that does not consist of subjectivity,
but rather, as Deleuze put it, of individuations. The timing Deleuze lays out, the pres-
ent-tense in which past and future are contained, collapsed into one dimension, is
that in which Barba stages cultural histories of such individuation. ‘| Made a Circuit
and Then a Second Circuit” (2010) prescribes a movement which cannot hold on to
itself but confidently loses itself to recollections, in the perforated body of the text, in
which everything pushes forward, no teleological or logical order devises the scenery,
it loses itself to a past that again does not involve any stabilising functions. Robert
Smithson’s enthusiasm for dystopic scenarios engages in a similar form of conse-
quential escapism, which does not desert society for a greater good but which in-
serts dislocated sites, materials, and memories into the scenery to empty it out from
within. The present tense, as Deleuze argues, remains as a battleground of the past
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and the future. Barba's works locate this emptiness not just on the level of spatial
settings but expands it in different degrees, as she dissolves the hierarchical rela-
tionships between texts and objects, between thought and material. Her landscapes
have outperformed nature, they are adrift. Smithson's emptying out in Barba’s work
returns as an ongoing materialisation of cultural histories, machineries and narra-
tions. Here, film becomes a tactile medium as much as text, Barba empties out the
exhibition spaces in that she does not allow for a stabilised order of the senses. Like
‘I Made a Circuit and Then a Second Circuit”, many of her sculptural installations are
based on coalescences of darkness and light. They do not offer integrated bodies but
form shadows, transparencies and extensions into space, where functions are expe-
dited, as in “Invisible Act” in which the projector is expanded into space, balancing a
metal ball on the continuous celluloid. If there is an individuation in Barba’s work that
takes on the form of a subjectivity, it is most likely that of the different projectors
Barba uses, as they are hung from the ceilings, lined-up into a performance group,
wound up into a celluloid corded pair. These outmoded mechanisms, which have long
been removed from the production lines of mass culture, where they were replaced by
their digital successors, have been banished into the realm of art, where, in Barba's
works they return as the narrators of discarded histories. They mark the centre of
an endless conversion which here does not lead into another time but prescribes a
time, in which, as Deleuze argues, past and future collide as discernable fractions of a
present, which in itself remains capable of being broken into fragments. “Coupez lci”
(2012) demonstrates this in a showcase format. In this lightbox the celluloid, desert-
ed from that machinery which projects its imprints onto the external world, rotates
over a series of reels, forced to materialise itself as an exposed part object, an endless
loop, “never to be cut”.

Present Tense -1, 4,7

Whereas the endless returns of Modernism, which Foster and Geers characterised
in terms of our present, are employing past tense utopias to stabilise a contemporary
relationship, namely that of art, which remains integrated into everyday life only in
its commuodity form, Rosa Barba dissects the diverting politics of those time frames
into antihierarchical landscapes. The projector as its central figure oversees a scenery
in which representations are replaced by appearances, as all its elements are cast
for their materialities, not for their differences. There is no stabilising force within
Barba’s present tense, only the solitary coexistences in which she places witnesses
that attest to different temporalities. No new order is proposed, no utopian verve is
quoted but Barba’'s work remains precisely within the realm of a new materialism,
a continuously expanding panorama of elements, including mechanical and other
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bodies, that evoke the fact that belief in this world remains conceivable only if it is
materialised. Barba presents us with a fragmented Modernism that offers an unhier-
archical and bountiful future, which encroaches on the outside world and inserts an
expanding vision of rematerialisation within it, even though here too, “the ‘superstars’
are fading™

11 Smithson, p. 74.
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80, 81,82,83

Gizli Konferans: Gordiigiimiiz ve Gormedigimiz Seylerin Siireksiz Tarihi Uzerine
The Hidden Conference: About the Discontinuous History of Things We See and Don't See

2010

35mm film, renkli, optik ses | 35mm film, colour, optical sound
1340

(ses | sound: Jan St. Werner, Rosa Barba)

Sanatginin, carlier | gebauer, Berlin ve Gié Marconi, Milano'nun izniyle
Courtesy of the artist, carlier | gebauer, Berlin and Gié Marconi, Milan
© VG Bild-Kunst, Rosa Barba
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84-85, 86, 87

Sonsuz Seylerin Kayitlt Yayilimt | Recorded Expansions of Infinite Things

2012

Heykel | Sculpture

Silikon, metal harfler | Silicone, metal type pieces

200 x 300 x1cm

Sergi goriintiisii | Exhibition view:

Rosa Barba, “Back Door Exposure”, Jeu de Paume, Paris, Fransa | France
Sanatetrun, carlier | gebauer, Berlin ve Gié Marconi, Milano'nun izniyle
Courtesy of the artist, carlier | gebauer, Berlin and Gié Marconi, Milan
© VG Bild-Kunst, Rosa Barba
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Bir Devre Kurdum, Sonra da Bir ikincisini Kurdum
| Made a Circuit and Then a Second Circuit

2010

Heykel, kece iizerine kesip ¢tkarilmig metin | Sculpture, cutout text on felt
180 x 240 cm

Sergi goriintiisii | Exhibition view:

Kunstverein Braunschweig, Braunschweig, Almanya | Germany
Sanatgtrun, carlier | gebauer, Berlin ve Gié Marconi, Milano’nun izniyle
Courtesy of the artist, carlier | gebauer, Berlin and Gié Marconi, Milan

© VG Bild-Kunst, Rosa Barba
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Buradan Kesiniz | Coupez Ici

2012

Heykel | Sculpture

35mm film, stk kutu, motorlar | 35mm film, lightbox, motors
725x82x13cm

Sergi goriintiisii | Exhibition view:

Rosa Barba, “Back Door Exposure”, Jeu de Paume, Paris, Fransa | France
Sanatcinm, carlier | gebauer, Berlin ve Gié Marconi, Milano'nun izniyle
Courtesy of the artist, carlier | gebauer, Berlin and Gié Marconi, Milan
© VG Bild-Kunst, Rosa Barba
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94-95,96-97
Goriinmez Eylem | Invisible Act

2010

Heykel | Sculpture

16mm film, giimiis bilye, seliloit

16mm film, silver ball, celluloid

Sergi goriintisi | Exhibition view:
Kunstverein Braunschweig, Braunschweig,
Almanya | Germany

Sanatcinn, carlier | gebauer,

Berlin ve Gié Marconi, Milano'nun izniyle
Courtesy of the artist, carlier |

gebauer, Berlin and Gié Marconi, Milan
© VG Bild-Kunst, Rosa Barba
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ROSA BARBA ILE BASAK SENDVA ARASINDA MUSABAKA 2'Y1 TAKIP EDEN BIR DIVALOG

Miisabaka 2: [Yer “Saraybosna™] [Tarih “1964"] [Sonug “1/2-1/2"] [Beyaz “VictorCiocaltea™] [Siyah “Borislavivkov”] [ECO “B40"] [Toplam Harle Sayist “55”]

[Beyaz ‘BasakSenova’] [Siyah “Rosa Barba”]
1.
ek -eb
Filmi nasil tanimlarsin? Islerinde bir mecra olarak filmin 6ziiyle anlatisal 6zellikleri ara-
sinda ne gibi bir iligki var?
2.
d3-c5
Film, ikame edilemeyecek baz: niteliklere sahip bir mecra. Yerlestirmelerime de dahil
ettigim performatif bir yapisi var. Benim icin 6zel bir anlamt daha var: Fotografik
bir iglem oldugu igin tarihi ve hafizay: saklamak igin giiclii bir potansiyele de sahip.
Film yerlestirmelerimde kesinlikle bulunmus kamera goriintiisii kullanmam. Filmle-
rim yeni fikirlerden olusur; bugiinden, simdiki zamandan ¢tkarlar ve imgeler iizeri-
ne diigen ig1gin yarattigi imkanlarla ilgilenirler. Anlatiya el kameramla, 1gtk ve hizin
tiim imkanlariu aragtirarak yaklasirim. Kurgunun biiyiik kismint filmi cekerken,
kameranin kendisini kullanarak olustururum. Kameray: da hikiyedeki karakterler-
den biri gibi kullanirim. El kamerasini stk kullanmak, hikiyedeki karakterlerle daha
giiclii bir diyalog kurmamu saglar. Sahneye ritmik bir yaklagim getirir.
3.
Nf3 - Nc6
O halde film mecrasinin senin liretim stirecini harekete gegiren bazi belirleyici 6zellikleri
var.
4.
g3-d5
Filmin “yapisalciligiyla” ilgileniyorum. Ses, goriintii, metin ve malzeme gibi her bir un-
surun kendine 6zgii bir 6zelligi var ve her biri tek bagina varolabildigi gibi, tiimden
kaldirilabilir ya da gii¢lendirilebilir. Bu durum videoyla pek miimkiin degil, zira vide-
oda tiim bu unsurlar birbirine karigip birlegerek dijital kodlara doniisiiyor. Ornegin
filmde ses, malzemeye eklenmis bir ¢izim ya da isaret gibidir. Bir evreni ortaya ¢ika-
ran da biitiin bu kiiciik ‘diinyalar”dir aslinda.
5.
Nbd2 - Bd6
Filmin gorsel olanaklarini gekim siireci igerisinde nasil degerlendiriyorsun?
6.
Bg2 - Nge7
Sinemanin ickin ozellikleriyle daha ¢ok ilgileniyorum: projektorlerin nast calistig,
mekandaki algi, mecranin kendisinin maddeselligi -sadece optik anlamda séylemi-
yorum bunu, ses ve zaman icindeki maddeselliginden bahsediyorum.
7.
0-0-0-0
O halde bir noktaya kadar bu, formiile edilmis sekanslar aractligtyla, anlatinin yarisay-
dam varliginda birbirinden apayrt zaman sekanslari, goriintiiler ve metin iceren bir olay

98 / HAMLE - THE MOVE ROSA BARBA

Orglisii yaratma faaliyetine isaret ediyor. Bu siirecte kaza ve tesadiiflerin rolii nedir?
8.
Rel - Bc?/

Goriintii yakalamak son derece sezgisel bir siirectir ve olasuliklar da bu siirecin bir par-
casudir. llgilendigim bir bagka nokta da gériintiiniin sansa baglt ve psisik boyutlar::
goriinmez manzaralar yaratan spekiilatif anlati, goriilmemis tarihleri olan manza-
ralar, hatta bazen saf bir metin olan manzaralar.

9.
c3-b6
Cografyayt nasil tanimltyorsun?
10.
a3 - Bab

Fikirlerimin ¢ogu bir manzaray: okumak ve yorumlamak ve bu siiregten bir hikaye ¢t-
karmak yoluyla ortaya cikiyor. Sanki benim hikiyelerim bir manzaraya zaten ¢ok-
tan kazinmug da, benim tek yapmam gereken bu kazinnug parcalart dikkatlice yer-
lerinden sokmekmis gibi.

1.
exd5 - Nxd5
Bu “s6kmek” terimini biraz daha acabilir misin?
12.
Ncé - Qd7

Kavramsal bir siire¢: okumak, hikdyenin bazt kisimlarin 6ne ¢tkarmak, daha sonra on-
lart yan yana koymak, bagka bir terciime bulmak ve sonunda bazen onlart dylesine,
gizenli bir sekilde yalniz birakmak.

13.
Qc2 - Rad8

Film calismalarmn, alan kayitlari, topografik ¢zellikler ve anlati sekanslarindan olusuyor.

Bu iglere ek olarak basilt malzeme kullanmakla da ilgileniyorsun. Bu pratikler arasinda

nasil bir etkilesim s6z konusu?

14.
b4 - Nde7

Basilt malzeme, bir eser geligtirirken ortaya ¢tkan kisisel “defterlerimin” bir uzantist.
Dolayistyla iglerimde mevcut olan unsurlarin bagka bir sekilde disavurumunu ya da
terciimesini sagliyor. Bunlar aslinda kitapetk suretinde ‘gosterilemeyen filmler”:
biiyiik boylar, bedava dagitiliyorlar ve kolay erisilebilirlikleri dolayistyla gercek bir
filmin dagitimiyla agik atabiliyorlar.

15.
Qa4 - Nb8

Konu terciimeden agilmigken; bu ugrasinin getirdigi beceri ayni zamanda iglerindeki un-

surlarin 6zerkliginde de bulunuyor. Ote yandan, béylesi bir terciime ugrasist her zaman

bir 6znellik itkisini ortaya koyuyor gibi.
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16.
Qxd7 - Nxd7
Bir isi oyle kurmaya ¢alistyorum ki, her zaman pargalarint inceleyebilesiniz; teknik ol-
dugu kadar semantik, duyusal ve tarihsel anlamda da. Bu da sonunda farkli ifade ve
format kipleri ediniyor.
17.
Bg5 - Rfe8
Bu ceviri eylemi kendisini her igte farkli sekilde mi gosteriyor?
18.
Bxe? - Rxe7
Siklikla bir geviri eyleminden ziyade materyalin siirekli olarak goriintiiye aktarilmasi
ve bunun tekrar edilmesi. Buna bagh olarak, tarih olarak anlagilan sey, maddenin
sessiz hakikati icinde ardi ardina yeniden yapilandirilyor —icerik bigime, bigim ice-
rige doniisiiyor.
19.
Nb2 - Bb7
“Buradan Kesiniz” (2012) adl isin, sergideki diger islerinle beraber kendini ¢ogaltan bir
sonsuzluga génderme yapiyor.
20.
Rad1- Bxf3
“Buradan Kesiniz”, bir itk kutusu igine yerlestirilmis dongiisel bir film bandi. Bandin
en basinda “Ne jamais couper cette amorce” (Bu pargayt kesinlikle kesmeyiniz) ya-
zis1 goriiliiyor. Sonsuzlugu duyuran bitmek bilmez bir billboard ilan: gibi igliyor.
21.
Bxf3 - Be5
Benzeri bir sekilde, “Gériinmez Eylem” (2010) de isik ve gélge araciligiyla, bir metal top
ve film bandiyla bir film gsterisi yaratiyor. Ote yandan bir nesne olarak siirekli kendi
baglamini déniistiirdiyor.
22.
dé4 - cxd4
Bu, sahnenin performans strasinda olugtugu kiiciik bir denge oyunu aslinda.
23.
cxd4 - Bf6
Bu dogrultuda, “Sonsuz Seylerin Kayith Yayiimi"nuin (2012) bu serginin koreografisinde-
ki 6nemi nedir?
24,
Nc4 - Nb8
“Sonsuz Seylerin Kayith Yayilimu”, bastlt harflerden olusan bir duvar. Uzun bir siire igin-
de basilmug olan olast tiim kitaplarin kurgusal olarak iist iiste bindirilmesi. Harfler,
zamant iki boyutlu bir form araciligtyla temsil etmek igin birbirleriyle cakigip karigi-
yor. Aynt zamanda harflerin secimi, tarihi donmus bir ana, olasi gegis ve degisimler
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icindeki tek bir ana terciime ediyor ve boylelikle siirekli degisen bir metnin sonsuz
sayidaki versiyonlarindan sadece birini ortaya koyuyor. ilk basta harfler kursun-
dandi, katt ve biikiilmez olmak iizere tasarlannuslard. istikrarli bir formu korumay
denemis olsam da, seffaf silikon-deriye doniismiis bulunuyorlar. Bir yandan da bir
depo islevi gériiyor ve biylece “Gizli Konferans”la bir diyaloga giriyor.

25.

dS - exd5

Gérdiigiim kadariyla “Gizli Konferans” (2010) sadece tarihteki siireksizlikler iizerine de-

gil, siirekli bir faaliyet olarak hafizanin insast ve yeniden ingasi (izerine de kafa yoruyor.

Bir kez daha, isin kendi icinde karsitliklar barindirdigint goriiyoruz. is bu karsitliklart na-

sil ele aliyor?

26.
Rxe7 - Bxe7

Arsiv fikri, sanat eserlerinin kamudan gizlendikleri halde nasil olup da gérsel dilimize
katkida bulunarak varliklarm siirdiirdiikleri gok ilgimi ¢ekiyordu. Depolardaki fark-
li sanat eserleri arasindaki goriinmez baglart incelemeye bagladim. Kiiltiirel deger-
lerin kalict tagtyicilart olan tutarli bir alan fikrini kolektif bir sekilde olugturan bir
baglantilar ag1 var. Depolama raflari ve bu raflarin nasil karmagik bir hafiza sistemi
olusturdugu ozellikle ilgimi cekiyor. Filmlerimde farkli kompozisyonlar: yakalamaya
calistyorum: eserlerin nasil diizenlendigini ve yan yana konmalariyla beraber nasil
bir bagka varolus katmant olugtugunu. Biitiin bu depolara kaldirimus sanat, gizlen-
mis, giinyiizii gormeyen sanat eserleri fikri beni cok heyecanlandirtyor.

Gozlerden uzak olan sanatin ickin ézelligi nedir? Bir sanat eserinin bizde uyandirdig
hatira ve ¢agrigimlar, ona dair algilarinuz iizerinde, o nesnenin kendisini gormemiz-
den daha m belirleyicidir? Biiyiik bir arsivde saklanan bir sanat eserinin nihayet
rahat yiizii gormiis, yorucu bir el degistirme siirecinin, sanat piyasastnn iletigim,
pazarlik ve karmasik islemlerinin sonunda derin bir uykuya yatnus bir seye benze-
mesi bana etkileyici geliyor. Bir bagka soru da, arsive yeni katilan bir par¢canin tiim
argivin kolektif hafizasina yeni ne gibi bir katkisinin oldugu. Bir kelimeyi ya da ismi
hatirlamak igin hafizamizi yokladigimizda, ilk bakista son derece alakasiz veya
rastgele goriinen bir ¢agristimin aradigimizi bulmamiza yardimet olmasi ne kadar
tuhaf.

27.
Rxd5 - Rxd5
Boyle bir karsilasmanin izleyiciyi zorladigini diistiniyor musun?
28.
Bxd5

izleyici ilk bakigta alakastz gériinen malzemeleri yan yana getirerek aralarindaki fark-
lart ayirt edebilir ve toplumsal veya siyasi konular iizerine yeni yorum katmanlart
gelistirebilir. Buradaki igler “aktivasyon”u gaginyor.

