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Ses sanati festival temamiz 2018 yilinda ilk kez tanitildiktan
sonra, dinya capinda demokrasiye yonelik artan tehditler ve
simdi de 6zellikle COVID-19 pandemisi gibi glincel olaylar,
‘distopya’ kelimesine 6zel ve farkli bir anlam yUklemis
bulunmaktadir; (2018-2019 yillarinin aksine) 2020 yilinda
sadece kurgu eserlerimizin degdil, kendi gercekligimizin de bir
distopya oldugunu séylemek artik mimkin hale gelmistir. Bu
iddia dogru ise ve dogru oldugu oranda, distopya kurgulari,
sanati, imajlari, sesleri ve tiyatro oyunlari artik sadece bir uyari
ya da gelecekten gelen uzak ve esrarengiz bir uyandirma ikazi
ya da alarm isareti degildir, fakat bu distopya yoluyla insanhk
icin bir tmit (ve hatta gezegendeki yasamin tamami icin bir
Umit?) sunmanin yani sira mevcut ve gercek hayatta kalma
ve varligimizi sirdlrme ¢cabamiz icin strateji ve yontemler
sunmanin birkac¢ yolundan biri olabilir. Bu distopya darbogazi
kosullarinin ortasinda bile insan ruhunun esnekligini algilamak
ve kavramak, su anda hayal ve imgelem giici icin en dnemli ve
asli meydan okumadir.

Bir semsiye terim olarak distopya, tarihin seyrine yonelik
bir meydan okuyan ve karsi ¢cikan karakter olarak durmaktadir.
Bugln, derin bir sessizlige gomulmUs olan diinyamizda, hepimiz
pandeminin golgesi altinda distopyanin nasil bir sey oldugunu
hep birlikte hissediyor ve deneyimliyoruz. Ekranlarimizi terk
etmeden sirdldrmeye gayret ettigimiz eski yasamlarimiz
artik giinbeglin daha da anlamsiz hale geliyor. Bu vakumun
icerisinde, hep birlikte Urettigimiz ve tukettigimiz kilttrd canli
ve ayakta tutmayi amaclayan faaliyetleri 6zIUyoruz — sanatsal
alisverisin havasini tekrar solumanin hasretini ¢ekiyoruz.
“Distopya Kurgunun Altin Cagdi” adini verdigimiz sanat akimi
(Lepore, The New Yorker) bizim disindigimizden ¢cok daha
kdhin ve peygamberce oldugunu kanitladi. Fakat bu kurgu
tUrindn aldigi son yénelimler gercekte bizi ne oranda ve ne
olctde direnmeye davet ediyor; bu gelismeler insanin ahlaki
iflasinin yarattigr bu karanhkta bize ne oranda yol gésteriyor ya
da tersine, bizi ufukta gérinmekte olan kaderimize Gmitsizlik
icinde boyun egmeye davet ediyor ya da bilimkurgu yazari
Vandana Singh'in “bir tur felaket pornosu” olarak adlandirdigi
duygusal dehset ve korku icinde buz kesmis bir halde olaylari
izlemeye davet ediyor? Bu sebeple, Atchinson ve Shames’in
de soyledigdi gibi, “distopyanin tanimi politiktir” (Survive and
Resist: The Definitive Guide to Dystopian Politics).

TUm ddnyayi etkisi altina alan COVID-19 salgini, saglik
alanindaki yazarlar tarafindan siklikla bir ‘distopya’ olarak
adlandiriimaktadir. Bu salginin sebebine iliskin spekdlasyonlar
(bir yildan sonra bile tip bilimini hald bdyUk oranda sasirttigi

ve kafa karisikligina yol actigr dikkate alindiginda), bazen,
ilham almak icin distopya kurgu tiriine bakabilir; bir italyan
virologun séyledigdi gibi: “Ya bu problemin kéki bizim baktigimiz
yerde — drnedin daha saldirgan bir mikrop susunda - degil,
fakat hastanelerde bulunan ve koronavirtsle enfekte olmus
insanlarin zaten karmasik olan sadlik durumunu daha
da agirlastiran antibiyotik-direncli bakterilerin mevcut
olmasindaysa?” (Raffaeta, Another Day in Dystopia. Italy
in the Time of COVID-19) Ya da distopya kurgu turs, ginluk
hayatlarimizda davranis modeli ve érnegdi olarak goérdigumuz
ve izledigimiz kahramanlar yaratabilir: bir hemsire yardimcisi
kendisini isyerinde “en sevdigim fantezi dinyalarinin
kahramanlari gibi” hissettigini séyltyor... “Yeni bir normalin
icinden geciyoruz, cinkl bizi neyin bekledigini bilmiyoruz ve
hayal edemiyoruz... iste buradayiz - maskeler, yiz siperleri,
onlukler ve eldivenlerin arkasinda.. Bu distopya masallarini
artik kurgudan daha ziyade kehanetler olarak gérmeye
basliyorum...” (Vise, Dystopian Diary of a Medical Resident).

COVID-19, zaten bir yUkselis seyri icerisinde olan distopya
egilimlerini bayUk dlctde artirdi ve hizlandirdi. Cin'in pandemi
salginini cok kisa bir slre icerisinde kontrol altina alabilmesinin
altinda yatan sebep, érnegin, kiyaslama yaparsak “George
Orwell'in 1984 romani cennet gibi kalir" olarak tanimladigi
belirli imtiyazlara izin veren ya da vermeyen Alipay ve WeChat
elektronik 6deme sistemleri ve onlarla baglantili kredi
puanlariyla saglanan izleme ve baski ortamiydi (Ogawa, What
Happened in Wuhan, China). Ayrica, Turkiye'de de rahatlikla
gorebildigimiz gibi, “COVID-19 krizi AB Uyeleri ile AB Uyesi
olmayan devletler arasindaki derin dengesizlikleri daha da
artirdi ve kuvvetlendirdi” (Institute for Danube Region and
Central Europe [Tuna Bélgesi ve Orta Avrupa Enstitisil],
Post corona: Utopia or dystopia). Simdilerde zaman zaman
“biyoterdristler” olarak bile gérilen ve muamele edilen ve
sahillere vuran milyonlarca gécmenin kaderinden soz bile
etmiyoruz (Nail, A Tale of Two More Crises: Migration and
Bioterrorism during the Pandemic). Son elli yil icerisinde
bireysellige daha fazla dénme egilimi ve sureci artik patlamis
bulunuyor ve bazi durumlarda tam ve kesin bir yabancilasmaya
da yol aciyor...

“zaten bireysellesmis ve bireycilesmis bulunan
insanlar bu pandemi slrecinde cok daha bireysellestiler
ve hatta kendi esleri veya cocuklarindan bile korkar
hale geldiler. Bu korkular insanlari otoriteye uymaya
zorladi... Tum haberleri tek bir ekrandan aldik ve kendi



golgelerimizden bile korkmaya basladik ... pandemi
sUrecinde gercek ile kurgu tamamen birbirinin icine
girdi.. Kurgumuzda insa ettiklerimizi yasamak icin
teknolojiye basvuruyoruz. Teknolojiye en glticli olmak
icin ihtiyac duymamiza ragmen, teknolojinin bizden
daha gucliu oldugunu kabul ediyoruz ve teknolojinin
bize hUkmetmesine ve bizi kontrol altina almasina izin
veriyoruz” (Gur, Coronavirus Disease: COVID-19).

Sanatta ses de bir distopya icindeki politikacilar icin
“gercek” kavrami gibi bir kavram aslinda. Ya da su anda sosyal
medyada bol bol bulunan Al “derin sahtelikler” gibi bir kavram.
Distopya kurgulari artik son derece gucliler ve son doért yil
icerisinde her yerin onlarla kaplandigini gortyoruz: distopya
komplo teorileri, sinir sistemlerimize son derece uydurulmus
ve uygun hale getirilmis sosyal medya algoritmalariyla bikip
usanmadan tekrarlanan ve cogaltilan sonsuz solucan delikleri
haline dénUserek tamamen kendi kendilerine ve basariyla
yeni distopyalar yaratiyorlar. Algilarimizin sesi bir sekle
cevirebilmesi ve doénUstilrebilmesi icin, kendimizi tamamen
sesin icine dalmaya vermemiz ve teslim etmemiz gerekir.
Sesin aynen politikada oldudu gibi sanatsal baglamda da
cok degisken ve kararsiz bir yapiya sahip olmasinin sebebi de
budur. Ses, bizi kolay etkilenir hale getirir.