1/2-1/2
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A IALOGUE BETWEEN ROSA BARGA AND BASAK SENOVA FOLLOWING EVENT 2

Event 2: [Site “Sarajevo”] [Date “1964"] [Result “1/2-1/2"] [White “VictorCiocaltea’] [Black “Borislavivkov"] [ECO “B40] [PlyCount “557]

[Beyaz ‘BasakSenova’] [Black “RosaBarba”’]
1.
ek -eb
How do you identify film? And what is the relationship between the narrative aspects
and the substance of the film medium in your works?
2.
d3-c5
Film is a medium that has qualities that cannot be replaced. It always has a perform-
ative character, which | include in my installations. It has a special presence for
me; a very strong potential to store memories and history, as it is a photographic
process. | never work with found footage in my filmic installations. My films are
made from new ideas; they are from the present time and relate very much to the
possibility of light in the images—the way | approach the narrative with my hand-
held camera, with all the possibilities of light and speed. Most of the editing for my
films is already prepared during the shooting, using the camera itself. The presence
of the camera is also used as another character in the story. Using the hand-held
camera a lot brings me very close in dialogue with the characters in the story. It
provides a rhythmical approach to the scene.
3.
Nf3 - Nc6
So, there are distinctive aspects of the film medium that galvanise your production pro-
cess.
b,
g3-d5
Iaminterested in the “structuralism” of film. Each component like sound, image, text
and material has its own character and can be removed, reinforced or can exist on
its own. This is not really possible with video, as all components are merged and
translated into digital codes. For example, the sound on film material is like a draw-
ing or a sign added to the material. There are all these little “worlds” that create a
universe.
5.
Nbd2 - Bd6
How do you consider the visual possibilities of the film within the shooting process?
6.
Bg2 - Nge7
I am concerned with the immanent aspects of film: how the projectors function, the
perception in space, the materiality of the medium itself—not only optically speak-
ing, but in its materiality, in sound and time.
7.
0-0-0-0
To a certain extent, this indicates the act of creating an organised plot, which contains
the disparate time sequences, images, and text within the obscured presence of the
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narration, with a formulated sequence. What role do accidents and chance events play
in this process?
8.
Re1 - Bc7
Capturing the images is a very intuitive process and probabilities are also a part of the
process. My interest also lies in the aleatory” and psychic dimensions of the image;
the speculative narrative that conjures invisible landscapes, landscapes with un-
seen histories, sometimes even pure text-landscapes.
0.
c3-b6
How do you define geography?
10.
a3 - Bab
For me, most of my ideas come from reading and interpreting a landscape and devel-
oping a story from there. It’s as if my stories were already engraved in a landscape
and all I need to do is carefully dismantle it.
1.
exd5 - Nxd5
Could you elaborate on the term ‘dismantling”?
12.
Ncé - Qd7
It’s a conceptual process of reading and maghnifying certain aspects, juxtaposing
them afterwards, finding another translation and then sometimes simply leaving
them enigmatically alone.
13.
Qc2 - Rad8
Field recordings, topographic features, and narrative sequences constitute your film
works. In addition to these works you are interested in working with printed material.
How do these practices interact?
14.
b4 - Nde7
The printed material is an extension of my personal “notebooks” when developing a
piece. So, it provides another form of expression or translation of the elements that
are present in my works. These are “un-projectable films” in the form of pamphlets,
published in large editions and distributed for free, rivalling the distribution of an
actual film, owing to their accessibility.
15.
Qa4 - Nb8
Speaking of translation, the resourcefulness of this act is also contained with the au-

1 Asamusical term, aleatory is the composition or performance of which incorporates
elements of chance.
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tonomy of the elements in your works. Yet, such an act of translation always seems to
demonstrate an impulse for subjectivity.

16.
Qxd7 - Nxd7

I try to construct a work so that you can always examine its parts, technically as well
as semantically, sensually and historically. This then finds different modes of ex-
pression and formats.

17.
Bg5 - Rfe8
Does this act of translation manifest itself differently in each work?
18.
Bxe/ - Rxe/

It is often less an act of translation than it is the continual transposition of material
into images and back again. As such, what is understood as history is consecutively
reconstituted in the mute veracity of matter—content into form, form into content.

19.
Nb2 - Bb7

The work “Coupez Ici” (2012) refers to an infinity that duplicates itself with the other

works in the exhibition.

20.
Rad1- Bxf3
“Coupez Ici” shows a looped filmstrip in a lightbox, which is a film leader saying “Ne
Jjamais couper cette amorce”. It functions like a never-ending billboard announce-
ment of infinity.
21.
Bxf3 - Be5
In a similar way, ‘Invisible Act” (2010) sort of creates the spectacle of a film, through
light and shade, with a metal ball and a strip of film. Yet, also, as an object, it constantly
transforms its context.
22.
dé - cxd4
It’s a little balancing act, in which the stage is created during the performance.
23.
cxd4 - Bf6
In the same vein, what is the significance of “Recorded Expansions of Infinite Things”
(2012) in the choreography of this exhibition?
24,
Ncé - Nb8

“Recorded Expansion of Infinite Things” is a wall of printed letters. It is a fictional su-
perimposing of all the potential books that have been printed over a long period of
time. The letters overlap and mingle to represent time in a two-dimensional form.
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At the same time, the selection of letters translates history into a frozen instant, a
single moment in possible transitions and changes, thus presenting just one of the
infinite versions of an ever-changing text. They were originally made from lead, and
designed to be solid and inflexible—now they have been transformed into translu-
cent silicone-skin, despite the attempt to maintain a stable form. It’s a site of stor-
age as well and so it enters into a dialogue with “The Hidden Conference”.
25.
dS - exd5
As | see it, “The Hidden Conference” (2010) does not only reflect on discontinuities
throughout history, but also on the construction and re-construction of memory as a
continuous act. Once again, the work contains oppositions within itself. How does the
work deal with these oppositions?
26.
Rxe7 - Bxe7
I became fascinated by the idea of the archive, of how artworks continue to exist, con-
tributing to our visual language, despite being concealed from public view. | began
to explore the invisible connections between the different artworks in storage;
the web of links that create a collective idea of a consistent space which is a per-
manent carrier of cultural value. | am especially interested in storage shelves and
in how they create an elaborate memory system. | want to capture the different
compositions on film—how the works are arranged and how another layer of exist-
ence is created by these pieces being placed next to each other. The whole idea of
artin storage, of the works secreted away from the light of day, is fascinating to me.
What is the intrinsic quality of art that lies unseen? Do our memories and associa-
tions with an artwork define our perceptions of it more than the sight of the actual
object? It strikes me that an artwork stored in a major archive is like something
finally brought to rest, as if in a deep sleep after the exhausting process of a change
of ownership; the communication, negotiation and complex transactions of the art
market. And then there’s the question of how the new acquisition introduces some-
thing new to the collective memory of the whole archive. When we search our own
memory for a word or a name, it’s strange how some seemingly arcane or random
association might help us recall it.
27.
Rxd5 - Rxd5
Do you see such a confrontation as a challenge for the viewer?
28.
Bxd5
By juxtaposing seemingly disparate material, the viewer can work the discrepancies
between them and develop new layers of interpretation in terms of social or politi-
cal issues. The works offer “activations”.
1/2-1/2
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ATLARI YIVEN NOPERLER

‘Numune Dolabi’nda kamera, izleyici- Mia Jankowicz
nin bakmak isteyebilecegi bir sey arar
gibi, nesnelerle dolu raflarin lizerinde ve

etrafinda dolanyor. Bu piring, plastik g g 3 s--: g é % fé 2 g
ve ahsap; uzun bacakl, kivrimli, tuhaf e 5 ;&% E %Dg
iskeletler kordiigiimiiniin ne olduguna - %x 38 ;'Cé C % B
dair pek bir ipucu yok. Kamera arada bir = E E" °

aralarindan birini segince durum biraz

actklik kazanyor: bunlar miize nesnele-

ri icin kullanilan sergileme sehpalart; kenarlarina baglt kiigiik, yazist okunamayan ipli
etiketleri de muhtemelen kendileriyle ilgili degil, sehpaligint yaptiklart nesnelere dair
bir bilgi iceriyor. Kelimenin etimolojik kékenine sadik kalrsak “prototip” (numune), bir
“ilk” veya “ilkel” bicim olarak tanimlanyor. Ancak bigimleri kendilerinden bagka, yiik-
sek deger bicilen nesnelerin belirli niteliklerine baglt oldugundan, bu nesneler i¢in Pla-
tonik bir ideal form soz konusu olamuyor. Bu biraz aciacak varolus hali, bu nesnele-
rin duruslartyla da vurgulanuyor, sanki tabi konuralarinin farkindaymiscasina, bazilart
“kollarint” yalvarir gibi yukariya kaldirnuslar, bazilar da ergenler gibi kaykilip kalns.

Dolaystyla bu nesneler sergilenmiyor, ve Runa Islam’in bu nesneleri filme kaydet-
me eylemi (azmsamamak lazim, “kabine” denen sey ‘dolap”tan iyidir, Hyacinth Buc-
ket'ye? layik bir terfi) onlart yliceltmekten ziyade sergiledikleri belirsizlikten nazikce
beslenmeyi amacliyor. Bu giivensiz yaklasim, geng bir kadinin porselen nesneleri kai-
delerinden devirmeye basladigi “Gordiigiin Seyi Gordiigiin Gibi Goren ilk Sen Ol"da da
vurgulanmus. Geng kadin bunu mesafeli bir tavirla, ama belli bir ciddiyet ve degerlen-
dirmeyle, sanki i¢sel bir hipotezi denermisgesine yapiyor.

“Gordiigiin Seyi Gordiigiin Gibi Goren ilk Sen Ol’da meveut bu miimkiin miizebi-
limsel okumalart bir kenara birakirsak, Islam’in bu eylemin kendisini islere bigimiyle
ne tir bir kesfe girisildigi lizerinde durmaya deger. Yinelereler, kisa kesreler ve yavasg
cekimler, evet, gercekten de bu porselenlerin pargalanisint gordiigimiizii onayliyor. Bu
anlatim bicimi, oncelikle, zamanm akistyla ilgili farkindaligimizin, izl geligen, siddet
iceren bir olayla karst karstya kaldigimizda nasil tamamen yavagladigina gonderme
yaptyor olabilir —aksiyon filmlerinde bayagiliga varacak kadar somdirilen bir yonter.

Isin ismi (Robert Bresson'dan bir alintt), bakma eyleminde bile igin bir sahibi olma-
sina duyulan ihtiyact vurguluyor. Porselen bir kupanin kirlmast gibi oldukca anlamsiz
bir olay s6z konusu olmasina ragmen, bu isim ytiziinden, gérme duyumuzun su anda
olup biten bir olay! gercekten algilamaktaki yetersizligi, sanki gercekligi gercek zamanlt
gormenin ek bir onaya ihtiyact varnug gibi, bize sikintt verir. Taruklik zevki ve yetkinli-

1 Sosyal sinif atlamay! takintt haline getirmis bir ingiliz komedi karakteri.
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gine bir tiir miicadele verilmeksizin ulagilamaz, bu da insanin kendi gérme deneyimini
bir tiir ikinci el deneyim konumuna disiirir. An, 6nce porselen parcalama eyleminin
tekrarlanarak kurgulanmastyla esnetilir, ama kadin porselenleri pargalamaya devam
ettikce anin gerilimi daha dnceki bir zamana, kadinin elinin neredeyse bitkin ve ilgisizce
kaidenin Uzerindeki nesneyi bir siipiirme hareketiyle itiverdigi ana uzanr; veya hatta
daha da geriye, kadinin nesneye bakislarint dikip uzun siire bu nesneye ne yapacagmnt
diistindtigii ana doner. Olayin belirleyici ant kopana kadar esnetilen bir lastiktir.

“Belirme” son derece basit bir film. Dogrudan tepeden cekilen filmde, karanlik oda is-
lemlerinin kirmuzt 181 ve kimyasal ¢ozeltisi iginde, bog bir fotografik kagit lizerinde
siyah beyaz bir imge banyo ediliyor, ancak daha sonra asirt pozlanyor ve sonunda sim-
siyah oluyor. imge, kendi yaratilma siireci tarafindan imha ediliyor.

Bu isi betimlerken karsilagtigim iki zorluk, isin niteliklerini anlamak igin de bir
yéntem sagliyor. Birincisi, hareketsiz gergevenin dogrudanligina ragmen, gérdigiimiiz
seyle, gordiigiimiiz sey hakkindaki bilgimiz arasinda bir tiir baglantisizlik var. (Analog
fotografik iiretim siirecleri hakkindaki genel bilgisizligimiz de buna katkida bulunuyor;
bu film otuz yil once yapilsaymis daha malumu ilam eden bir hava tastyabilirmis.) Bu
durum 6zellikle yukarida yaptigim “siyah-beyaz” imge tasvirinde géze carpiyor, insan
béyle bir ifadeyi ancak bir karanlik oda islemini izledigini bilirse kullanabilir: Ciinkii as-
linda gézlimiiziin gordigi siyah-kirmuzt bir imge. Aynt durum fotografik kagit icin de
gecerli, dikkatsiz bir g6z bunun kagit oldugunu anlamaytp ilk bakista kirnuzt bir dijital
uzam Kesiti oldugunu zannedebilir.

Ikinci zorluk ise kendini simdiden, listteki paragraf yazilirken gosterdi. “imge” de-
nen seyin ne oldugu zaten benim son derece basit bir film olarak niteleyerek basladi-
gim sey tarafindan geri déniilmez bir gekilde karmagiklastirildi. Runa Islarm’in egilimi,
coklu imgelerin mevcudiyetine isaret etmek —ama anlatisal sinemanin gizgisel akist
icerisinde degil, aynt anda katmanlandirilan, her biri eszamanli olarak birer imge niteli-
gi kazanan cok sayida yiizey olarak. Dikdértgen kagit formu; bu kagit pargasinin sirur-
lart dahilinde banyo edilen resim; bu stireci kayda gegiren analog film; sergi mekaninda
yansitilan imge; son olarak da retinalarimizda bicimlenen imge. Bir imgenin filme ali-
nan dogum ve 6limdi, tiim bunlart biraz daha acikea ortaya seriyor.

Fotografin neyin fotografi oldugunu ise size heniiz séylemedim bile. ilk bakista
kavramast biraz zor bir sahne, képekler at leslerine lsiisms, aralarindan biri kafasin
kaldirmus fotograf makinesine bakiyor. Bu fotograf iran'da bir meydanda, mesrutiyet
ihtilalinin bir agamasinda, yani 1905-1907 yillart arasinda bir tarihte cekilmis. Arka
planda, en sagda bir duvar var, ama onun disinda oldukea bos bir mekan. imgenin
tretim siirecinin sundugu ayrim katmanlarinin aksine, gozlerimiz kdpegin gozleriyle
bulustugunda dogrudan ve aninda bir temas gerceklesiyor. Les yiyen kopek ve ona
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yem olan zavallt at ile aramda dogan bu yeni yakinlik bana, sagma da gelse, su soruyu
sordurmaya yetiyor: Atin kopekler tarafindan yenilisini izleyen fotograf kagidi kendini
nasil hissediyor acaba? imgenin kendini tiiketisini izleyen film kamerasi kendini nasil
hissediyor? Burada amacim bu etkenleri antropomorfik denklige indirgemek degil; bu
tepkim, bir tiir solucandeligi, zamani, uzamt ve mecrayt kapsayan ani bir teleskopik
yakinlik retmeyi bagaran Islam’in bu bakisa ettigi araciligin bir semptomu. Temelde,
Islam’in isi bu olup biteni daha fazla umursamama sebep oluyor. Bu tiim fotografik
belgelerme tekniklerinin paylastigt bir rol, ama bu rol nadiren bagar! ile yerine getiri-
liyor; dahast, Islam’in ifadesiyle: Ancak imgenin son bilingli alicist gergek anlamda bir
sey hissedebilir. Ama giiniimiizde, bu his belgesel imgeler bollugunda kayboldukga, bu
yakiligin yenilenmesi inanilmaz derecede énemli.

Yukaridaki metnin yapisinin da tanuklik ettigi tizere, gosterdigi imgenin baglam disin-
da bilinecek gok sey var “Belirme” hakkinda. Giiniimiizde, deneyimledigimiz imgeler ¢i-
g algilanma noktasinda bu imgelerin anlamint azalttigt herkesce bilinen bir gercek;
bundan hareketle, giderek artan oranda ve siklikta, imgelerin kendi icerikleri haric her
sey i¢in bir maskeye donustiikleri 6ne siiriilebilir. Bunu derken, imgenin gosterdigi seyi
one cirmak pahasina, imgenin tretim bicimi, zamani ve malzemesinin devre dist bira-
kilmastnu kastediyorum. Sonugta yayginlik, gosterilen nesnenin bile énemini yitirme-
sine sebep olabilir. Islam bu etkiyi bir tiir korliik olarak niteler, bu da onun son dénem
islerinde semiyotik lizerinden igleyen imgelerden uzaklagmasina sebep olmustur.

“Numune Dolabt” ve “Gordiigiin Seyi Gordiigiin Gibi Géren ilk Sen Ol"da Islam, izle-
yicinin yerine gecen sinematik goziin geleneksel yontemleriyle bize bir sey gostermeye
calistyor; “Bu Kadari Belirsiz” ve “Belirme”de ise tiim bu kalintilar —yani imge iiretimi-
nin zamant ve malzemesi— kendi varliklarint duyuran ve bu sinematik film ve goriinti
ulanmastnt kiran malzemeler olarak devreye sokuluyor.

“Bu Kadart Belirsiz"in ilk sahnesi kumlu bir siyah ekran, ki bu goriintiyii 16mm
film ylizeyinin kendi mevcudiyetini ilan edisi olarak okumak son derece kolay olurdu
(glincel sanatin gesitli film dokularini, baslibasina bir haz kaynagi olarak ve bir moda
degeri atfederek, tekrar kullanmaya baslamis olmasinin da bu yanlis yorumda payt
var). Heren sonra karsimiza siyah-beyaz bir imge cikiyor: siyah bir kayanin yiizeyi.
Film kumlu siyah film ve kaya yiizeyi arasinda gidip gelirken kamera hareket etmeye
basliyor ve dikkatimiz bir fark edisle 6diillendiriliyor; zaten bagtan beri imgelere baki-
yormusuz: siyah goriintiler aslinda karanlikta cekilmis kum gortntileriymis; kinulda-
yan benekler ise film ylizeyindeki bozukluklar degil itk parlamalartymus.

imgeyle yiizey arasindaki biitiin bu el cabukluklarinin amact sadece bir entelektii-
el haz bahgetmek, kumun greniyle filmin greni arasindaki gorsel oyunu fark edenleri
odullendirmek degil. Buna razi olmak her seyin okunabilir oldugunu ima etmek anla-
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nuna gelirdi, ve kor imgeyi bir kez daha anlatya tabi kilarak (“bu aslinda bir kayayd:”)
bizi tekrar diiz semiyotigin diinyasina konumlandirirdi. Ama bu ig, ancak bu zaman,
malzeme ve imge kombinasyonu gozlerlendiginde tam anlamuyla bilinebilir, bu kendi
kendine kesfetme siirecini de gosterilen icerigin tasviri yoluyla tekrar tiretmek miim-
kiin degildir (bu metni yazmak bu yiizden de bu kadar zor).

Isin bu zarifce aciga ctkan niteliklerini saklanan, ama bilinir hale gelerek var olan
bir tiir bilgi olarak diisiinmeyi tercih ediyorum —yani bir sir olarak. “Bu Kadar Belirsiz”,
siyah kumuyla iinlii volkanik ada Stromboli'de gekildi. Volkan her piiskiirdiiginde ken-
di sirlarinu ortaya dokiiyor, ciinkiil bu harikulade siyah kumun parlamasina sebep olan
icerdigi yliksek miktardaki yart degerli taslar. Volkan kendisinin bir muazzam zenginlik
motoru oldugunu biliyor mu? (“Numune Dolabi"ndaki sunum standlart béyle olmadik-
larmt bilir gibiler.) Islam bize farklt deger katmanlart sunuyor; bu degerli taglara soyut
bir deger yiiklii, nasil siyah film parcalarimmn soyut bilgi degeri de orada, kesfedilmeyi
bekliyorduysa.