Ses, (digerlerinin yani sira) Pierre Schaeffer’in teorilerinin
bize “azaltilmis dinleme” yoluyla gosterebilecedi ya da Steve
Goodman'in “sesli viroloji"sinde gdsterdigi gibi, morfolojik
seklini ve malzeme izlerini yakalamak disinda, bazi acilardan
ve bakimlardan yakalanamaz ve soyut olan baska bir boyuttan
gelen bir yabanci / uzayl bile olabilir aslinda. Sese bu soyutlama
seviyesinde sdylemsel 6zellikler kazandirmak istedigimiz
zaman, uyguladigimiz ve kullandigimiz linguistik formlarin timu
yine de onun disinda kalabilir. Sesi kavramsallastirmayi ve
yorumlamayi denememize ragmen, bazen ses ona yUkledigimiz
anlamlarin timind reddeder. Sanatta bir yapitasi olarak sesle,
sanatcinin payina, sadece bu yabanci uzaylyi nasil muhafaza
ve kontrol altina alacadina ya da serbest birakacagina karar
verirken, farkli yorumlara acik kirilgan bir poz ve durus takinmak
dUiser. Sesin belirsiz ve muglak pozisyonu, muhtemel paralel
evrenleri algilama firsatini saglar (Voegelin, Sonic Possible
Worlds: Hearing the Continuum of Sound). Eger sesin bize
sundugu gercekten uzak durursak ve kendi evrenimizde sese
yabanci hale gelirsek, ses yine de bizim yanimiz sira sanatciya
baskaldirmaya ve onu tiketmeye hazir olabilir. Ve sonra biz de
yabanci uzayli “insan uzayh” haline geliriz (Schulze, The Sonic

Persona: An Anthropology of Sound).

“Post-distopya” aninin cok énemli spektrumu, distopya
kurgusunun nasil hayata gecirildigini ve nasil sona erdigini
anladigimiz ve algiladigimiz zaman kendisini gdsterir: bir
anti-Utopyacilia mi (Gmitsizlik ve vazgecme) variyoruz yoksa
distopyaya dénismus Utopya idealinden gecmis bir hayata
ve iyilestirilmis ve yenilenmis bir doda ortamiyla is birligi
icerisinde insan toplumunun mutlu edilmesini hedefleyen
gercekei veya angaje bir “anti-anti-Gtopyaciliga” mi aciliyoruz
(Jameson, Archaelogies of the Future)? Boyle bir “gercek disi
gercekeiligi” gelistirmek icin hassas ve kritik bir yapiya ihtiyac
vardir (Moylan, The Necessity of Hope in Dystopian Times: A
Critical Reflection); Umidi etkinlestiren ya da devre disi birakan
nihai faktor, distopyanin tamamen sabit, duragan, hareketsiz,
kacinilmaz ve nihai bir yapi olarak mi, yoksa istikrarsiz, tutarsiz
ve degisken bir yapi olarak mi betimlendigidir.

Gercekten su anda bir distopyanin icinde miyiz? Her seyden
once, gercekten bir distopyanin icinde yasiyor olacagimiz an,
yasli, zayif ve hasta olanlarin hayatlarini su anda pandemi
salgininin icinden gecerken buldugumuz bu kadar zor tedbirlere
ve Ustlendigimiz bu kadar zor dertlere artik deger bulmadigimiz
zaman olmayacak midir? Distopya burada ve simdi mevcut
olmasina ragmen, ondan bir seyler de kazanmis olabilir miyiz
(pandemi salgininin kurbanlarini trajik bir sekilde anarken ve
onlarin yasini tutarken olsa bile)? Pandemi salginindan dolay:
ve onun sayesinde 6Jrendigimiz ve kucaklayabilecedimiz
birtakim ham ve acili gercekler de var midir? Kendimizi bu
bayUk tehlikenin tam kenarindan geri cekmek icin hayal
edebilecedimiz herhangi bir yol var midir? Distopya Ses Sanati
Festivali istanbul 2021'de, sizleri ondan zevk almaya tesvik
ederek distopyalara karsi koyuyoruz ve meldan okuyoruz.
Herkes bizi gelecek icin uyariyor, fakat ingiltere'den bir
Pazarlama ve Tuketici Arastirmalari Profeséri'niin ustaca
isaret ettigi gibi:

“icinden gecmekte oldugumuz krizin temsil
sekillerinin ¢cogu [..] olduk¢a distopik. Fakat bu
aslinda uzun, ¢cok uzun zamandir arzu ettigimiz
ve bu tip bir cokusle ilgili disler gordigimuiz
ve fanteziler kurdugumuz bir distopya ve simdi
gerceklesti ve biz de anin ‘keyfini ¢ikariyoruz'.. Bu
noktadan sonra blylk bir sersemlik gelecektir ve
bu da onu sakin bir sekilde karsilamaktir. Fakat
su anda, tam olarak nelerin olup bittigini gercek
anlamda 6ngorebilecedimizi ve dustnebilecedimizi

zannetmiyorum. Bu sebeple, hepimizi su an igin
bu distopyadan keyif almaya cagiriyor ve tesvik
ediyorum. Bu, tahribat ve imha, kiyamet, mahser
gunu ve katastrofik felaketlerle ilgili derinlerde
yatan fantezilerimiz ve arzularimizin ¢odunu
gerceklestirebilecegdimiz ve bunlara ulasabilecegdimiz
bir alandir.” (Dystopia and quarantined markets - an
interview with James Fitchett.)

iste boyle, bu bosluk déneminde, pandemi salginina
ragmen, belki de hatta bu salginin temsil ettigi distopya cagini
hissetmek ve ona eslik etmek amaciyla festivali sirdlirmeye
karar verdik. Holger Schulze’'un da yazdigi gibi, “gelecek
her zaman bir Gtopyalar ve distopyalar yigini ve kalabaligi
icinde beklenir zaten — o her zaman sizinle ve benimle
birlikte olmustur” (Sonic Fiction). Hangisinin ne olduguna siz
dinleyiciler karar vereceksiniz.

Bu yil, Distopya Ses Sanati Sergisi istanbul 2021'in
es-kuratorleri olmaktan blyik gurur duyuyoruz. Tim gtcliklere
ragmen, ses sanati sergisinin gerceklestirilebilmesinden
mutluyuz ve bizi agirlamak icin verdikleri blyUk destekten
dolayr Akbank Sanat’a ve destekleri icin Goethe-Institut
Istanbul’a tesekkir etmek istiyoruz. Sizi sesin sekilsiz ve
isyankar halini ve distopyanin gicli metaforu icerisindeki
yansimalarini gindmizin en goézipek sanatcilarindan
bazilarinin eserleriyle bulmaya davet ediyoruz.

Saygilarimizlq,
Distopya Ses Sanati Sergisi,

istanbul 2021 Es-Kiratérleri
Selcuk Artut ve Jeremy Woodruff

Since our sound art festival theme was first introduced in
2018, current events, like the increasing threats to democracy
world-wide, and now, especially the COVID-19 pandemic, have
given the word ‘dystopia’ a transformed meaning; in 2020 it is
now possible to argue (unlike in 2018 - 2019) that not simply
our fictions, but our reality is dystopia. Insofar as that'’s true,
dystopian fictions, art, images, sounds and dramas are no
longer just a warning, a distant uncanny wake-up call from
the future, but might be one of the only ways to offer insights
and strategies for our real and present survival, and hope for
humanity (or even hope for all life on the planet?) through this
dystopia. To perceive the resilience of the human spirit even
in the midst of dire dystopian conditions is currently the most
relevant challenge for the imagination.

Dystopia, as an umbrella term, stands as a defiant
character towards the course of history. Today, in our world
that has fallen into a deep silence, we all experience together,
under the shadow of the pandemic, how dystopia feels. Our
old lives, which we strive to maintain without leaving our
screens, have become more meaningless day by day. We long,
in this vacuum, for activities to keep culture alive, which we
produce and consume together - we long to breathe the air of
artistic exchange again. our current so-called “Golden Age for
Dystopian Fiction” (Lepore, The New Yorker) has proven more
prophetic than we thought. But to what extent does the recent
directions taken by this fiction genre really invite us to resist,
to what extent does it point a way in the darkness of human
moral bankruptcey, or rather, invite us to resign in despair to our
seeming fate, to gaze stunned in sensational horror at what
science fiction writer Vandana Singh calls “a kind of disaster
porn”? For this reason, as Atchinson and Shames observe, “the
definition of dystopia is political” (Survive and Resist: the
Definitive Guide to Dystopian Politics).