Film hizlanmaya basliyor, kamera parildayan siyah kayalarin iizerinden kayarak
ilerliyor ve beyaz 1sik huzmeleri iiretiyor, kesmeler kisaliyor, sonunda, sessiz baslayan
film huramali bir havaya biiriiniyor. Aciliyet, kameranin konumu ve kesme siklig, ek-
randaki aksiyonun yerine geciyor. Film sahilden uzaklasip bir teknenin icerisinde saga
sola zipladiginda bile, dalgalar hareket ediyormus gibi gelmiyor, aksine filmik yiizeyin
dalgalarin imgesi tizerinde kaydigint hissediyoruz. Bu da hareket eden bir trende otu-
rurken diger bir hareketli trenle yan yana geldiginizde hissettiginiz kafa karisikligina
benziyor —neyin, neye gére, nasil hareket ettiginden emin olmak mimkiin degil.
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J0GS DEVOURING AORSES

In “Cabinet of Prototypes” the camera  Mia Jankowicz
roves over shelves of objects, almost as
if it is searching for something for you to

look at. There are few clues as to what 2EZ2LES 2
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ward frameworks in brass, plastic and §358E €y
. . . . < ® £ = (SR
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out, and it becomes a little clearer: they

are display stands for museum objects,

with small, illegible string tags referring presumably to what they support rather
than anything intrinsic. A prototype, in the strict etymological sense, is defined as a
first’ or ‘primitive’ form. For these objects, dependent as their form is on the specific
qualities of other, highly valued objects, there is no possibility of a Platonic ideal. This
slightly pathetic existence is touchingly underscored by their postures, often with
their ‘arms’ thrust upwards appealingly, or slouched like adolescents, as if they’re
aware of their subordinate status.

So, they are not offered for display, and Runa Islam’s act of filming them (in a
‘cabinet’, no less—an upgrade on ‘cupboard’ worthy of Hyacinth Bucket) is less of a
glorification than a way of delicately feeding off their uncertainty. This precarity is
underscored in “Be The First To See What You See As You See It”, where a young wom-
an begins to knock china objects off plinths. She does this in a detached manner, but
not without consideration, as though she is testing an inner hypothesis.

Setting aside these museological readings possible in “Be The First To See..” it's
equally worth dwelling on what is explored through Islam’s handling of the event it-
self. Repetitions, short cuts, and slow-motion moments confirm that yes, you are
genuinely seeing that china smash. It firstly can refer to the way in which conscious-
ness of time slows right down when we're implicated in rapid and violent situations—
an approach exploited to the point of banality in the editing of action movies.

The title of the work (a quote from Robert Bresson) highlights the need for author-
ship even in the act of looking. Even with a fairly meaningless event like the breaking
of a china cup, through this title we're troubled by sight’s insufficiency to truly take
on what has just happened, as if seeing reality in real time needs additional confirma-
tion. The pleasure and authority in witnessing cannot be fully taken on without a kind
of struggle, which makes the experience of one’s own sight somewhat second-hand.
That moment is first stretched by the repetitive editing of the china smashing, but as
the woman continues, the tension of this moment gets extended back to when the

1 ABritish comedy character obsessed with social ascension.
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hand sweeps almost listlessly over the plinth, or back further still to the moment the
woman gazes at the object, considering it for a long time. The decisive moment of the
event is an elastic band that is stretched until it snaps.

“Emergence” is a very simple film. Filmed from directly above, bathed in the red light
and chemical solution of a darkroom process, a black and white image develops on
a sheet of blank photographic paper, before becoming overexposed and eventually,
turning completely black. It is destroyed by its process of creation.

The two difficulties | encounter with describing this work provide a way to under-
stand its particularities. Firstly, despite the directness of the unmoving frame, there
is something of a disjuncture between what we see and what we know we are seeing.
(Our general unfaniliarity with analogue photo processes doesn't help this; this film
might have been more matter-of-fact had it been made thirty years ago.) This is most
obvious in my description above of a ‘black-and-white’ image, something | can only
claim once | know I'm watching a darkroom process: what we actually see is a black-
and-red image. The same obviously goes for the photographic paper, which the inat-
tentive eye could initially take for a field of red digital space.

The second difficulty has already appeared in the writing of the above paragraph.
What ‘the image’ is has been irrevocably complicated by what | started out saying is
a very simple film. Runa Islam tends to signal the presence of multiple images—not in
the linear sequencing of narrative cinema—but the numerous surfaces layered in the
same moment each simultaneously qualifying as images. The rectangle of paper; the
picture that develops within its bounds; the analogue film that captures the process;
the projected image in the exhibition space; and finally the image that forms on our
retinas. The filmed birth and death of an image exposes all this a little more clearly.

| haven't even told you what the picture is of. It's a slightly inscrutable scene, of
dogs feasting on horse carcasses, with one dog looking up at the camera. It was pho-
tographed in Iran in an open square sometime during the constitutional revolution,
between 1905-1907. There’s a wall in the background on the far right, but otherwise
it's a fairly empty space. In contrast to the stratified degrees of separation presented
by the image’s processing, there is a direct and immediate contact when we meet the
dog'’s eyes. This newfound closeness to the scavenging dog and its poor dead horsey
meal is enough to make me also ask, absurdly: How does the photo paper feel, watch-
ing the horse being eaten? How does the filming camera feel, watching the image con-
sume itself? Here, my intention is not to flatten these factors into anthropomorphic
equivalence, but this reaction is a symptom of Islam’s mediation of this glance, which
has produced a sort of wormhole, a sudden telescopic proximity across time, space,
and medium. In essence, it makes me care a little more. This is one of the roles of all
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photographic documentation, but it rarely succeeds, and in fact, as Islam points out:
only the last sentient recipient of the image can actually feel. But nowadays, as this
feeling gets lost in the sheer plethora of documentary images, this renewal of proxim-
ity is incredibly important.

As the structure of the text above attests, there’s a great deal to be known about
“Emergence” beyond the content of the image it depicts. While it is a truism that the
present day avalanche of images we experience renders them less meaningful at the
point of reception, it could then be suggested that more and more often, images are
a mask for everything but their own content. By this | mean the side-lining of the
means and time and material of production of the image, in favour of what it depicts.
Eventually, of course, proliferation can cause even the depicted subject to lose sig-
nificance. Islam refers to this effect as a kind of blindness, prompting her retreat, in
recent works, from images that function through semiotics.

In “Cabinet of Prototypes” and “Be The First..” Islam is using the film to show you
something in the conventional fashion of a surrogate eye; in “This Much Is Uncertain”
and “Emergence’, all of these remnants—the time and material and production of the
image—are factored in as material that announces itself, and breaks that cinematic
elision of film and sight.

The first shot of “This Much Is Uncertain” is a speckled black screen, which is eas-
ily misread as the 16mm filmic surface announcing itself (contemporary art’s modish
return to the textures of film as a pleasure in itself has a hand in this misinterpreta-
tion). Amoment later, we're treated to a black-and-white image: the surface of a black
rock. As the film alternates between grainy black film and rock surface, the camera
starts to move, and our attention is rewarded with the realisation that we have been
looking at images all along: the black scenes are in fact an image of the sand, in dark-
ness; the moving flecks were sparks of light, not flaws in the film surface.

The point of all of this sleight of hand between image and surface is not just an
intellectual pleasure, the reward for those who locate the visual pun between grain
of sand and grain of film. Settling on that idea would imply that everything is read-
able, and places us back in the realm of straightforward semiotics, making the blind
image subject to narrative again ("actually, it was rock”). Instead, this is a work that
becomes fully known to you by observing this combination of time, material and im-
age, a process of self-revelation that cannot be replicated by a description of depicted
content (another reason, incidentally, why this text is so hard to write).

| prefer to think of these gently exposed aspects of the work as a kind of knowl-
edge that is withheld, but exists by becoming known—that is, a secret. “This Much Is
Uncertain” was filmed on Stromboli, a volcanic island farmous for its black sand. Every
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time it erupts, it spills out its own secrets, because what causes this spectacular
black sand to glisten is its high content of semi-precious material. Does the volcano
know that it is an engine of spectacular wealth? (The display stands of “Cabinet of
Prototypes” seem to know that they are not.) Islam presents us with layers of value;
the abstract value laden in gemstones, just as the abstract knowledge value of the
black segments of the film was there also, waiting to be discovered.

The film begins to move faster, the camera sliding over the sparkling black rock
and producing streaks of white light, and the cuts becorme shorter, until the initially
quiet film becomes frenetic. For urgency, the position of the camera, and the frequen-
cy of its cuts, replaces on-screen action. Even when the film moves offshore and bobs
around in a boat, it is now less as though the waves are moving, and more that the
filmic surface is sliding around over the image of the waves. It is similar to the confu-
sion you get when seated in a moving train carriage next to another one; you're never
sure what is moving in relation to what.
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Gordiigiin Seyi Gordiigiin Gibi Goren ilk Sen Ol
Be The First To See What You See As You See It

2004

16mm film, sesli | 16mm film with sound

730

Yerlestirme goriintiisii | Installation view

Sanatcinmn ve Jay Joplin/White Cube’un (Londra) izniyle
Courtesy of the artist and Jay Jopling/White Cube (London)
Fotograf | Photo: Gerry Johansson

© Runa Islam
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Nurune Dolabt | Cabinet of Prototypes

2010

16mm renkli film, sessiz | 16mm film, colour, mute
6'38"

Courtesy White Cube izniyle

© Runa Islam
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Belirme | Emergence

201

35mm film, renkli, sessiz | 35mm film, colour, mute
254"

Courtesy White Cube izniyle

© Runa Islam
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130-131, 132-133, 134-135

Bu Kadar Belirsiz | This Much is Uncertain

2009-2010

16mm film, renkli ve siyah-beyaz, sessiz
16mm film, colour and black and white, mute
I

Sanatginin ve White Cube’un izniyle
Courtesy the artist and White Cube

© Runa Islam












RUNA ISLAN ILE BASAK SENOVA ARASINDA MUSABAKA 0 TAKIP EDEN BIR DIVALOG

Miisabaka 3: [Yer “MLT"] [Tarih “19807] [Sonug “1/2-1/2"] [Beyaz “VlastimilHort"] [Siyah “EvgenijErmenkov”] [ECO “B407] [Toplam Hamle Sayist “407]

[Beyaz ‘BasakSenova’] [Siyah “Runalslam”’]
1.
ek -ch

islerinde detaylar, belgelenmis karelerle iliskili bir soyutlamanin kanitt olarak kullanii-

yor. Bununla beraber, filmi de bu gergeveleri iiretmek igin bir belgeleme mecrast olarak

kullantyorsun. Bu soyutlamayi inga etme stirecinde bu mecranin ve aygitin rolii nedir?
2.
Nf3 - e6

Belgelenmis goriintii ve soyutlanmug goriintii kavramlar birbiriyle celisiyormus gibi
diigiiniilebilir. Belgesel iislubu, gercekligi temsil etmeye, soyutlamadan ¢ok daha
farkli bir sekilde dayantyormus gibi goriiniir. Ama ben bu iki terimin illa bu sekilde
birbirinden ayrilmasi gerektigini diigiinmiiyorum.

Soyutlamayt yalnizca bir gorsel efekt olarak gormiiyorum; sabit, hareketli, analog ya
da dijital, mercek tabanli ortamlara dogasi geregi baglt oldugunu diigiiniiyorum.

Herhangi bir arag ya da aleti —diyelim ki mercek ya da film karesi (yahut kalem ya da
firca)— ilk kullanigimizla onu kavrayip tanimamiz arasinda gegen bir siire var.

Kodlama ve bu kodu ¢ozmeye yonelik doniistiiriicii bir siire¢ bu. Bahsettigim bu siire
dogasi geregi soyut, ciinkii potansiyel anlatinin ¢oziilmesi ya da sona ermesinden
hemen dnce gerceklesiyor.

Ornegin film iiretme siirecinde, mercegin ya da film karesinin kullaniligt isin konusu-
nu aninda soyutlar ve doniisiime ugratur.

3.
d3 - Nc6
Gortinige gore filmi kullanig bigiminin temeli her isinin evriminde ve dziinde yatuyor. Or-
negin, “Belirme’de (2011) kirmizi rengin kullanimu soyutlamanin temel cercevesini belir-
leyen bigimsel bir 6zellik.
&,
g3-d5
“Belirme”deki (35mm film) kirmuz, bircok farkli katmanda calistyor. izlediginiz filmle

yakindan baglantilt bir fotograf isleme siirecini gosteriyor, ama ayni zamanda kir-
nuzinin bagka simgesel cagrisimlarint da animsatiyor. Karanlik odanin kirnuzi isigi
sintrlu bir goriis alant yaratir. Kirmizi, spektrumun bir ucunda (kizilotesinden biraz
eksik) ve adeta karanltkta gormek anlamina geliyor.

Burada bir cegit paradoks var, karanlik odantn kogullar: bagka gercekliklerin goriintii-
lerini yaratmanuza izin verse de, bir anlamda kor edici. Ayrica burada yine, belgesel
olanla soyutlama arasindaki iligki karmagik ve i¢ ice girmis durumda.

5.
Nbd2 - Bd6

Bu noktadan yola cikarak, ‘Bu Kadar Belirsiz"i (2009-2010) soyutlama agisindan nasil

degerlendiriyorsun?
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6.
Bg2 - Nge7

Bu filmin fikrini aklima film greni ile kum zerreleri arasindaki anlamsal denklik getirdi.
Neredeyse soyut bir bicimde, once dilsel ardindan da gorsel bir baglant: gibi calistt.

Siyah volkanik kumu film iiretme siireciyle iligkili hale getirme girisimi, bu soyutlama
zincirinin bir parcast. “Belirme” gibi bir isi yalnizca bir soyutlama girigimi olarak
gormekten cekinsem de, “Bu Kadar: Belirsiz” tamamen bunun iizerine bir ¢alisma.

Gren ve styriklarin emiilasyonu —seliiloide dair mecazlar (video ya da dijital video
iizerindeki kusurlar gibi) eski bir film izleme ve film makarasi donmeye baglarken,
malzemenin kendisi goriiniir halde oldugu icin yaganan beklenti deneyimini hatirla-
tir— soyutlamanin icinden goriintii belirmeden hemen énceki o an.

Filmin baglt bagtna bir hikéyesi yok ama ritmik bir gorsel imge akigt olugturacak sekil-
de kurguland:. Bununla beraber, birkag yerde kurgulanan sekansa karsilik vermek
iizere, tam o kesme ve sahnelere eslik etmeleri icin ses sanateilarini davet ettim.
Bu gekilde kurgu siirecinde bir senaryonun ortaya giktigin hissediyorum: Her aga-
mada birer gorsel ya da sessel hikaye.

7.
0-0-0-0
Dolayistyla, anlati ve soyutlama arasindaki belirgin ayrim daha karmagtk bir hal aliyor.
8.
Rel - Bc?

“Bu Kadar: Belirsiz”deki cekim agilart ézellikle kafa karistirict. Kamera sanki bas don-
diiriicii bir devinim icinde kaybolmus ve yalnizca koordinatlart kaydedebilir durum-
daynus gibi. Bu is, bir dayanak noktast saglamaktan gok, bizden kodlar: ¢ozmemizi,
zorlayip agmamuzi, parcalara ayirmamizi ve sonra da geri doniistiirmemizi talep
ediyor.

Hikayenin hatlarini kurgudan ¢ikarmaya yonelik bir diirtii var —su, kaya parcalari ve
kum temel bir maddeselligi akla getiriyor. Bu anlamda deniz —kayalara vuran dalga-
lar— zaman iginde kayalarin aginmastyla olugan kumlar— her biri birbirinin biiyiik
ya da kiigiik pargactklari. Daha genis bir hikiyede bunlarin arasindaki baglantilart
gorebilirsiniz.

Filmin sonunda, biitiin adanin uzaktan goriindiigii tek bir renkli kare var. Diger binler-
ce karenin arasinda kiigiiciik bir parea islevi goriiyor. Aynt zamanda filmin, ayrinti-
larin, fragmanlarin ya da pargaciklarin biitiinden (adadan) daha biiyiik olabildigi bir
cesit tersine cevirme yaratabildigini gostermeye yartyor.

9.

c3-b6
Benzer bir sekilde, “Belirme’deki tekrarlar ve sekanslarin birikmesi de zaman algisini
degistirmeye yonelik bir girigim mi?
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10.
exd5 - Nxd5

Hareketli filmde goriilen sabit fotografin filmle iliskisini diigiindiigiiniizde, “Belirme”
tamamen tekrar olarak diisiiniilebilir. Kurguda degil ama filmden uzaklagmaya gos-
terilen direngte var bu tekrar.

Tekrar, her film karesinin film siiresince aymi goriintiiye bakmaya dair bir yogunluk ya-
rattigu bu siireci bicimlendiriyor.

Burada yine, bir gériintiiniin ok uzun siire bakilinca yok olmasinin ya da donuklagma-
sintn yol agtigi bir paradoks var. Fotograf banyosunda kullanilan kimyasallarla agirt
pozlanan fotograf siyaha doniiyor.

1.

Nc4 - Bb7
“Belirme"nin son kismundaki siyah ekrant diisiniirsek, izleyici tarafindan anlagilmast agi-
sindan, bu filmin algisal yanlar konusunda ne diigiiniiyorsun?

12.

Qb3 - Rb8

izleyici, bu siyah ekranla ayni zamanda bog bir ekran olarak kargilagtyor. Ancak bu du-
rum, bakma eylemini geri ¢evirmiyor.

Bununla birlikte, film kendisine dikey olarak sunuldugu anda izleyici denklemin igine
dahil oluyor. Pargalanan negatif artik yatay olarak korunmus ve argivlenmis bir sey.
Gergekte film banyosunda goriilen resim de yatay olarak gériiliiyor. isin izleyicileri
olarak, onu filmin dikey diizleminde, fotograftan iiretilmis olarak goriiyoruz. Bu ge-
cig dikkatimizi inga edilmis gerceklere, filmin “humarasi”na cekiyor.

13.
Bd2 - h6
“Numune Dolabi’nda (2010), filmle birlikte aygit da isin sunumunda yer aliyor. Dahast,
camekan icindeki sergileme tinitesini gerceveye aldigin anda, kendini bir nesneye dé-
nisturdyor.
14.
Rad1- Qf6
“Numune Dolabi”nda, hem projektsr hem de yanstyan gériintii cam bir sergileme kutu-
sunun i¢inde —baylece sergilenen nesnelerden bir mikrokozmos yaratuliyor.

Projeksiyon aygiti burada hem bir nesne, hem de bir kalinti olarak gésteriliyor —artik
kullaniimayan mekanik alet ve islemlerle dolu bir salonda, film projeksiyonunun du-
rumundaki agamali doniigiime verilen bir onay.

15.
Be1- Rfd8
“Belirme” ve “Numune Dolabi’nin birbirinden tamamen farklilagan konulart baglaminda
zamana nasil yaklastyorsun?
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16.
d4 - cxd4
“Belirme”de gériilen fotografi binlerce resimden olugan bir arsivden segtim, bu yiizden
fotografin tam olarak ne zaman cekildigini kesin olarak bilemiyoruz. En azindan ke-
sin tarihini 6grenmek miimkiin olmadi, ¢iinkii icinde insan yok. Bu yiizden eski bir
siyah-beyaz fotograf gibi goriinse de, ayni zamanda zamanin diginda gibi de duruyor.
“Numune Dolabi”nda, bagka bir zaman anlayistyla karst karstyayiz. Projeksiyonda
gosterilen nesneler aslinda bir miizenin sergi armatiirleri olarak diigiiniilmiistii ve
goriilmesi istenmeyen destek ya da tabanlar olarak tasarlannuslard:. Nesneler diiz-
giin bir kronolojik siralamayla diizenlenmis degiller. Bu yerlestirmede, onlart goriin-
mez nesneler olma halinden gikartyoruz.
17.
Nxd4 - Nxd4
“Gordiigiin Seyi Gordiigiin Gibi Goren ilk Sen Ol"daki (2004) zamani dondurma ve se-
kanslart ¢ekip ¢ctkarma eylemleri igin ne diyeceksin?
18.
Rxd4 - b5

Bu filmde, apagtk ilerlemeyi askiya alan gesitli anlat: katmanlar: var. Ancak “Bu Kada-
r1 Belirsiz” ve “Numune Dolabt”nin aksine, bir cesit anlat: ya da eylemler zinciri ve
daha geleneksel bir neden sonug iligkisi iceriyor.