The global emergency of COVID-19 has often been called
a ‘dystopia’ by writers in the health field. Speculation as to
the cause (since it is still largely baffling our medical science
even after a year) sometimes may look to dystopian fiction
for inspiration; as one Italian virologist suggested, “what if
the problem lays not where we are looking for it - in a more
aggressive microbial strain, for example - but in the existence
of superbugs in hospitals exacerbating the already complex
health status of the coronavirus infected person?” (Raffaeta,
Another Day in Dystopia. Italy in the Time of Covid-19) Or
dystopian fiction may provide protagonists to whom we
actually turn as models of behavior in everyday life: one



resident nurse describes herself at work “like the heroines
of my favorite fantasy worlds... we persist in a new normal
because we cannot imagine not showing up... here we are —
behind masks, face shields, gowns and gloves... | am starting
to see those dystopian fables as prophecies more than fiction”
(Vise, Dystopian Diary of a Medical Resident).

COVID-19 greatly exaggerated and accelerated dystopian
tendencies that were already on the rise. The reason China
was able to bring the pandemic under control very quickly,
for example, was thanks to surveillance and coercion with the
Alipay and WeChat cashless payment systems and associated
credit scores that allow or disallow certain privileges by which
“George Orwell's 1984 was idyllic” in comparison (Ogawa,
What Happened in Wuhan, China). Furthermore, as we can
also observe in Turkey, “the COVID-19 crisis also reinforced
deep imbalances between EU and non-EU states” (Institute
for Danube Region and Central Europe, Post corona: Utopia
or dystopia). This is to say nothing of the fate of millions of
stranded migrants currently, who are now sometimes treated
as “bioterrorists” (Nail, A Tale of Two More Crises: Migration
and Bioterrorism during the Pandemic). The ever more present
turn towards individuality in the last fifty years has now
exploded, leading in some cases to total alienation,

“people who were already individualized became
even more individualized in this pandemic process,
becoming even afraid of their own wife or child. These
fears forced people to obey authority.. We got all the
news from a single screen and became afraid of even
our shadows... truth and fiction are intertwined in the
pandemic process... To live what we have built in our
fiction, we apply it to technology. While we need the
technology to be the most powerful, we agree that
the technology is more powerful than us and we let
it rule and control us” (Gur, in Coronavirus Disease:
COVID-19).

Sound in art is also rather like the concept of “truth” for
politicians in a dystopia. Or like Al “deep fakes” that now
abound in social media. Dystopian fictions are so powerful
now that we see it taking over in the last four years: when
dystopian conspiracy theories successfully create dystopia
all by themselves simply by being relentlessly replicated down
endless wormholes by social media algorithms highly attuned
to our nervous systems. In order for our perceptions to form

sound into a shape, one must surrender to being immersed
in the sound. This is why sound actually has a very mutable
structure in artistic content, as in politics. Sound makes us
suggestable.

Sound may actually be an alien being from another
dimension, in some ways ungraspable and abstract, except
through capturing its morphological shape, its material traces,
as Pierre Schaeffer’s theories (among many others) might
suggest to us through “reduced listening” or Steve Goodman
has indicated in his “audio virology”. When we want to give
discursive qualities to sound at this level of abstraction, all the
linguistic forms we apply may still remain outside it. Although
we try to conceptualize and interpret the sound, sometimes
the sound rejects all meanings imposed on it. With sound
as a building block in art, a fragile posture, open to different
interpretations, falls to the artist in only deciding how to
contain or unleash this alien. Its ambiguous position provides
the opportunity to perceive parallel, contingent universes
(Voegelin, Sonic Possible Worlds: Hearing the Continuum of
Sound). If we recoil from the truth that the sound offers us and
become strangers from it in our universe, the sound may still
be ready to rebel against the artist alongside us, and consume
him or her. And then we become the alien, the “human alien”
(Schulze, The Sonic Persona: An Anthropology of Sound).