Ayni zamanda, “Gérdiigiin $eyi Gordiigiin Gibi Géren ilk Sen OI” bu sergideki film mii-
zigi iceren tek film. Bununla beraber, miizikler filmin farkli katmanlanyla i¢ ice gec-
mis durumda. Kimi pasajlar acik ya da dramatik olay seslerini bile icermiyor, ses-
sizler. Bu sekilde bolerek yapilan sahne gegisleri anlatinin akigint sekteye ugratuyor.

Agir gekim efektleriyle cekilen sahneler sirasinda, zaman genisletiliyor ve gozden ka-
can kareler de béylece yakalantyor. Buradaki zaman bilimsel zaman gibi, bir gesit
zamani pargalara ayirma deneyi, ya da senin dedigin gibi, zamant dondurma.

19.
Ne3 - Bb6
Bekleme Hamlesi.

20.

Rdd1 - Nxe3
Oyun sonu

1/2-1/2
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A DIALOGUE BETWEEN RUNA ISLAM AND BASAR SENOVA FOLLOWING EVENT 3

Event 3: [Site “MLT"] [Date “19807] [Result “1/2-1/2"] [White “VlastimilHort"] [Black “EvgenijErmenkov”] [ECO “B40”][PlyCount “407]

[Beyaz ‘BasakSenova’] [Black “Runalslam”]
1.
ek -ch

In your works, the details are used as evidence of an abstraction that is linked to docu-

mented frames. Nevertheless, you use film as a medium of documentation to produce

these frames. What is the role of this medium and the apparatus in the process of con-
structing this abstraction?

2.

Nf3 -e6

These two terms may seem contradictory: the documented image and the abstracted
image. The documentary mode appears to be rooted in representing reality in a way
that abstraction does not. However, | don’t think that the two terms necessarily
need to be separated out in this way.

I don’t consider abstraction simply as a visual effect, but one that is inherently tied to
the process of lens-based media—whether still, moving, analogueor digital.

There is a lapse of timethat lies between our initial use of any instrument and tool—be
it the lens or the film frame (or the pen or the paintbrush)—to the moment of com-
prehension or recognition.

It’s a transformative process of coding and decoding. That lapseor delay is inherently
abstract, as it lies just prior to the resolution or culmination of potential narrative.

In the filmmaking process, for example, the use of the lens or film frame instantly
transforms and abstracts its subject matter.

3.
d3 - Nc6

It seems that your use of film in each instance is rooted in the evolution and essence of

each work. For instance, the use of the colour red is a formal aspect that outlines the

basis of the abstraction in “Emergence” (2011).

4,
g3-d5

The red in “Emergence” (a 35mm film) functions on several levels. It indicates a pho-
tographic process that is implicitly linked to the film that you are watching, but
it can also symbolically stand for other associations with red. The actual red of a
darkroom creates a limited field of vision. Red is at one end of the spectrum (just
shy of infra-red) and almost signifies seeing in darkness.

There is a sort of paradox, as the conditions of the darkroom have allowed us to create
visions of other realities, yet in a sense it is blinding. Again, here the relationship
between documentary and abstraction is complicated and intertwined.

5.
Nbd2 - Bd6

In view of that, how do you consider This Much is Uncertain” (2009-2010) in terms of

abstraction?
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6.
Bg2 - Nge7

The early impetus for the film came simply from a semantic equivalence between film
grain and grains of sand. It acted like a lingual and subsequently visual associa-
tion,in an almost abstract way.

The attempt to make black volcanic sand relate reflexively to the filmmaking process
is part of this chain of abstraction. Although I would hesitate to consider a work
like “Emergence” as only an attempt at abstraction, “This Much is Uncertain”, on
the other hand, is an exercise in exactly that.

The emulation of the grain and scratches—tropes of celluloid (like glitches on video or
digital video) recall the experience of seeing an old movie and feeling that sense of
anticipation at the start of a reel of film as the material itself is visible—that mo-
ment before the image emerges from abstraction.

The film does not have a narrative as such, but was edited to function as a rhythmic
visual stream of images. However, on a few occasions I have invited sound artists
to respond to the editedsequence, playing in accompaniment to the exact cuts and
scenes. | feel in this way there is a script that has been formed out of the editing
process: a visual or sonic narrative in each instance.

7.
0-0-0-0

Thus, the apparent divide between narrative and abstraction becomes more compli-

cated.

8.
Rel- Bc?/

The shooting angles in “This Much is Uncertain” are especially disorienting. It is as i
the camera is lost in a vertiginous spin and can only attempt to record the co-ordi-
nates. Rather than providing a reference point, the work asks us to decode, prise
apart, break down and then recuperate.

There is an impulse to pull narrative threads out of the montage—fragments of water,
rocks and sand suggest an elemental materiality. In this sense, the sea—its move-
ment against the rocks—the sand eroded from the rocks over time—are all micro
and macro particles of one another. You can see their connections in a larger nar-
rative.

At the end of the film there is a single frame in colour of the whole island seen from the
distance. It functions like a tiny particle amongst the thousands of other frames. It
also works to create a type of inversion that film can create where the details, frag-
ments or particles can be larger than the whole (island).

0.
c3-b6
In the same vein, is the act of repetition and the accumulation of sequences in “Emer-
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gence” linked to an attempt to alter the perception of time?
10.
exd5 - Nxd5

In the resistance to turn away from the film, rather than in the editing process, you
could consider the relationship between the still photograph and the moving image
in ermergece, as a type of repetition.

It designates the process in which each film frame generates a density in looking at
the same image for the duration of the film.

Again, there is a paradox created by looking at an image for so long that it disappears
or becomes opaque. Here, as the photographic chemicals in the developing bath
overexpose the photograph, it turns black.

.
Ncé - Bb7

With respect to the black screen in the last part of “Emergence’, what do you think of

the perceptual aspects of this film in terms of the reception of the work by the audience?

12.
Qb3 -Rb8

The viewer is subjected to this black screen, also as a blank screen. However, it does
not deny the act of looking.

Also, the viewer becomes factored into the equation almost by default as the film is
presented vertically for them. The smashed negative is an artefact that has now
been horizontally preserved and archived. The image in the developing bath in real-
ity also lies horizontally. As viewers of the work, we perceive it in the vertical plane
of film (as it has developed from photography). This shift draws our attention to the
constructed realities, the ‘trick’ of film.

13.
Bd2 - h6

Whereas in “Cabinet of Prototypes” (2010), while displaying the film, the apparatus is

also present. Furthermore, the moment you frame the display unit with the glass case,

it transforms itself into an object.
14.
Rad1- Qf6

In “Cabinet of Prototypes” both the projector and projection are encapsulated in a
glass display case—creating a microcosm of objects on display.

The apparatus of the projector is shown here as part artefact, part relic—it’s a nod to
the gradual shift in status of film projection towards the hall of obsolete mechani-
cal instruments and processes.

15.
Be1- Rfd8
How do you approach time in the entirely differing subject matters of ‘Emergence” and
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“Cabinet of Prototypes™?
16.
dé4 - cxd4

In “Emergence”, | selected the photograph we see from an archive of thousands of
images, for the very reason that we cannot exactly pinpoint when the image might
have been taken. At least, its precise date could not be ascertained, as it lacked any
human presence. So despite it looking like an early black and white photograph, it
also seemed to be outside of time.

In “Cabinet of Prototypes”, we encounter another notion of time. The objects now on
display in the projection are in fact intended as armatures for the artefacts of a mu-
seum and are designed to be supports or bases that are not meant to be seen. They
are not classified in the regular chronological way. In this installation, we retrieve
them from their status as invisible objects.

17.

Nxd4 - Nxd4
What about the acts of freezing time and extracting sequences in ‘Be The First To See
What You See As You See It” (2004)?

18.

Rxd4 - b5

In this film there are several layers of narrative that suspend obvious progression.
But unlike “This Much is Uncertain” and “Cabinet of Prototypes” there is some kind
of narrative or chain of actions and a more traditional use of cause and effect.

Also “Be The First To See What You See As You See It” is the only film in this exhibition
with a soundtrack. However, the soundtrack is intertwined within the different
layers of the film. Some passages are silent without the obvious or dramatic inci-
dental sounds. This type of disjunctive cutting in and out subverts narrative flow.

During the scenes shot with slow motion effects—time is extended and captured into
frames that escape the eye. Here it is like scientific time—an experiment in split-
ting time—or as you term it, freezing time.

19.
Ne3 -Bb6

Waiting Move.

20.
Rdd1- Nxe3

Endgame

1/2-1/2
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A

Abluka Onemsiz bir tast Karst tarafin piyon-
larmdan birinin 6niine yerlestirerek, piyo-
nun ilerlemesini engellemek ya da saldi-
riya karst korunma saglamak. Ablukaya
alinan taglar genellikle gereginden fazla
korunmaktadir.

Acik renkli kareler h1 ya da a8 gibi, tahta-
daki acik renkli 32 kare.

Acilis Oyunun yaklagtk 10 ila 20 hamlelik
baslangict. Acilista oyuncular piyon yapi-
larint kurar, taslarin ilerletir ve genellikle
rok yaparlar. Agllisin ardindan “oyun orta-
st” gelir.

Actlis hazirligt Oyuncunun ilerideki turnu-
va ya da maclarda oynamayt ya da karsi-
lagmay bekledigi agilig ve savunmalart 6n-
ceden incelemesi, analiz etmesi. Yiiksek
seviyeli oyunlarda, acilis hazirliklarinin
onemli bir kismu énceki oyunlara ya da on-
ceden yayimlanmis olan analizlere teorik
yenilikler getirmeye caligir.

Acilis repertuart Belli bir oyuncu tarafin-
dan oynanan aciliglar. Oyuncularin reper-
tuarlart dar ya da genis olabilir. Ornegin,
her zaman 1.e4 ile agilig yapan; 1.e4'i her
zaman Sicilya Savunmast ya da mimkiin-
se Najdorf Varyasyonu ile karsilayan; 1.d4,
1.c4 ya da 1.Nf3'li ise 1..f5 ile kargilayarak
Hollanda Savunmast yapmaya niyetlenen
bir oyuncu, oldukea dar bir agilis repertu-
arma sahiptir. Farkli seferlerde 1.e4, 1.d4,
1.c4, 1.4, 1.Nf3,1b3 ve 1.g3 ile acilislar ya-
pan ve siyah taglarla cok sayida savunma
yapan Bent Larsen ¢ok genis bir repertu-
ara sahipti.

Acihs sistemi Colle Sistemi ya da
Hipopotam Savunmast gibi 6rnekleri olan
acllilar, tek bir oyuncunun hamleleriyle
belirlenir ve karst tarafin hamlelerinin bir
onemi olmaksizin oynanur.

Aktif tas Cok sayida kareye oynayabilen ya
da bu Kkareleri kontrol edebilen taslari ta-
nimlar. (Ayrica bkz. Pasif tas)
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Alan Bir oyuncunun kontrol ettigi kare-
ler. Digerinden daha fazla kareyi kontrol
eden oyuncunun alansal avantaji vardur.
Genellikle “hareket kabiliyeti"yle aynt an-
lama gelir.

Almak Kendi tas ya da piyonlarindan biri-
ni kullanarak karst tarafin bir tasint ya
da piyonunu almak. “En passant” (gecer-
ken alma) durumu diginda, tas almak ali-
nan tagin bulundugu kareyi ele gecirerek
yapilir.

Ana hat Bir acllis ya da analiz parcasinin
esas, en onerli ya da en stk oynanan var-
yasyonu. Ornegin, 1.d4 Nf6 2.c4 g6 3.Nc3
Bg7 4.e4 d6 5.Nf3 0-0 6.Be2 €5 7.0-0 Nc6
8.d5 Ne7 King's Indian Savunmast'nin ana
hattt olarak bilinir.

Analiz Bir konumun her iki taraf icin de en iyi
oyunu belirlemek lizere incelenmesi.

Antipozisyonel Pozisyonel oyunun ilkele-
rine uygun olmayan bir hamle ya da plan.
Dogru bir plant uygulamaya caligirken ya-
pllan bir hatayt degil, uygunsuz bir pla-
nin pargast olan hamleleri tanimlamak
icin kullanulir. Antipozisyonel hamleler ge-
nellikle piyon haraleleridir; ¢iinkii piyon-
lar terk ettikleri kareye, geriye dogru bir
hamle ile dénemezler, ilerlemeleri siklikla
telafi edilemez zayifliklara yol acar.

Ara hamle ya da Zwischenzug Beklenen
hamleden ¢nce yapilan, beklenmedik,
“arada kalmig” bir hamle.

Araya girmek Bir tagt hiicum eden tagla he-
definin arasina yerlestirerek, hiicum hat-
tint kapamak. Bir tast araya yerlestirmek,
sah cekilmesi durumunda saht yerinden
oynatmak ve hiicum eden tagt almak di-
sinda verilecek ¢tincii karsiliktir.

Arka swra Oyuncunun ilk sirast.

Arka sira matu ilerlemesinin ikinci siradaki
aynu renkli taslar (genellikle piyonlar) ta-
rafindan engellendigi durumlarda sahin bir
kale ya da vezir tarafindan mat edilmesi.

Arka swra zaaft Bir oyuncunun arka sira
matt tehdidi altinda oldugu ve sahu siirekli

SATRANC TERIMLERI SOZLUGU

bu tehdide karst koruyup savunmak (drne-
gin, kalelerden birini arka sirada tutmak)
zorunda kaldig icin bir kagts yaratma vak-
tiya da segenegi bulamamast.

Asili Korunmasiz ve saldirtya agik taslar. “En
prise” taglar korunmus olabileceginden
aynu sey degildir. Bir tast “asili birakmak”
onu yerinden oynatmayt ya da korumayt
bagaramayip kaybetmektir.

Asirt agilmak Oyuncunun bir tagt ya da tas-
lart (genellikle piyonlar)) savunulmalarm
zorlastiracak sekilde digerlerinden uzaga
tagimast.

Asrt koruma Bir piyonu ya da belli bir ka-
reyi gerektiginden daha fazla korumak-
tir. Bunun amact karst taraft o noktaya
hiicum etmekten caydirmaktir, bu kare-
yi koruyan taslara da béylece daha fazla
hareket olanag saglanir. Bu da kars tara-
fin hatalt bir plan uygulamasina ya da hig-
bir plan uygulamamastna yol agabilir. Aron
Nimzowitsch asirt korumanin en onemli
kullanieilarindan biriydi.

Asin yiik Uzerine cok fazla savunma gorevi
yiiklenen tas. Asirt yiiklenmig bir tag kimi
zaman rakip tarafindan saptirilabilir ya da
savunma gorevlerinden birini birakmast
gerekebilir.

B

Baglama Karsi tarafi ¢ozmesi zor bir pozis-
yonda baglayarak hareketine engel olmak.
Genellikle piyonlarin ilerlemesiyle bir alan
avantajt yaratir. The Maréczy Bind iyi bili-
nen bir drnektir.

Baglt kaleler Ayni sira ya da da siitun tize-
rinde duran ayni renkte iki kale. Kalelerin
birbirine bagl olmast genellikle tercih edi-
lir. Oyuncular gogu kez kalelerini kendi ilk
stralarinda ya da agik bir sira iizerinde bir-
birine baglarlar.

Baltalama Savunma yapan tasin alinmast ve
rakibin boylece savunmasiz birakilmastiyla
uygulanan bu satranc taktigi, “muhafizin
kaldiriimast” olarak da bilinir.
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Basitlestirme Esit degerdeki taslarin degis
tokus edilmesi iizerine kurulu bir strate-
ji. Basitlestirme bir hiicumun giiciini kir-
mak lizere savunma amacli kullandabilir.
Avantajlt oyuncu tarafindan, bu avanta-
juartirmak ya da rakibin karst oyununun
giiciinii diigiirmek amactyla da kullanilabi-
lir. Ayrica bir beraberlik elde etmek ama-
ciyla ya da oyun sonunda giiclii oyuncu
tarafindan avantaj kazanmak igin oyunu
basitlestirmek amaciyla da kullanabilir.
“Tasfiye” ya da “degis tokug” da denir.

Bekleme hamlesi Pasif ama zararsiz bir
hamle, inisiyatifi ele almak icin beklerken
oynanir. Karst tarafin herhangi bir tasina
hiicum etmeyi ya da onu almayt hedefle-
meyen bir hamledir.

Beraberlik iki oyuncunun da kazanamadi-
8t oyun. Diger beraberlik durumlart pat,
tglii tekrar, bes hamle kurali ve yeter-
siz malzemedir. Bir pozisyonun berabere
olabilmesi icin (‘berabere pozisyon” ya da
“teorik beraberlik” de denir) her iki oyun-
cunun da, diger oyuncunun harlelerine
bakilmakstzin, dogru oynayarak oyunu be-
rabere bitirebilecek durumda olmast ge-
rekir. Beraberlik genellikle % puan kazan-
dirtr, ancak kimi karsilagmalarda yalrizea
galibiyetler sayilir, beraberlikler dikkate
alinmaz.

Beyaz ilk hamleyi yapacak oyuncuyu belir-
leyen renk. ‘Beyaz tas” olarak adlandiri-
lan taslar bagka bir renkte de olabilir (ge-
nellikle agtk renktedirler). Benzer bicimde,
satrang tahtasindaki acik renkli kareler de
cogu zaman gercekten beyaz olmadiklart
halde “beyaz kareler” olarak adlandirilirlar.

Bosluk Oyuncunun kendi taslarindan biriy-
le kontrol edemedigi kare. Bu taim biraz
ozneldir: Karenin bosluk olarak degerlen-
dirilebilmesi igin Kkarst taraf icin oneminin
olmast gerekir -ilk ve ikinci siralardaki ka-
reler bosluk degildir. Diger yandan oyunun
ilerleyen anlarinda tas almus bir piyon ta-
rafindan kontrol edilebilecek olsa bile bu
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kareye bosluk adu verilir.

Bulunmus hiicum Baska bir tasin éniinden
cekilmesi sayesinde, vezir, kale ya da fil
tarafindan yapilan hiicurn.

Bulunmus sah Saha yapilan bulunmus hii-
cum. Oyuncunun bir tasint oynatarak,
bagka bir taginin karsi tarafa sah ¢ekme-
sini saglamastyla gergeklesir.

C

Cebirsel notasyon Satrang oyununu kay-
detmenin standart yontemi. Kareler icin
alfanimerik koordinatlar kullanulir.

C

Cekmek Oyuncunun kargt tarafin sahint agt-
ga ctkarmak icin onemli ya da onemsiz
taslarint feda etmesi. Ornegin, eger siyah
sah kalenin yanindaysa ve g8 karesi lize-
rindeyse, beyaz oyuncu Bxh7+ ve ardindan
Ng5+ gibi zorlayict hamlelerle saht kendine
“cekmeye” caligabilir.

Cifte hiicum Tek harleyle iki hiicum birden
yapmak: Hiicumlar ayn tasla (catal duru-
munda) ya da farkli taslarla (oynatilan ta-
sin da tehdide yol acabilecegi bulunmus
hiicum dururalarinda) yaptlabilir. Bu hi-
cumlar 6nlerindeki taglart tehdit edebildi-
gi gibi, vezirin alinmast ya da sah mat gibi
tehditlere de yol acabilir.

Cifte sah Aynt anda iki tasla sah cekmek.
Cifte sah, “bulunmus sah”t gerektirir.

Cogunluk Bir kanattaki piyonlarin sayisinin
karsi tarafinkinden fazla olmast. Genellikle
bir kanatta ¢ogunluga sahip olan oyuncu
diger kanatta azinliga sahiptir.

Ciiriitme Bir strateji, hamle ya da agilisin
onceden distniildiigu kadar iyi olmadigi-
nt (cogunlukla maglubiyete yol actigini) ya
da 6nceden yayimlannus analizlerin gecer-
siz oldugunu gostermek. Konugma dilinde
“patlatmak” da denir. Satrang problemleri
ya da oyun sonu incelemelerinde yer alan
ciiriitmelere genellikle “hesaplarla oyna-
mak” denir.
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D

Daimi gah Rakibi, siirekli sah cekerek bir be-
raberlige zorlamak.

Degisme 1. Genellikle ayn tiirde (kaleye kar-
silik kale ya da file karsilik fil gibi) taslarin
ya da esdeger kabul edilen iki tasin (file
karsilik atin) karsliklt alinip verilmesi. 2.
Degisme Kalenin hafif taglar (fil ya da at)
lizerindeki onemine isaret eder. Hafif bir
tag kaybederken bir kale alan oyuncunun
degismede Ustiinligi vardur, rakibi ise gii
kaybeder. “Degisme fedast” ise hafif bir
tasa karsilik kaleden vazgecmektir.

Disaridaki geger piyon Tahtanin kenarina
yakin duran ve diger piyonlardan uzakta
kalan gecer piyon. Oyun sonunda, béyle bir
piyon cogunlukla sahibine biiyiik bir avan-
taj saglar.

Duble gecer piyon Ayn diisey siitun lizerin-
deki gecer piyonlar. Genellikle alisimadik
olciide gucludirler (altnct stranin Gizerin-
deyseler ya da diizgiin bloklanmanuslar-
sa Onersiz bir tast feda etmeye degerler)
clinkii beraber ilerleyebilirler. (Ayrica bkz.
Piyon zinciri.)

Duyurulmus mat 19. yiizyilda sik rastlanan
bu uygulamada, oyunculardan biri, (kendi-
sine gore) her iki taraf icin de en iyi oyu-
nu olusturacak bir dizi hamlenin ardindan
rakibini mat edecegini duyurur (6rnegin,
“bes hamlede mat”).

Diizensiz acilig Diizensiz acilislar, Beyaz'in
beklenmedik ilk hamlesiyle baslayan agi-
lislardur. Bu agiliglar AOO ECO koduyla ka-
tegorize edilirler.

E

Engelleme Hiicum edilen tasla onu koruyan
tag arasindaki siranin bir tagi feda etmek
pahasina doldurulmast durumudur.

Er Piyonlara “tas” denilen durumlarda, tasla-
rin ya da piyonlarmn ortak adi olarak kulla-
nilir. Bu durumda, vezir de bir erdir.

Esitleme Oyuncularin kazanma sanstnin esit
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oldugu bir pozisyon yaratmak. Bu bir bera-
berligin olast gériindiigii “sabit esitlik” de
olabilir (6rnegin, dengeli bir oyun sonu),
Beyaz ve Siyah'in kazanma sansinin egit
oldugu kesin ya da “dinamik esitlik” de ola-
bilir (6rnegin, daimi sah ile). Agilis teorisin-
de Beyaz ilk hamle istiinliigiine sahip ol-
dugundan, esitlemeye yol agan hareketler
goreceli olarak Siyah icin iyi, Beyaz icinse
kotudir.

Eslestirme Bir turnuvada karsilikli oynaya-
cak oyuncularin belirlenmesi. Satrancta
eslestirme zordur, ¢iinkii her oyuncuya
beyazla oynamak icin esit miktarda firsat
verilmesi ve oyuncunun art arda ¢ok sayi-
da oyunda ayni renkle oynamamast gerek-
mektedir. En sik kullarulan eslestirme yon-
tenleri lig usulii ve Isvigre sistemidir.

Etkisiz ya da Pasif Goreceli olarak daha az
kareye gidebilecek ya da bu kareleri kont-
rol edebilecek olan tas. “Etkisiz tas” adi da
verilir.

G

Gecikme Oyuncunun kalan zamanmnmn git-
tikce azalmasu (‘ani 6lim’de oldu-
gu gibi) engelleyen bir zaman kontro-
li. Satranctaki en onemli gecikmeler
Bronstein ve Fischer gecikmeleridir.

Gecger piyon Saha dogru giderken yolu rakip
piyonlarca kesilemeyen piyon.

Genig merkez Tahtanin merkezdeki on altt
Karesi.

Geri alma Giindelik oyunlarda her iki oyun-
cunun da bir ya da birden fazla hamleyi
geri almayt kabul etmesi.

Geri cekilme Oyunu kaybettigini kabul et-
mek. Geri cekilme genellikle saati dur-
durarak, kimi zaman da rakibin elini si-
kip “Geri cekiliyorum,” diyerek belirtilir.
Geleneksel geri gekilme yontemi oyuncu-
nun kendi sahinin iizerine vurmasidir, an-
cak bu giinlimiizde nadiren yapilmaktadir.
Yayimlannug oyunlarda, oyuncunun geri
cekilmesi genellikle “1-0” (Siyah geri gekil-
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di) ya da “0-1" (Beyaz geri cekildi) bicimin-
de gosterilir; bu ayni zamanda oyunun bas-
ka bir sebeple, genellikle zaman sinrinin
astlmast nedeniyle bitirildigini de gostere-
bilir. Usta ve amatdr oyunlarinda, oyunun
sah mat ile bitirilmesindense geri cekilme
yonteri tercih edilir, ¢iinkil oyuncular mat
edileceklerini 6nceden gorebilirler.

Gosteri Bir mag ya da turnuva kapsaminda
degil, eglence amactyla gergeklestirilen bir
ya da birkag oyunluk karsilasma. Bir gos-
teri oyunu iki ustayt karst karsiya getire-
bilir, bu durumda satrang saatleri normal
bicimde kullanulir ve karsilagma ciddiyetle
strdiiriiliir. Eszamanlt bir gosteride bir ya
da birden fazla usta pek cok tnliiyle ya da
oyuncuyla oynayabilir ve genelde bu oyun-
larda saat tutulmaz.

Gavde oyunu Belirli bir agilis varyasyonunun
ilk kez kullanldigt satrang oyunu. Kimi za-
man, govde oyununu oynayan oyuncunun
adi bu acllisa verilir.

Giivenilir Dogru. Giivenilir bir fedanin yete-
rince telafisi vardr, giivenilir bir acilis var-
yasyonunun bilinen bir ¢iiriitmesi yoktur,
giivenilir bir kompozisyonun hesaplaryla
oynanmamustir.

H

Hafif hiicum Oyuncunun piyonlarmn, rakibi-
nin daha az piyonunun oldugu alana dogru
ilerletmesi. Genellikle bir gligsiizliige ne-
den olmak igin kullantlir.

Hakimiyet Bir tagin hareket ozgiirligi ne
kadar genis olursa olsun rakip oyuncu ta-
rafindan alinmasiin kaginilmaz oldugu
durum. Genellikle satrang problemlerinde
karsilagtlir.

Hamle Tam bir hamle, Beyaz ve Siyah'in si-
rayla oynamastyla gerceklesir. Beyaz ya
da Siyahtan birinin oynamast yarim bir
hamledir.

Hamle strast Oyuncunun bir agilist oyna-
mak ya da bir plant yerine getirmek icin
tercih ettigi hamle dizisi. Farklt hamle si-
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ralarinin farkle avantajlart ve dezavan-
tajlart vardir. Ornegin, 1.d4 Nfé 2.Nf3
Budapeste Gambiti'i (2.c4 e5!?) engeller-
ken, Beyaz'in King's Indian Hiicumu kar-
sisinda Samisch Varyasyonu'nu (2.c4 g6
3.Nc3 Bg7 4.e4 d6 5.3) ya da Dért Piyon
Hicumunu (5.f4) oynamasint imkan-
siz kilar ve Nimzo-Indian Defanst ve Vezir
Gambiti oynandiginda, atin e2 yerine f3'e
gittigi degisme varyasyonu oynanamaz.

Hareket kabiliyeti Bir tasin, ya da bir oyun-
cunun biitiin taglarin, tahta lizerindeki
hareket giicii. (Bilgisayar satrancinda bu
genellikle, mimkiin olan gecerli hamlelerin
saytstyla 6lgtiliir.)

Hat 1. Genellikle acilislarda ya da pozisyon
analizlerinde yer alan bir dizi hamle. 2. Bir
tasin (vezir, kale ya da filin) hareket ya da
kontrol edebilecegi karelerden olusan agik
hat.

Hazirlanmuis varyasyon Heniiz yayimlan-
mamis ve bir miisabakada ilk kez kullant-
lan, iyi analiz edilmis bir acilis.

Hesaplama Olast karsiliklart goz oniinde
bulundurarak, bir dizi hamleyi dikkatle
planlamak.

Hizlt oyun bitirisi ya da Ani dliim Bir sat-
rang oyunu igin en basit zaman kontrol:
Her oyuncunun tiim hamlelerini yapabil-
ek icin belli bir toplam siiresi vardir.

Hile Kaybeden konumdaki oyuncunun ra-
kibini kandirarak oyunu kazanmast ya da
beraberlik saglamasidir. Daha genel ola-
rak, acikca kaybeden bir pozisyondan
galibiyet ya da beraberlikle ayrilmak da
denebilir.

Hipermodern Merkezi piyonlarla kusatmak
yerine uzaktaki taslarla kontrol etme-
ye yonelik bir acilig sistemi. (Ayrica bkz.
Klasik)

Hiicum Kisa siireli (mesela, 1.e4 Nf6'nin ar-
dindan, Siyah Beyaz'in e4 iizerindeki piyo-
nuna hiicum eder) ya da uzun sireli (karst
tarafin sahina yonelik siirekli bir mat etme
hiicumu veya karst tarafin vezir kanadin-
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daki piyonlara yonelik ufak capli hiicum-
lar) saldirlar.
Hiikmen kaybetmek Oyuncunun oyuna ka-
tilmayarak ya da belirlenen siireyi asarak
kaybetmesi anlamina gelir.

iceri rok Saht bir énceki konumundan daha
fazla tehlikeye sokacak sekilde yapilan
rok. Saht ya meveut pozisyonunda ya da
ona dogru yapilacak yatay ve dikey ham-
lelere kolaylik saglayan bosluklara yol aga-
rak tehlikeye sokar. Geleneksel basit kav-
ramlara agina olan yeni baglayanlar roku
sahin korunakliligint artrmak icin yapilan
bir hamle olarak gordiiklerinden, savag on-
cesi ustast ve hipermodern ekoliin onciile-
rinden Richard Réti, oyunculart “Roku ya-
pabildiginiz icin degil, mecbur oldugunuz
icin yapin,” diyerek uyartyor.

ilerleme Acilista, tast daha aktif hale getir-
mek icin ilk yerinden oynatmak. Bir tas
yeniden ilerletrek, ilerletilmis tast daha
iyi bir kareye tagtimak anlamuna gelir.

ilerletme Bir piyonu ileri siirmek.

iligkili kareler Cogunlukla sah ve piyonlu
oyun sonlarindaki karsiliklt (ya da ortak)
Zugzwang kareleri.

ilk hamle avantaji Beyaz'n ilk hamleyi yap-
maktan 6tird sahip oldugu (cogu hesaba
gore) kiiciik avantaj.

inisiyatif Tehditleri one siiren oyuncunun di-
ger tarafa karst kazandig avantaj. Hiicum
eden oyuncunun “inisiyatif sahibi” oldugu
soylenir. Bu oyuncu oyunu istedigi sekilde
yonlendirebilir. inisiyatif genellikle zaman
ya da alan avantajindan ileri gelir. inisiyatif
kavranu Steinitz'in The Sixth American
Chess Congress [Altinct Amerikan Satrang
Kongresi] ve Capablanca’min Chess Funda-
mentals [Satrancin Temelleri, 4. Bolim] adlt
calismalarinda kullanilmustir.

K

Kacis Karesi Bir tasin hiicumdan kagmak
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iin hareket edebilecegi kare. (Bkz. “Ucus
karesi” ve “luft”)

Rapalt oyun 1. Cok az sira ya da siitunun
actk kaldigt pozisyon. Genellikle birbirine
kenetlenmis piyon zincirleri, yer degistir-
me seceneginin az oldugu tikalt pozisyon-
lar ve siralarin arkasinda yogun tuzaklar
bulunur. Bdylesi bir pozisyon daha sonra
“actk oyun"a déniisebilir. 2. 1.d4 d5 ham-
lesiyle baglayan satrang agilist.

Rarargah Kargt tarafin giclii oldugu bol-
gede bir piyon tarafindan korunan kare.
Karargahlar, ozellikle att kullanarak bir
hiicum gergeklestirmek igin tercih edilen
konurnlardur.

Rargt hiicum Rakip oyuncunun hiicumuna
karsilik yapilan hiicum.

Kargi sah Cekilen saha karsilik sah gekmek.
Ozellikle cekilen ilk sahin kargt saht ceken
tags tarafindan bloklandig! ya da baska bir
sah cekme durumunu ortaya ¢ikardig za-
manlarda kullanlr.

Razang Her hamleden dnce oyuncunun za-
manina eklenen siire anlammna  gelir.
Ornegin hizli satrang oyunlarinda, “25 da-
kika artt her hamlede on saniye kazang,’
dendiginde, her oyuncunun 25 dakikayla
oyuna basladigl, her hamlenin ardindan (ya
da oncesinde) on saniye eklendigi anlast-
lir. Bu gibi durumlarda oynanan genellikle
Fischer Satrancidur.

Reskin Riskli, ift tarafl, yiiksek dlctide tak-
tige dayall. Harnleleri, manevralari, pozis-
yonlart ya da oyun stillerini tanimlamak
icin kullanulabilir.

Kurma Giiglii goriinen bir savunmanmn, ¢o-
gunlukla tas feda edilerek bozulmast.

Ritap galibiyeti Miikemmel oyunla kaza-
nimig bir oyun sonu pozisyonu. Bu isim
geleneksel olarak analizin oyun sonu li-
teratiiriinde yer aldigiu gosterir, an-
cak basitlestirilmis pozisyonlarda (altt
ya da daha az tas) oyun sonu veritaba-
nindan faydalanan bir bilgisayar analizi
kullarulabilir.
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Kitap hamlesi Acilig teorisi lizerine yazi-
lan bagvuru kitaplarinda bulunan bir agi-
i hamlesi. iki oyuncu da bagvuru kitapla-
rinda bulunan harlelerle oynarsa, oyunun
“kitaba uygun” oldugu séylenir. Oyuncular
acllis kitaplarinda analiz edilen varyasyon-
larin sonuna geldiginde veya oyunculardan
biri yeni bir hamleyle (ya da falsoyla) de-
vam ederse oyunun “kitaba aykirt” oldugu
soylenir.

Ritap pozisyonu Miikemmel oyuna uygun
bir hamle teskil edecek oyun sonu pozis-
yonu. isimden anlagilacag! iizere pozis-
yonun analizi oyun sonu literatiiriinde
bulunmaktadir, ancak basitlestirilmis po-
zisyonlarda (alti ya da daha az tas) oyun
sonu veri tabanindan faydalanan bir bilgi-
sayar analizi kullanilabilir.

Kirilma Bir piyonun ilerleyerek ya da ele ge-
cirilerek tikalt bir pozisyonu agmast.

Kilit nokta “Kilit nokta savunmast’, bir piyo-
nun yerini degistirip merkezdeki kareden
vazgecruenin aksine, merkezdeki bir piyo-
nun (Beyaz: e4 ya da d4; Siyah: e5 ya da
d5) yerini savunan ve koruyan bir agilistur.
(Daha genel anlamda, kilit nokta giiglii bir
sekilde olarak savunulan herhangi bir kare
de olabilir.)

Rlasik 1. Piyonlart tamamen merkeze ta-
simayt hedefleyen acilis sistemi (Bkz.
Hipermodern) 2. 40/2 gibi daha uzun bir
zaman kontrolii kullanan oyun; mermi,
blitz ya da yildirim gibi hizlt satrang kate-
gorilerinin tam tersi.

Kombinezon Avantaj kazanmak icin cogun-
lukla bazi taslarin feda edilmesini de ice-
ren akillica diisiinllmis bir dizi hamle.
Kargt tarafin hamleleri genellikle zorunlu-
dur, yani kombinezon karst tarafa ¢ok faz-
la hareket secenegi sunmaz.

Rompanzasyon Orantisiz bir karsilik al-
mak, 6rnegin ilerleme icin tas feda etmek
veya bir ya da iki piyon karsiliginda bir fil
vermek.

Rorunakli gecer piyon Baska bir piyon tara-
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findan desteklenen gecer piyon.

Royu renkli kareler Satranc tahtasindaki
koyu renkli 32 kare, a1ya da h8 gibi. Koyu
renkteki kare her zaman oyuncunun so-
lundaki kosededir.

Rritik pozisyon Bir acilis varyasyonunun
saglamligint belirlemekte esas 6neme sa-
hip pozisyon. Eger taraflardan biri kritik
bir pozisyonda avantaj saglayabilirse, di-
ger taraf ilerlemenin bir yolunu bulmali ya
da bu varyasyonu yenilerek terk etmelidir.

Kritik kare 1. Onemli bir kare. 2. (Piyonlu
sonlarda) kritik karenin bir tarafin sahi ta-
rafindan ele gegirilmesi, piyonun yiiksel-
mesi ya da kazanmast gibi belirli bir hedefe
ulagmay garantiler.

Ruraldist hamle Satrang kurallarma uygun
olmayan hamle. Oyun sirasinda fark edilen
bir kuraldist hamlenin diizeltilmesi gerekir.

Ruraldist pozisyon Oyundaki kuraldist bir
hamlenin ya da yanlis bir baslangicin yol
actigi pozisyon. Satrang problemlerinde,
kurallara uygun hamlelerle kuraldist pozis-
yonlara ulagsmak miimkiin degildir.

L

Luft (Almanca “hava” anlammna gelir) Rok ya-
pilmus bir sahin arka sira matina ugrama-
mast icin ayrilmus kagis karesi. Genellikle
ikinci siradaki piyonlardan birini sahin
oniine getirerek elde edilir.

M

Maglubiyet iki oyuncudan birinin maglubi-
yeti; digeri tarafindan mat edilmesi, geri
cekilme, zaman sinurint agmak ya da tur-
nuva yoneticisi tarafindan diskalifiye edil-
mek sonucunda gerceklesebilir. Eger esit
kayiplt bir oyunsa, bu kargt tarafin galibi-
yetine sebep olur, ancak hile yapilmast ya
da her iki tarafin da siireyi agmast gibi kimi
nadir durumlarda turnuva yoneticisi her
iki oyuncuyu da diskalifiye eder.

Merkez Satrang tahtasinin ortasindaki dort
kare.
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Merkeze yerlestirme Bir ya da daha fazla
tast tahtanin merkezine dogru tasimak.
Genellikle taslarin merkeze yakin olmast
en iyisidir ¢iinkii boylece ok sayida kare-
yi kontrol edebilirler ve gerektiginde her iki
kanatta da oynayabilirler. Hareketleri si-
nirl oldugundan, merkeze yerlestirme en
cok atlarin isine yarar. Bu prensibe yone-
lik cesitli aforizmalar da vardir: “Kenarda
duran at séniiktiir” (ya da “tatsizdir”) ve
“Kenarda duran at ilerleyemez.”

Merkezin kontrolii Merkezdeki dort kare-
den birine saldirabilecek bir ya da daha
fazla tasa sahip olmak. Onemli bir stra-
tejidir ve aciliglarin temel hedeflerinden
biridir.

Metin hamlesi Bu terim satrang oyunlarinin
yazili analizinde, bir hamlenin diger olast
hamleler yerine oynandigint belirtrmek igin
kullanulir. Metin hamleleri analiz hamleleri-
nin aksine genellikle koyu renk karakter-
lerle yazilir.

Muhafaza Bir tast korumak ya da bir kareyi
kontrol etmek. Ornegin, tahtanin kenarin-
daki saha sah cekmek igin, sahin yaninda-
ki bes karenin hepsinin muhafaza edilme-
si gerekir.

N

Notlar Bir oyunun yazili yorumlar, satrang
sembolleri ya da isaretlerinin bir arada
kullarularak degerlendirilmesi.

O

0dak noktast Bir oyuncunun, stirekli hiicum
ederek ya da iizerindeki bir tasi feda ede-
rek odaklandig kare. Ornegin, rok yapil-
mang bir saha hiicum ederken, Siyah'in
f7 karesi (ya da Beyaz'in f2 karesi) genel-
likle odak noktasidir. f7 odak noktasina
yapllan hiicum ornekleri arasinda Fried
Liver Hiicuru (f7'deki atin feda edilmesiy-
le baslar) ve Coban Mat (f7'deki sahin mat
edilmesiyle sona erer) bulunmaktadur.

Opozisyon ki sahin ayni sira, siitun ya da di-
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yagonal (izerinde, aralarinda bir kare bos-
luk kalacak sekilde yan yana geldikleri du-
rurndur. Oyun strast gelen oyuncu sahint
daha dusiik avantajlt bir kareye ¢ekmek
zorunda Kalabilir. Opozisyon oyun sonlart
icin 6zellikle onemli bir kavramdir.

Oyun sonu Tahta lizerinde sadece birkag ta-

sin kaldigi asama. Oyun ortasinin ardin-

dan gelir.

0

Olii beraberlik iki oyuncunun da kazanma
sansinin bulunmadigl beraberlik pozisyo-
nu. Bu kavram iki oyuncunun da kazan-
masinin imkansiz oldugu dururnlarda kul-
lanildigr gibi, iki taraftan birinin kazanmast
ihtimalinin ortaya ¢ikmast igin ancak bii-
ylik bir hatanin yapilmasinu gerektigine de
isaret eder.

Onemli tag Vezir ya da kale, “agr figiirler” de
denir.

P

Pasif feda Bir tast farklt bir kareye tastyip
hiicum altinda birakarak feda etmek.

Pasif tas Goreceli olarak daha az kareye ha-
reket edebilen ya da daha az kareyi kont-
rol edebilen tas; “etkisiz tas” da denir (Bkz.
Aktif tag).

Piyon adast Ayni renkten bir grup piyonun
yakinlarda baska piyon olmadan yan yana
karelerde bulunmast. Tek bir piyondan olu-
san piyon adasina ‘geride kalan piyon”
denir.

Piyon furtinast Bir kanattaki piyonlart bera-
ber kullanarak savunmayt kirmayt hedef-
leyen hiicurn teknigi.

Piyon yapist Piyonlarin yerlestirilis bicimi pi-
yon yapist olarak adlandirilir. Piyonlar ha-
reket Kkabiliyeti en distk taslar oldugun-
dan ve geri gidemediklerinden, piyonlarin
konurnlart oyunun karakterini dnemli 6l-
ciide belirler.

Piyon zinciri Ayni renkten ikiya da daha faz-
la piyonun aynu siitun lizerinde durmast.
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Plan Belirli bir pozisyonda oyuncunun avan-
tajlarint en iyi sekilde degerlendirirken de-
zavantajlarinin etkilerini en aza indirmek
tizere kullandig strateji.

Post-mortem Oyunun sona erdikten son-
ra analiz edilmesi, genellikle oyuncular-
dan biri ya da ikisi, ve bazen de izleyici (ki-
bitz'ci) tarafindan gerceklestirilir.

Pozisyon oyunu Kisa vadeli hiicum ve teh-
ditlerden ziyade uzun vadeli manevralarla
ilerleyen oyun. Genis varyasyon hesapla-
malart ve taktiklerden ziyade degerlendir-
me becerisi gerektirir.

Pozisyon oyuncusu Taktik oyuncusundan
farklt bigimde, pozisyon oyununda ustala-
san oyuncu.

R

Renk Siyah ya da beyaz taslar. 1.e4 gibi be-
lirli bir kareye de isaret edebilir (Beyaz pi-
yonunu oynadt ve actk renkli karenin iize-
rinde, gibi).

Reserve tempo Oyun pozisyonu icinde ge-
reksiz olsa da oyuncunun oynamasinin
miimkiin oldugu hamle. Hamle strasint di-
ger tarafa gecirdigi icin onemlidir.

Rok Kale ve sah ile yapilan 6zel bir harle.
Genellikle saht koruyup kaleyi ilerletmeyi
amaclar. Kimi zaman sah tarafindaki ka-
leyle yapilana “kisa rok”, vezir tarafindaki
kaleyle yapilana ise “uzun rok” adu verilir;
bu ad kalenin gittigi mesafeyle ilgilidir (iki
kare ya da li¢ kare).

Romantik satrang 19. yiizyilda yaygin olan
satrang stili. Cesur hiicumlar ve tas feda-
lart ayirt edici ozelligidir.

S

Saat hamlesi Zamanli oyunlarda ham-
le ancak saate basildiginda tamamlar-
yorsa oyun saat hamlesiyle oynaniyor-
dur. Boylelikle bir tasa dokunup baska bir
tasa oynamak mimkiin olur. Bu harnle ge-
nellikle resmi olmayan oyunlarda, “tuge”
hamlesinden daha sik tercih edilir.
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Saat zamant Turnuva oyunlarinda satrang
saatinde gorlinen (gegen ya da kalan)
zaman.

Saglam Riski en aza indiren ve keskin tak-
tiklerden ziyade sakin pozisyon oyununa
yonelik hamle, agilis ya da tavirlart tanim-
lamak icin kullanilan bir sifat.

Saptirma Tuzagn tersine, karst tarafin tagi-
nt k6t bir pozisyona cekmek yerine; tagt
iyi bir konumdan, genellikle baska bir tast
korudugu ya da tehdidi onledigi kareden
uzaklagtirmaktir. Saptirma bu baglamda
astrt yiklemeyle de iligkilidir.

Satrang saati Birbirine bitisik iki saat ve
diigreden olusan, her iki oyuncunun ham-
lelerinin siiresini takip etmeye yarayan
cihaz. Oyuncu harlesini yapar yapmaz
diigreye basar, boylece kendi saatini dur-
durur ve ayni anda kargt taraftaki oyuncu-
nun saati calismaya baslar.

Satrang tahtast Uzerinde satran¢ oynanan
damali tahta. Birbirine zit renklerde (koyu
ve acik) diizenlenmis 64 kareden (sekiz
yatay ve sekiz dikey sira) olusur. Benzer
tahtalara ‘dama tahtast” da denir.

Savunma 1. Diger tarafin atagin karsilaya-
cak bir harle ya da plan. 2. Siyah'in oyna-
digt agllis hamlesi, 6rnegin Iskandinav sa-
vunmast, King's Indian savunmasi, ingiliz
savunmast.

Sikigtk Hareket secenegi kisttlt bir pozisyon.

Simetri Satrang tahtasindaki simetrik po-
Zisyon, oyuncunun taglarinin rakibinin tas-
lartyla kargilikl olarak aynt konumda bu-
lunmasidir. Bu genellikle Siyah'in, Beyaz'in
actlis hamlelerini taklit etmesi durumunda
olur. Siyah, Beyaz'in harnlelerini taklit et-
meyi biraktiginda simetriyi bozmus olur.

Simultane satran¢ ya da simultane gos-
teri Bir oyuncunun (genellikle ustanin)
cok sayida oyuncuya (genellikle acemilere)
karst ayni anda oynadigt oyun. Genellikle
gosteri oyunudur.

Siyah ikinci hamleyi yapan oyuncu, oynadi-
g1 taslar “siyah” olarak adlandirilsa da kimi
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zaman baska bir renkte (genellikle koyu)
olabilir. Benzer bicimde, satrang tahtasin-
daki koyu renk kareler de cogunlukla ger-
cekten siyah olmasalar da “siyah kareler”
olarak adlandirilirlar.

Strateji Oyun pozisyonlarint degerlendirerek
oyunun devamu icin uzun vadeli hedefler
belirlerek. Bu, belirli bir pozisyondan yola
ctkarak iyi belirlenmis bir dizi hamle ve on-
larm olast Karsiliklariu hesaplayan kisa
vadeli taktiklerden farklidir.

S

Sah ¢cekmek Saha yapilan hiicum. Saha hii-
cum edildiginde buna sah cekmek denir.
$ah mat Sah gekilen oyuncunun herhangi bir
mesru hamlesinin bulunmadig! (sahtan ¢t-
kamadigl) pozisyon. Mat edilen oyuncu

oyunu kaybeder.

T

Taktik Kisa vadeli hiicum ve tehditlerle ni-
telenen oyun. Genellikle genis Glcekli he-
saplama gerektirir, pozisyon oyunundan
farklidur.

Taktikei Taktik oyununda uzmanlasmig
oyuncu. Pozisyon oyuncusundan bu sekil-
de ayrigir.

Tas Bu terim, baglamina gore piyonlar dahil
biitiin figiirler (‘dokunulan tas” kuralinda
oldugu gibi) ya da hafif figiirler icin kullar-
labilir. Aynt zamanda agir ya da hafif figiir
anlamina da gelebilir.

Temizleme Fil, kale ya da vezirin hareket
edebilmesi amactyla bir sira ya da siitun-
daki taglarn kaldirimast. ilgili bir terim
de “siitunu bosaltmak”tir: Bir siitundaki
taglar, ozellikle de rakibin fianchetto fili-
nin saldirabilecegi bir hedefinin kalmamast
icin yerinden kaldurilir.

Tempo Bir inisiyatif gelistirecek fazladan
hamle. Oyuncu (genellikle actlista) rakibi-
nin aynt tagt iki kere oynatmasint ya da bir
diigman tagina karst kendini savunmasini
saglayarak tempo kazanir. Oyun sonunda,
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oyuncu triangiilasyon ile tempo kaybede-
rek opozisyonu elde etmeyi tercih edebilir.

Tempoyu korumak Bir oyuncunun yapabile-
cegi, ama oyundaki konumu agisindan ge-
rekli de olmayan bir hamle. Hamle sirasi-
nt rakibe gecirmek suretiyle oyun iizerinde
biiytik bir etki kazanabilir.

Tuzak Bir tast tercih edilmeyecek bir kareye
cekmek icin kullanilan bir satrang taktigi.

U

Ucus karesi Bir tagin hiicumdan kagmak
icin hareket edebilecegi kare. (Bkz. “Kacts
karesi” ve “luft”)

U

Ustiinliik Bir pozisyonda rakibe karst sa-
hip olunan kii¢iik ama anlamli avantaj.
Baslangic pozisyonunda ilk hamleyi yap-
tigindan Beyaz'in istiinlige sahip oldugu
soylenir.

V

Vahsi Son derece belirsiz ve kafa karisti-
racak denli karmasik bir pozisyon ya da
hamle.

Varyasyon Genellikle acilista uygulanan, bir
dizi hamle ya da alternatif oyun. Bir var-
yasyonun oyunda Kkullanimis olmast ge-
rekmez, yalnizca analizde de yer alabi-
lir. Varyasyon sozciigii aynt zamanda bir
acllistaki belirli hamle dizilerini tanim-
lamak icin de kullaniir. Ornegin, Dragon
Varyasyonu, Sicilya Savunmastmin bir
parcasidur.

Y

Yazigmalt satrang Uzak mesafedeki oyun-
cularin yazisarak oynadiklart uzun siire-
li oyun. Genellikle posta, e-posta ya da
bir satrang sunucusu araciligiyla haberle-
silir. Cogunlukla her yazismada bir hamle
iletilir.

Yetersiz malzeme Tiim piyonlarin kaybedil-
digi, bir tarafin yalnizea sahinuin kaldigy, di-
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ger tarafinsa sadece bir saha, veya sahin
yaninda bir ata veya bir file, yahut sahin
yaninda aynt renkte en fazla dokuza ka-
dar file sahip oldugu oyun sonu senaryosu
(sonuncu ihtimal ancak taslarin eksik ter-
fi ettirilmesiyle mimkin olur). Sah ve filin
karsisinda sah ve fil kaldiysa, bu beraber-
lik saytlir. Bu pozisyonun beraberlik olma-
sinin sebebi, stiin olan tarafin oyunun
durumu ne olursa olsun sah ¢ekemeyecek
olmasidir. Mat etmenin miimkin oldugu
tek durum, gli¢siiz tarafin hatalarinmn 50
hamle kuralina tabi oldugu zamanlardir.

Yildirim satranct Son derece kisa bir za-
man diliminde oynanan oyunlar. Genellikle
oyuncu bagina bir ya da iki dakika siire
verilir.

VA

Zaman baskist ya da zaman stkintist
Oyuncunun kalan hamlelerini tamamla-
mak icin cok az vaktinin (genellikle bes da-
kikadan az) kalmast.

Zaman kazanmak Hamle yapma firsa-
t. Anlamu “tempo’ya yakindir. Pozisyonu
belirgin bicimde degistirmeyen bir hamle
genellikle “zaman kaybetmek” olarak ta-
nimlanirken, diger oyuncunun zaman kay-
betmesini saglayan oyuncu ‘zaman ka-
zanmug” olur.

Zaman kontrolii Oyunun bitirilmesi igin ve-
rilen siire, genellikle satrang saati ile l-
ciiliir. Zaman Kkontroliinde belli bir zaman
periyodunda belirli sayida hamle yapilma-
st (6rnegin iki buguk saatte 40 hamle) ya
da bir oyunun belli bir siire icinde oynan-
mast (6rnegin “blitz” icin 5 dakika) gere-
kir. Hibrid semalar kullanlr, dijital saatle-
rin kullaniminin yayginlasmastyla gecikme
kontrolii de yaygmlagrustir.

Zayif kare Rakibin hiicumundan kolayca ko-
runamayacak bir kare. Genellikle zayif ka-
reler piyonlar tarafindan savunulamaz ve
teorik olarak bir tas tarafindan kusatilmig
olabilirler. Filin degis tokusu ya da verilme-
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si, filin rengindeki tiim kareleri zayif hale
getirerek acik ya da koyu renkleri bir “zayif
kare kompleksi"ne dontistirebilir.

Zehirli piyon Alindig takdirde pozisyon so-
runlarma ya da malzeme kaybma yol
acacak olan korunmasiz piyon. Aynt za-
manda Sicilya Savunmast'ndaki Najdorf
Varyasyonu'nun bir cesididir. Kimi oyun-
cular Siyah tarafindan alinmast tehlikeye
yol acacagindan b2 lizerinde duran piyo-
nun zehirli piyon oldugunu séylerler.
Zorunlu hamle Oyuncuya ciddi bir de-
zavantaj kazandirmayacak tek harle.
Oyuncunun gegerli bir alternatifinin bu-
lunmadigt hamle dizisine de “zorunlu” de-
nir, “bir tasin zorunlu alinmast” ya da “zo-
runlu sah mat” gibi 6rnekleri vardir. Bu
dururlarda oyuncu tag kaybint ya da sah
matt engelleyecek bir sey yapamaz.
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Wikipedia iizerindeki “Satranc Terimleri Sozliigii"nden derlenmistir. http://en.wikipedia.org/wiki/Glossary_of_chess; Erisim: Agustos 2012.
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A

Active Describes a piece that is able to
move to or control many squares. (See
also passive.)

Algebraic notation The standard way to re-
cord a chess game using alphanumeric co-
ordinates for the squares.

Analysis Study of a position to determine
best play for both sides.

Annotation Commentary on a game using a
combination of written comments, chess
symbols or notation.

Announced mate A practice, common in
the nineteenth century, where one play-
er would announce a sequence of moves,
believed by him to constitute best play
by both sides, that led to a forced check-
mate for the announcing player in a speci-
fied number of moves (for example, ‘mate
in five”).

Antipositional A move or a plan that is not
in accordance with the principles of posi-
tional play. Antipositional is used to de-
scribe moves that are part of an incor-
rect plan rather than a mistake made
when trying to follow a correct plan.
Antipositional moves are often pawn
moves; since pawns cannot move back-
wards to return to squares they have left,
their advance often creates irreparable
weaknesses.

Attack An assault, either short-term (e.g.,
after 1.e4 Nf6, Black is attacking White’s
pawn on e4) or long-term, for example in
the form of a sustained mating attack
against the enemy king or a minority at-
tack against the opponent’s queenside
pawn structure.

Attraction If a player sacrifices minor or
major pieces to expose the enemy king. For
example, if the black king has castled and
is on the g8-square, white may attempt to
“attract” the king by using forcing moves
such as Bxh7+, followed by Ng5+ etc.
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B

Back rank A player’s first rank

Back-rank mate A checkmate delivered by
arook or queen along a back rank in which
the mated king is unable to move up the
board because the king is blocked by
friendly pieces (usually pawns) on the sec-
ond rank. This is also sometimes referred
to as a back-row mate.

Back-rank weakness A situation in which
a player is under threat of a back-rank
mate and having no time/option to create
an escape for the king must constantly
watch and defend against that threat, e.g.
keeping a rook on the back rank.

Bind A strong grip or stranglehold on a po-
sition that is difficult for the opponent to
break. A bind is usually an advantage in
space created by advanced pawns. The
Mardczy Bind is a well-known exarple.

Black The designation for the player who
moves second, even though the corre-
sponding pieces, referred to as “the black
pieces”, are sometimes actually some
other (usually dark) colour. Similarly, the
dark-coloured squares on the chess-
board are often referred to as “the black
squares” even though they often are not
literally black.

Blockade A strategic placement of a minor
piece directly in front of an enemy pawn,
where it restrains the pawn’'s advance
and gains shelter from attack. Blockading
pieces are often overprotected.

Book draw An endgame position known to
be a draw with perfect play. The name re-
flects that traditionally the analysis has
been found in the chess endgame litera-
ture, but in simplified positions (currently
six pieces or fewer) computer analysis in
an endgame tablebase can be used.

Book move An opening move found in the
standard reference books on opening the-
ory. A game is said to be “in book” when
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both players are playing moves found in
the opening references. A game is said to
be “out of book” when the players have
reached the end of the variations analysed
in the opening books or if one of the play-
ers deviates with a novelty (or a blunder).

Book win An endgame position known to
be a win with perfect play. The name re-
flects that traditionally the analysis has
been found in the chess endgame litera-
ture, but in simplified positions (currently
six pieces or fewer) computer analysis in
an endgame table base can be used.

Break A pawn advance or capture that
opens a blocked position.

Breakthrough Destruction of a seeming-
ly strong defence, often by means of a
sacrifice.

C

Calculate To carefully plan a series of moves
while considering possible responses.

Capture Remove the opponent’s piece or
pawn from the board by taking it with
one’s own piece or pawn. Except in the
case of an en passant capture, the cap-
turing piece or pawn does so by occupying
the same square that the captured piece
or pawn occupied.

Castling A special move involving both the
king and one rook. Its purpose is gener-
ally to protect the king and develop the
rook. Castling on the kingside is some-
times called castling short and castling on
the queenside is called castling long; the
difference is based on whether the rook
moves a short distance (two squares) or a
long distance (three squares).

Castling into it A situation where one side
castles in such a way that the king is in
more danger at the destination than on
the initial square, either immediately or
because lines and diagonals can be more
readily opened against it. Because be-
ginners, in line with simplified tradition-
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al notions, often falsely assume castling
to always improve protection of the king,
pre-war grandmaster and leading figure
of the hypermodern school Richard Réti
therefore exhorted players to “castle be-
cause you must, not because you can’.

Centralisation Moving a piece or pieces to-
ward the centre of the board. In gener-
al, pieces are best placed in or near the
centre of the board because they control
a large number of squares and are avail-
able for play on either flank as needed.
Because of their limited mobility, knights
in particular benefit from being central-
ised. There are several chess aphorisms
referring to this principle: “A knight on the
rim is dim” (or “grim” instead of “dim”) and
“A knight on the side cannot abide.”

Centre The four squares in the middle of the
board.

Check An attack on the king. The attacked
king is said to be in check.

Checkmate A position in which a player’s
king is in check and the player has no le-
gal move (i.e cannot move out of check).
A player whose king is checkmated loses
the game.

Chessboard This is the chequered board
used in chess. It consists of 64 squares
(eight rows and eight columns) arranged
in two alternating colours (light and
dark). Similar boards are also known as
checkerboards.

Chess clock A device made up of two ad-
jacent clocks and buttons, keeping track
of the total time each player takes for
their moves. Immediately after moving,
the player hits his button, which simul-
taneously stops his clock and starts his
opponent’s.

Classical 1. An opening system geared to-
wards forming a full pawn centre. (See
also Hypermodern.) 2. A game using a
longer time control such as 40/2; the op-
posite of fast chess categories such as
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rapid, blitz or bullet.

Clearance Removal of pieces from a rank,
file or diagonal so that a bishop, rook or
queen is free to move along it. A related
term is “clearing the diagonal”: removing
pieces from a diagonal so that an enemy
bishop, usually a fianchettoed bishop, has
no targets to attack.

Clock move A timed game is played clock
move if a move is completed only when
the clock has been pressed. It is therefore
possible to touch one piece, but then de-
cide to move another piece. This way of
playing is common in casual games, in fa-
vour of touch move.

Clock time Time (consumed or remaining)
on the chess clock, in a tournament game.

Closed game 1. A position with few open
lines (files or diagonals), generally char-
acterised by interlocking pawn chains,
cramped positions with few opportunities
to exchange, and extensive manoeuvring
behind lines. Such a position may later be-
come an Open game. 2. A chess opening
that begins with the moves 1.d4 d5.

Colour The white or black pieces. May also
refer to a certain square, e.g. 1.e4 - White
has played his/her pawn and is on the
light-coloured square.

Combination A clever sequence of moves,
often involving a sacrifice, to gain the ad-
vantage. The moves of the other player
are usually forced, i.e. a combination does
not give the opponent too many possible
lines of continuation.

Compensation An imbalanced equivalent
return, for example sacrificing material
for development or trading a bishop for
one or two pawns.

Connected pawns Refers to two or more
pawns of the same colour on adjacent
files.

Connected passed pawns Passed pawns on
adjacent files. These are considered to be
unusually powerful (often worth a minor
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piece or rook if on the sixth rank or above
and not properly blockaded) because they
can advance together. (Also see connect-
ed pawns.)

Connected rooks Two rooks of the same col-
our on the same rank or file with no pawns
or pieces between them. Connected rooks
are usually desirable. Players often con-
nect rooks on their own first rank or along
an open file. cf. Doubled rooks.

Control of the centre Having one or more
pieces that attack any of the four centre
squares; an important strategy, and one
of the main aims of openings.

Correspondence chess This is chess played
at a long time control by various forms
of long-distance correspondence, usual-
ly through a correspondence chess serv-
er, through email or by the postal sys-
tem. Typically, one move is transmitted in
every correspondence.

Corresponding squares or related
squares Squares of reciprocal (or mutual)
Zugzwang often found in king and pawn
endgames.

Counterattack An attack that responds to
an attack by the other player.

Cover To protect a piece or control a square.
For example, to checkmate a king on the
side of the board, the five squares adja-
cent to the king must all be covered.

Cramped A position with limited mobility.

Critical position A position that is of key
importance in determining the soundness
of an opening variation. If one side can
demonstrate an advantage in a critical
position, the other side must either find
an improvement or else abandon that var-
iation as inferior.

Critical square 1. An important square.
2. (Pawn endings) A square whose occu-
pation by one side’s king guarantees the
achievement of a certain goal, such as the
promotion of a pawn or the win of a pawn.

Cross-check A cross-check is a check
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played in reply to a check, especially when
the original check is blocked by a piece
which itself either delivers check or re-
veals a discovered check from another
piece.

D

Dark squares The 32 dark-coloured squares
on the chessboard, such as a1 and h8. A
dark square is always located at a player’s
left hand corner.

Dead draw A drawn position in which neither
player has any realistic chance to win. A
dead draw may refer to a position in which
it is impossible for either player to win
(such as insufficient material), or it may
refer to a simple, lifeless position which
would require a major blunder before ei-
ther side would have a chance to win.

Decoy This is a chess tactic used to lure a
piece to an unfavourable square.

Defence 1. A move or plan which tries to
meet the opponent’s attack. 2. An open-
ing played by Black, for example the
Scandinavian Defence, King's Indian
Defence, English Defence, etc.

Deflect The inverse of a decoy. Whereas a
decoy involves luring an enemy piece to
a bad square, a deflection involves lur-
ing an enemy piece away from a good
square; typically, away from a square on
which it defends another piece or threat.
Deflection is thus closely related to
overloading.

Develop In the opening, moving a piece from
its original square to make it more active.
To redevelop a piece means to move it to
a better square after it has already been
developed.

Discovered attack An attack made by a
queen, rook or bishop when another piece
or pawn moves out of its way.

Discovered check A discovered attack to
the king. This occurs when a player moves
a piece, resulting in another piece putting
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their opponents king in check.

Domination A situation whereby capture of
a piece is unavoidable despite it having
wide freedom of moverment. Usually oc-
curs in chess problers.

Double attack Two attacks made with one
move: these attacks may be made by the
same piece (in which case it is a fork); or
by different pieces (a situation which may
arise via a discovered attack in which the
moved piece also makes a threat). The
attacks may directly threaten opposing
pieces, or may be threats of another kind:
for instance, to capture the queen and de-
liver checkmate.

Double check A check delivered by two piec-
es at the same time. A double check nec-
essarily involves a discovered check.

Draw A game that ends without victo-
ry for either player. Most drawn games
are draws by agreement. The other ways
that a game can end in a draw are stale-
mate, threefold repetition, the fifty-move
rule, and insufficient material. A position
is said to be a draw (or a ‘drawn position”
or “theoretical draw”) if either player can,
through correct play, eventually force
the game into a position where the game
must end in a draw, regardless of the
moves made by the other player. A draw
is usually scored as % point, although in
some matches only wins are counted and
draws are ignored.

E

Edge An edge is a small but meaningful ad-
vantage in the position against one’s op-
ponent. It is often said White has an edge
in the starting position, since he moves
first.

Endgame The stage of the game when there
are few pieces left on the board. The end-
game follows the middle game.

Equalise To create a position where the
players have equal chances of winning (re-
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ferred to as “equality”). This may be either
“static equality”, where a draw is likely (for
example, a balanced endgame) or even
certain (for example, by perpetual check),
or “dynamic equality”, where White and
Black have equal chances of winning the
game. In opening theory, since White has
the advantage of the first move, lines that
equalise are relatively good for Black and
bad for White.

Escape square A square to which a piece
can move, which allows it to escape at-
tack. (See also flight square and luft.)

Exchange 1. The capture of a pair of pieces,
one white and the other black, usually of
the same type (i.e. rook for rook, knight
for knight etc.), or of bishop for knight
(two pieces that are considered almost
equal in value). 2. The exchange is used
to refer to the advantage of a rook over a
minor piece (knight or bishop). The player
who captures a rook while losing a minor
piece is said to have won the exchange,
and the opponent is said to have lost the
exchange. An exchange sacrifice is giving
up a rook for a minor piece.

Exhibition A contest of one or more games
played for the purpose of public entertain-
ment, as opposed to a match or tourna-
ment. An exhibition may pit two masters
against each other, in which case chess
clocks are normally used and the contest
is quite serious. A simultaneous exhibition
(or display) has one or more masters play
many celebrity or amateur opponents at
once, and is often not timed.

Expanded centre The central sixteen
squares on the board.

F

First-move advantage The slight (by most
accounts) advantage that White has by
virtue of moving first.

Flight square A square to which a piece can
move, which allows it to escape attack.
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(See also escape square and luft.)

Focal point The square upon which a play-
er focuses an attack, e.g. by repeated-
ly attacking that square or sacrificing
a piece there. For example, in an attack
upon an uncastled king, Black’s f7 square
(or White's f2 square) is a common fo-
cal point. Examples of attacks on the fo-
cal point f7 include the Fried Liver Attack
(initiated by a knight sacrifice on f7) and
the primitive Scholar’'s Mate (ending with
checkmate on f7).

Forced move A move which is the only one
which does not result in a serious disad-
vantage for the moving player. “Forced”
can also be used to describe a sequence of
moves for which the player has no viable
alternative, e.g. “the forced win of a piece”
or “a forced checkmate”. In these cases
the player cannot avoid the loss of a piece
or checkmate, respectively.

Forfeit Refers to losing the game by ab-
sence or by exceeding the time control
(forfeit on time).

H

Hanging Unprotected and exposed to cap-
ture. It is not the same as en prise since a
piece en prise may be protected. To *hang
a piece” is to lose it by failing to move or
protect it.

Hole A square that a player does not, and
cannot in future, control with a friendly
pawn. The definition is somewhat subjec-
tive: the square must have some position-
al significance for the opponent to be con-
sidered a hole - squares on the first and
second ranks are not holes. On the other
hand a square is a hole even if it can be
controlled in the future with a pawn that
has made a capture.

Hypermodern An opening system geared
towards controlling the centre with dis-
tant pieces as opposed to occupying it
with pawns. (See also Classical.)
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Illegal move A move that is not permitted
by the rules of chess. An illegal move dis-
covered during the course of a game is to
be corrected.

Illegal positionA position in a game that is
a consequence of an illegal move or an in-
correct starting position. In chess prob-
lems, an illegal position is one that is
impossible to reach in a game by any se-
quence of legal moves.

Inactive or Passive A piece that is able to
move to or control relatively few squares,
also referred to as an inactive piece.

Increment An increment refers to the
amount of time added to each player’s
time before each move. For instance rap-
id chess might be played with “25 min-
utes plus 10 second per move increment”,
meaning that each player starts with 25
minutes on their clock, and this incre-
ments by 10 seconds after (or before)
each move, usually using the Fischer Delay
method.

Initiative The advantage that a player who
is making threats has over the player
who must respond to them. The attack-
ing player is said to “have the initiative.
S/he can often turn the play as s/he wills.
The initiative often results from an ad-
vantage in time and/or space. The notion
of the initiative was used by Steinitz (e.g.
The Sixth American Chess Congress) and
by Capablanca in his Chess Fundamentals
(Chapter 4).

Insufficient material An endgame scenar-
io in which all pawns have been captured,
and one side has only its king remaining
while the other is down to just a king, a
king plus one knight, a king plus one bish-
op, or indeed a king plus any number of
bishops on the same colour as each oth-
er (up to nine), as is possible via underpro-
motion. A king and bishop versus a king
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and bishop with the bishops on the same
colour is also a draw. The position is a
draw because it is impossible for the dor-
inant side to deliver checkmate regard-
less of play. Situations where checkmate
is possible only if the inferior side blunders
are covered by the fifty-move rule.

Interference This happens when the line
between an attacked piece and its de-
fender is interrupted by sacrificially inter-
posing a piece.

Intermediate move or Zwischenzug (from
the German) An “in-between” move played
before the expected reply.

Interpose To move a piece between an at-
tacking piece and its target, blocking the
line of attack. Interposing a piece is one of
the three possible responses to a check,
the others being to move the king or cap-
ture the attacking piece.

Irregular opening Irregular openings are
chess openings with an unusual first move
from White. These openings are all cate-
gorised under the ECO code AOO.

L

Lightning chess A form of chess with an
extremely short time limit, usually 1 or 2
minutes per player for the entire game.

Light squares The 32 light-coloured squares
on the chessboard, such as h1and a8.

Line 1. A sequence of moves, usually in the
opening or in analysing a position. 2. An
open path for a piece (queen, rook, or bish-
op) to move or control squares.

Liquidation or Simplification A strat-
egy of exchanging pieces of equal val-
ue. Simplification can be used defen-
sively to reduce the size of an attacking
force. It can also be used by a player with
an advantage to amplify that advantage
or reduce the opponent’s counterplay.
Sirplification is also used as an attempt
to obtain a draw, or as an attempt to gain
an advantage by players who are strong in
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endgame play with simplified positions.
Also liquidation and trading.

Loss A loss for one of the two players, which
may occur due to that player being check-
mated by the other player, resigning, ex-
ceeding the time control, or being for-
feited by the tournament director. Chess
being a zero-sum game, this results in a
win for the other player, except in the very
rare circumstance where the tournament
director forfeits both players, for example
for cheating or both players exceeding the
time control (the latter does not normally
result in a double forfeit today).

Luft (from the German for air) Space made
for a castled king to give it a flight square
to prevent a back rank mate. Usually luft
is made by moving a pawn on the second
rank in front of the king.

M

Main line The principal, most important, or
most often played variation of an open-
ing or piece of analysis. For example, 1.d4
Nf6 2.c4 g6 3.Ne3 Bg7 4.e4 d6 5.Nf3 0-0
6.Be2 e5 7.0-0 Nc6 8.d5 Ne7 is often re-
ferred to as the main line of the King's
Indian Defence.

Major piece A queen or rook, also known as
a heavy piece.

Majority A larger numbers of pawns on one
flank opposed by a smaller number of the
opponent’s; often a player with a majority
on one flank has a minority on the other.

Man A piece or a pawn, when the term piece
is used as exclusive of pawns. Note that
the queen is also a man.

Minority attack An advance of pawns on
the side of the board where one has fewer
pawns than the opponent, usually carried
out to provoke a weakness.

Mobility The ability of a piece, or of a play-
er's pieces collectively, to move around
the board. (In computer chess this is often
measured by the number of legal moves
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available.) Effectively means much the
same as Space.

Move A full move is a turn by both players,
White and Black. A turn by either White or
Black is a half-move, or one ply.

Move order The sequence of moves one
chooses to play an opening or execute a
plan. Different move orders often have
different advantages and disadvantag-
es. For example, 1.d4 Nf6 2.Nf3 avoids the
Budapest Gambit (2.c4 e5!?), but makes it
impossible for White to play the Samisch
Variation (2.c4 g6 3.Nc3 Bg7 4.e4 d6 5.f3)
or Four Pawns Attack (5.f4) against the
King’s Indian Defence, and to transpose to
certain lines of the Nimzo-Indian Defence
and Queen's Gambit Declined, Exchange
Variation where the knight goes to e2 in-
stead of f3.

O

Opening The beginning moves of the game,
roughly the first 10-20 moves. In the
opening players set up their pawn struc-
tures, develop their pieces, and typi-
cally castle. The opening precedes the
middlegame.

Opening preparation Home study and anal-
ysis of openings and defences that one ex-
pects to play, or meet, in later tournament
or match games. In high-level play, an im-
portant part of this is the search for theo-
retical novelties that improve upon previ-
ous play or previously published analysis.

Opening repertoire The set of openings
played by a particular player. The breadth
of different players’ repertoires varies
from very narrow to very broad. For ex-
ample, a player who always opens with
1.e4; always meets 1.e4 with the Sicilian
Defence, and the Najdorf Variation of it
if allowed; and always meets 1.d4, 1.c4,
or 1.Nf3 with 1..f5, intending to play the
Dutch Defence, has a very narrow open-
ing repertoire. Bent Larsen, who opened
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at various times with 1.e4, 1.d4, 1.c4, 1.f4,
1.Nf3, 1.b3, and 1.g3, and played a large
number of different defences as Black,
had a very broad opening repertoire.

Opening system An opening, such as the
Colle Systerm or Hippopotamus Defence,
that is defined by one player's moves,
which can be played regardless of the
moves of the opponent.

Opposition A situation in which two kings
stand on the same rank, file or diagonal
with one empty square between them.
The player to move may be forced to move
the king to a less advantageous square.
Opposition is a particularly important
concept in endgames.

Outside passed pawn A passed pawn that
is near the edge of the board and far away
from other pawns. In the endgame, such a
pawn often constitutes a strong advan-
tage for its owner.

Outpost An outpost is a square protected
by a pawn that is in or near the enemy’s
stronghold. Outposts are a favourable
position from which to launch an attack,
particularly using a knight.

Overextended A position where a player has
moved a piece or group of pieces (usually
pawns) away from the rest in such a way
that they are too difficult to defend.

Overloaded or Overworked A piece that
has too many defensive duties. An over-
loaded piece can sometimes be deflect-
ed, or required to abandon one of its de-
fensive duties.

Overprotection Overprotection in chess is
the strategy of protecting a pawn or spe-
cific square of the chessboard more than
is immediately necessary. This serves to
dissuade the opponent from attacking
that specific point and provides greater
freedom of movement for the pieces pro-
tecting that square. This can cause an op-
ponent to pursue a faulty plan or no plan
at all. Aron Nimzowitsch was one of the
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foremost proponents of overprotection.

P

Pairing The assignment of opponents in a
tournament. Pairing is made more diffi-
cult in chess because of the need to try
to give each player an equal number of
games playing white and black and to try
to not assign a player the same colour in
too many consecutive games. The most
common pairing methods used in chess
tournaments are round-robin and the
Swiss system.

Passive A piece that is able to move to or
control relatively few squares, also re-
ferred to as an inactive piece. (See active.)

Passive sacrifice When a piece is sacrificed
by moving a different piece, leaving the
sacrificed piece under attack.

Passed pawn A pawn that has no pawn of
the opposite colour on its file or on any
adjacent files on its way to queening.

Pawn island A group of pawns of one colour
on consecutive files with no other pawns
of the same colour on any adjacent files.
A pawn island consisting of one pawn is
called an isolated pawn.

Pawn storm An attacking technique where
a group of pawns on one wing is advanced
to break up the defence.

Pawn structure The placement of the
pawns is known as the pawn structure. As
pawns are the least mobile of the pieces
and the only pieces unable to move back-
wards, the position of the pawns greatly
influences the character of the game.

Perpetual check A draw forced by one play-
er putting the opponent’s king in a poten-
tially endless series of checks.

Piece This term can mean either any chess
piece including pawns (as in the touched
piece rule), or a minor piece (as in ‘I hung a
piece”), depending on context. It can also
mean a major or minor piece, as in “White
needs to get some pieces to the kingside”.
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Plan A strategy used by a chess player to
make optimal use of his advantages in a
specific position while minimising the im-
pact of his positional disadvantages.

Poisoned Pawn An unprotected pawn
which, if captured, causes positional prob-
lems or material loss. It is also a varia-
tion of the Najdorf Variation of the Sicilian
Defence, where some players call White’s
pawn on b2 a poisoned pawn since it is
dangerous for Black to capture it.

Positional play Play dominated by long-
term manoeuvring for advantage rather
than by short-term attacks and threats,
and requiring judgment more than exten-
sive calculation of variations, as distin-
guished from tactics.

Positional player A player who specialises
in positional play, as distinguished from a
tactician.

Post-mortem Analysis of a game after it
has concluded, typically conducted by one
or both players and sometimes spectators
(Kibitzers) as well.

Prepared variation A well-analysed novelty
in the opening which is not published but
first used against an opponent in compet-
itive play.

Protected passed pawn A passed pawn
that is supported by another pawn.

Push To move a pawn forward.

Quickplay finish or Sudden death The most
straightforward time control for a chess
game: each player has a fixed amount of
time available to make all moves.

Quiet move A move which does not attack
or capture an enery piece.

R

Refute Demonstrate that a strategy, move,
or opening is not as good as previously
thought (often, that it leads to a loss), or
that previously published analysis is un-
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sound. A refutation is sometimes collo-
quially referred to as a “bust”. A refutation
in the context of chess problems or end-
game studies is often called a “cook”.

Reserve tempo A move a player has availa-
ble, though superfluous to the game po-
sition, may have great effect by virtue of
passing the move turn to one’s opponent.

Resign To concede loss of the game. A resig-
nation is usually indicated by stopping the
clocks, and sometimes by offering a hand-
shake or saying ‘I resign”. The traditional
way to resign is by tipping over one’s king,
but this is rarely done nowadays. In pub-
lished games, a player’s resignation is of-
ten indicated by “1-0" (Black resigns) or
“0-1" (White resigns); these may also indi-
cate that the game was decided for some
other reason, usually one side exceed-
ing the time control. In master and seri-
ous amateur play, it is much more com-
mon for a game to be resigned than for it
to end with checkmate, because players
can foresee checkmate well in advance.
“A good player knows the right moment to
resign.” - Proverb

Romantic chess Romantic chess was the
style of chess prevalent in the 19th centu-
ry. It is characterised by bold attacks and
sacrifices.

S

Sharp Risky, double-edged, highly tactical.
Sharp can be used to describe moves, ma-
noeuvres, positions, and styles of play.

Simultaneous chess or simultaneous ex-
hibition A form of chess in which one
(usually expert) player plays against sev-
eral (usually novice) players simultaneous-
ly. Is often an exhibition.

Solid An adjective used to describe a move,
opening, or manner of play that is char-
acterised by minimal risk-taking and em-
phasis on quiet positional play rather than
wild tactics.
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Sound Correct. A sound sacrifice has suffi-
cient compensation, a sound opening or
variation has no known refutation, and a
sound composition has no cooks.

Space The squares controlled by a player.
A player controlling more squares than
the other is said to have a spatial advan-
tage. Effectively means much the same as
mobility.

Stem game A stem game is the chess game
featuring the first use of a particular
opening variation. Sometimes, the play-
er or the venue of the stem game is then
used to refer to that opening.

Strategy Evaluation of game positions and
setting up goals and longer-term plans for
future play, as opposed to a tactic which
is a shorter-term plan typically consisting
of a well-defined sequence of moves and
their contingent moves from a given posi-
tion in a game.

Strongpoint A “strongpoint defence” means
an opening which defends and retains a
central pawn (White: e4 or d4; Black: €5
or d5), as opposed to exchanging the pawn
and relinquishing occupation of that cen-
tral square. (More generically, a strong-
point can be any square heavily defended.)

Swindle A ruse by which a player in a losing
position tricks his opponent, and thereby
achieves a win or draw instead of the ex-
pected loss. It may also refer more gen-
erally to achieving a win or draw from a
clearly losing position.

Symmetry A symmetrical position on the
chessboard means the positions of one’s
pieces are exactly mirrored by the op-
ponent’s pieces. This most often oc-
curs when Black mimics White's opening
moves. Black is said to break symmetry
when he makes a move no longer imitat-
ing White’s move.

T

Tactician A player who specialises in tacti-
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cal play, as distinguished from a position-
al player.

Tactics Play characterised by short-term
attacks and threats, often requiring ex-
tensive calculation by the players, as dis-
tinguished from positional play.

Takeback Used in casual games when both
players agree to undo one or more moves.

Tempo An extra move, an initiative at de-
velopment. A player gains a tempo (usu-
ally in the opening) by making the oppo-
nent move the same piece twice or defend
an eneny piece. In the endgame, one may
wish to lose a tempo by triangulation to
gain the opposition.

Text move This term is used in written anal-
ysis of chess games to refer to a move
that has been played in the game as op-
posed to other possible moves. Text
moves are usually in bold whereas analysis
moves are not.

Time Opportunities to make moves: sim-
ilar meaning to tempo. A move that does
not alter the position significantly is de-
scribed as “wasting time”, and forcing the
other player to waste time is described as
“gaining time”.

Time control The allowed time to finish a
gare, usually measured by a chess clock.
A time control can require either a certain
nurber of moves be made per time period
(e.g., 40 moves in 2% hours) or it can limit
the length of the entire game (e.g., 5 min-
utes per game for blitz). Hybrid schemes
are used, and time delay controls have be-
come popular since the widespread use of
digital clocks.

Time delay A time control which makes it
possible for a player to avoid having an ev-
er-decreasing amount of time remaining
(as is the case with “sudden death”). The
most important time delays in chess are
Bronstein delay and Fischer delay.

Time pressure or time trouble Having very
little time on one’s clock (especially less
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than five minutes) to complete one’s re-
maining moves.

Undermining This is a chess tactic (also
known as removal of the guard) in which
a defensive piece is captured, leaving one
of the opponent’s pieces undefended or
underdefended.

Variation A sequence of moves or alterna-
tive line of play, often applied to the open-
ing. A variation does not have to have been
played in a game, it may also be a possibil-
ity that occurs only in analysis. The word
Variation is also used to name specific se-
quences of moves within an opening. For
an example, the Dragon Variation is part
of the Sicilian Defence.

Waiting move A passive but harmless move,
which is played while waiting for initiative
from the opponent.

Weak square A square that cannot be eas-
ily defended from attack by an opponent.
Often a weak square is unable to be de-
fended by pawns (a hole) and can be the-
oretically occupied by a piece. Exchange
or loss of a bishop may make all squares
of that bishop’s colour weak resulting
in a “weak square complex” on the light
squares or the dark squares.

White The designation for the player who
moves first, even though the correspond-
ing pieces, referred to as “the white piec-
es”, are sometimes actually some oth-
er (usually light) colour. Similarly, the
light-coloured squares on the chess-
board are often referred to as “the white
squares” even though they often are not
literally white.

Wild An extremely unclear or mind-bog-
glingly complicated position or move.
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Adel Abidin received a Bachelor Degree in Painting from the Academy of Fine Arts in Baghdad
in 2000 and a Master’s Degree in Media and New Media Art from the Academy of Fine Arts in
Helsinki in 2005, focusing on installation, interactive installations, videos and photography.

His multi-media practice explores the complex relationships between culture, politics, and
identity. Using a sharp palette of irony and humor, Abidin gravitates towards social situations
dealing with elusive experiences and cultural alienation. Abidin uses his cross-cultural
background to create a distinct visual language often laced with sarcasm and paradox, while
maintaining his ultimately humanistic approach.

Abidin has exhibited prolifically in group and solo exhibitions such as, the Helsinki Museum of
Contemporary Art, the Centre of Contemporary Art, Salamanca, Location One Gallery in New
York City, the 10th Sharjah Biennale, and 52nd Venice Biennale where he represented Finland
with “Abidin Travels”, a mock travel agency that promotes tourist trips to Baghdad. In 2011,
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he presented new work in a string of solo exhibitions at Darat al-Funun in Amman, Gallerie
Anne de Villepoix in Paris, and Wharf: Centre d’Art Contemporain de Basse, Normandy. He
also exhibited his critically acclaimed video installation, “Consumption of War”, at the Iraq
Pavilion at the 54th Venice Biennale. He has solo shows at LInstitut du Monde Arabe (Paris)
and Kunsthalle Winterthur, Switzerland. He has also been selected to participate in a group
show in Tokyo at The Mori Art Museum entitled “Arab Express” in 2012.

R0SA BARBA

*1972, Agrigento, italya | Italy

Rosa Barba, egitimini K6ln Medya Sanatlart Akademisi'nde tamamladi. Once Amsterdam'da
bulunan Rijksakademie van Beeldende Kunsten'deki iki yillik misafir sanatgt programina,
daha sonra Visby, Isveg’teki The Baltic Arts Centre'in misafir sanatgt programina katildt.

Rosa Barba'nin isleri sinemanin gesitli yonleri iizerinde duruyor; seliiloitin, i, projektériin
ve sesin fiziksel 6zelliklerini ya da anlatiun yapisintirdeliyor; beklenmedik insan, yer ve
hikayelere odaklantyor. Barba filmin bu unsurlarin birbirinden ayirip yepyeni hareketli objeler
yarattyor; filme bir heykel gibi yaklasarak kamerasini nesnelere ve manzaralara yoneltiyor.

Vishy, isvec'teki The Baltic Arts Centre'in misafir sanatct programina katildigi dénemde,
iilkenin Kuzey Kutbu'na dogru siiriiklenen adasi Gotska Sandén iizerine “Outwardly from
Earth’s Center” (2007) adlt bir film hazirladi. Los Angeles Villa Aurora’'daki misafir sanatgtlig
strasinda ¢olii aragturdt. IASPIS icin Stockholm, isveg'te bulundugu sirada ise Kuzey Kutbu
iizerine bir film ¢ekti.

Rosa Barba'nin kisisel sergileri, Jeu de Paume (Paris, 2012), Kunsthaus Ziirich (Ziirih, 2012),
Marfa Book Co (Teksas, 2012), Fondazione Galleria Civica - Trento Cagdas Sanat Aragtirma
Merkezi (2011), Rovereto MART Miizesi (2011), Kunstverein Braunschweig (2011), Tate
Modern, Level 2 Gallery (2010), Centre international d’art et du paysage de ['ile de Vassiviere
(2010), CCA Cagdas Sanat Merkezi (Tel Aviv, 2010) gibi miize ve galerilerde yer aldi. Barba'nin
yapitlar,, Maxxi Miizesi (Roma), Museo Nacional Centro de Arte Reina Sofia (Madrid), New
York Swiss Institute, Liverpool Bienali, 52. ve 53. Venedik bienalleri, 2. Selanik Cagdas Sanat
Bienali ve Cenevre Hareketli Goriintii Bienali'nin de aralarinda bulundugu gesitli miize ve
bienallerde gosterildi.

Rosa Barba studied at the Academy of Media Arts in Cologne, Germany and completed a
two-year residency at the Rijksakademie van Beeldende Kunsten in Amsterdam, then a
residency at The Baltic Arts Centre in Visby.
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Rosa Barba’s work considers the situations of cinema, whether it be the physical
characteristics of celluloid, light, projector and sound; the structures or narrative, or its
often improbable people, places or stories. Barba takes a sculptural approach to film, often
taking apart its elements to create new mobile objects or directing the camera at objects and
landscapes with a particular attention to form.

During a residency at The Baltic Arts Centre in Visby, Sweden, she made a film entitled
“Outwardly, from Earht’s Center” (2007) about the Swedish island Gotska Sandén, which is
drifting gradually towards the North Pole. Barba researched the desert while being a resident
at Villa Aurora in Los Angeles and made a film above the North Pole during IASPIS residency
in Stockholm, Sweden.

Rosa Barba'’s solo shows were exhibited in museurs and galleries worldwide such as, Jeu
de Paume (Paris, 2012), Kunsthaus Ziirich (Zirich, 2012), Marfa Book Co (Texas, 2012),
Fondazione Galleria Civica - Center of Research on Contemporary Art, Trento (2011), MART
Museum, Rovereto (Italy, 2011), Kunstverein Braunschweig (2011), Tate Modern, Level 2
Gallery (2010), Centre international d'art et du paysage de ['le de Vassiviére (2010), Center
of Contemporary Arts (Tel Aviv, 2010). She has participated in group shows at Maxxi
Museum (Rome), Museo Nacional Centro de Arte Reina Sofia (Madrid), Swiss Institute (New
York), Liverpool Biennale; 52nd and 53rd Venice Biennale; 2nd Thessaloniki Biennale of
Conternporary Art, and Biennial of Moving Images (Geneva).

RUNA [SLAM

*1970, Dhaka, Banglades | Bangladesh

Amsterdam’daki Rijksakademie van Beeldende Kunsten'de egitim goren Runa Islam, yiiksek
lisans derecesini Londra'daki Royal College of Art’tan aldt.

Runa Islam’m isleri, cogunlukla sinematografik ve mimari kaygilar giiderek; tersiliyetin ve
yaklagimlar benimseyerek, gorsel ve mimari alanlart bozuyor, farklilagtirtyor, genisletiyor ve
boylece alginin yéniinii degistirerek tiim ilgiyi ‘gérme” eyleni lizerine gekiyor.

Sanatgt son uygulamalarinda gorsellik, algt ve mercek temelli teknolojilerin diinyayt gorme ve
anlama bicimimiz lizerinde nasil bir etkisi oldugu konusuna daha kapsarlt sekilde yaklagmak
amactyla film dilini gittikce daha az kullaniyor. Adeta soyut imajlardan olusan sekanslar,
filmin somut ozelliklerini, seliloidin stisint ya da giimdiis halojen kristal zerrelerini 6ne
ctkartyor. Gorsel sentaks ¢ogu zaman o kadar sinirlandirtlyor ki, imaj neredeyse tamamen
devredist birakiltyor.. Burada esas sivrilen ise “bakma” eyleminin kendisi oluyor. Ornegin
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“Biiyiilii Biling” (2010), bir Japon paravaninin arka yiizii “beyazperde” yerine gecerken, “‘Bu
Kadart Belirsiz” (2009-2010) pelikiil zerreleri ile italya'daki Stromboli adastnin igiltilt volkanik
kumlart arasinda bir iliski kuruyor. Islam’in en son isi, ‘Belirme” (2011), 35mm'lik bir fotograf
filminin karanlik odada banyo edilmesinden ibaret. Islam bu isinde, sadece siyah ve kirmizidan
olugan yalin bir paletle, sabit ve hareketli imaj arasindaki celiskili ve bir o kadar da yakin
iliskiye dikkat gekiyor.

Islam’in kisisel sergileri MOMA (New York, 2011), Site Santa Fe (Santa Fe, New Mexico,

2011), Musée d’art Contemporain de Montréal (2010), Sydney Cagdas Sanat Miizesi (2010),
Kunsthaus Ziirich (Ziirih, 2008), Museum Folkwang (Essen, 2008), MUMOK (Viyana, 2008),
Serpentine Gallery (Londra, 2006), UCLA Harmnmer Museum (Los Angeles, 2005), Dunkers
Kulturhus (Helsingborg, 2005), Camden Sanat Merkezi (London, 2005), Centre d'Art Santa
Monica (Barselona, 2005) ve MIT List Gorsel Sanatlar Merkezi (Cambridge, Massachussetts,
2003) gibi pek cok farkli miize ve galeride yer ald. Islam ayrica 29. Sao Paulo Bienali (2010),
Vargova Cagdas Sanat Miizesi (2010), MACBA (Barselona, 2009), 6. Asya Pasifik Trienali
(Queensland Sanat Milesi, Brisbane, 2009), the Hirshhorn Museum and Sculpture Garden
(Washington, 2008), the Turner Prize (Tate Britain, 2008), Manifesta 7 Avrupa Cagdas Sanat
Bienali (Rovereto, italya, 2008), Walker Sanat Merkezi (Minneapolis, 2007) ve 51. Uluslararasi
Venedik Bienali (2005) gibi miize, galeri ve sanat etkinliklerine katild.

Runa Islam attended the Rijksakademie van Beeldende Kunsten, Amsterdam and completed
an Mphil at Royal College of Art, London.

Runa Islam'’s work challenges and explores the structures, materiality and histories of
representation and visuality, often in relation to cinematographic and architectural concerns.
Adopting diverse methods and approaches in the presentation of her work, she disrupts,
alters and enhances visual and architectural space, shifting perception and drawing
attention to the act of seeing.

In her recent practice, the artist uses an increasingly pared-back filmic language to

delve ever more deeply into questions of visuality, perception and the role of lens-based
technologies in mediating how we see and understand the world. Sequences of almost
abstracted images suggest the material aspects of film, the shimmer of celluloid or the
grains of silver halide crystals. Her visual syntax is often so restricted that the image is all
but denied. What comes to the fore is the act of looking itself. In “Magical Consciousness”
(2010), for example, the back of a Japanese folding screen serves as an allegory for ‘the silver
screen’, while “This Much is Uncertain” (2009-2010) relates the grain of film stock to the
glittering volcanic sand found on the Italian island of Stromboli. Islam’s most recent work,
“Emergence” (2011), is a 35mm film of a photographic print being processed in a dark room.
Stripped back to a stark monochrome palette of black and red, it considers the contradictory
yet closely linked relationship between the still and the moving image.

Runa Islam has held solo exhibitions at MOMA, New York (2011); Site Santa Fe, Santa Fe, New
Mexico (2011); Musée d’art Contemporain de Montréal (2010); Museum of Contemporary Art,
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Sydney (2010); Kunsthaus Zurich and Museum Folkwang, Essen (2008); MUMOK, Vienna
(2008y); Serpentine Gallery, London (2006); UCLA Hammer Museum, Los Angeles (2005);
Dunkers Kulturhus, Helsingborg (2005); Camden Arts Centre, London (2005); Centre d’Art
Santa Monica, Barcelona (2005); MIT List Visual Arts Centre, Cambridge, Massachussetts
(2003). She has participated in many group exhibitions, including at the 29th Séo Paulo
Biennial 2010; the Museum of Modern Art Warsaw, 2010; MACBA, Barcelona, 2009; the 6th
Asia Pacific Triennale, Queensland Art Museum, Brishane (2009); the Hirshhorn Museum
and Sculpture Garden, Washington (2008); the Turner Prize, Tate Britain (2008); Manifesta
7 European Biennale for Contemporary Art, Rovereto, Italy 2008; Walker Art Center,
Minneapolis (2007) and the 51st International Venice Biennale (2005).
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