The crucial spectrum of the “post-dystopian” moment
reveals itself when we perceive how the dystopian fiction is
executed, how it finishes: do we arrive at anti-utopianism (of
despair and resignation) or do we open out into a life past the
utopian ideal turned dystopiaq, a realist, or engaged “anti-anti-
utopianism” (Jameson, Archaelogies of the Future) featuring
the fulfillment of the human society in cooperation with a
healed and replenished natural environment? The critical
facility is required in order to develop such an “irrealistic
realism” (Moylan, The Necessity of Hope in Dystopian Times:
A Critical Reflection); the final factor that enables hope, or
stamps it out, is whether dystopia is portrayed as completely
fixed, immovable, inevitable and final, or rather, unstable and
evolving?

Are we really already in a dystopia? After all, won't it
only be when the lives of the old, weak and ill are no longer
deemed worth the trouble of such difficult measures as we
find ourselves undergoing in the current pandemic that we will
truly be living in a dystopia? If though, dystopia is here and
now, could we have even gained something from it (even while
tragically mourning and commemorating the victims of the

pandemic)? Is there some raw and painful truth that we can
embrace even because of it? Is there any way imaginable to
claw ourselves back from the edge of it? In the Distopya Sound
Art Festival Istanbul 2021 we defy dystopias homeopathically
by daring you to revel in them. Everyone is warning us about
the future but as one Professor of Marketing and Consumer
Research from the UK deftly points out,

“most of the representation of the current crisis ...
[is] fairly dystopic. But it is a dystopia that we desire,
and we have been dreaming and fantasizing about
this kind of collapse for a long, long time, and now
that it has happened we are ‘enjoying’ the moment...
There will be a big hangover from this, and that is to
put it mildly. But at the moment, | do not think that
we can really contemplate exactly what that is going
to be like, so | would encourage us all to indulge in
the dystopia for the moment. It is a space in which
we can achieve and realize many of our deeply
repressed fantasies and desires of destruction,
Armageddon, and catastrophe.” (Dystopia and
quarantined markets - an interview with James
Fitchett.)

Just so, during this period of void, we have decided to
continue the festival in spite of the pandemic, maybe even, to
recognize and usher in the age of dystopia that it represents.
As Holger Schulze writes, “the future is always already
anticipated in a multitude of utopias and dystopias - it always
has been with you and me” (Sonic Fiction). You the listener will
decide which is which.

This year, it is our great honour to be the co-curators of the
Distopya Sound Art Exhibition in Istanbul 2021. Despite all the
difficulties, we are happy that the sound art exhibition can take
place and would like to thank the Akbank Sanat for their great
support in hosting us and also the Goethe-Institut Istanbul
for their support. We invite you to find the formless, rebellious
state of sound, its reflections through the powerful metaphor of
dystopia, with some of today’s most intrepid artists.

Kind regards,
Dystopia Sound Art Exhibition

Istanbul 2021 Co-Curators
Selcuk Artut and Jeremy Woodruff
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ALP TUGAN

Alp Tudan; jeneratif sanatlar, etkilesim tasarimi ve ses sanatlari Gzerine calismaktadir. 2009'dan bu yana cesitli
sergi, proje ve etkinliklerde interaktif gorsel/isitsel projeleriyle yer almaktadir. 2006-2009 yillari arasindan "Volume"
dergisinde ses kayit ve ses teknolojileri Uzerine yazilari yayimlanmistir. RAW (www.rawlivecoding.com) isimli gorsel/
isitsel canli kodlama performans grubunun bir Gyesidir. Ayni zamanda 2015 yilindan bu yana Ozyedin Universitesi'nde
yaratici kodlama, bilgisayar destekli sanatlar ve ses tasarimi tGzerine dersler vermektedir.

Alp Tugan is interested in generative art, interaction design and sonic arts. Tugan contributes various exhibitions
and events with his audiovisual projects. His articles on sound technology were published at "Volume Magazine"
between 2006 and 2009. He is a member of the audiovisual live coding duo called RAW (www.rawlivecoding.com).
Tugan also has been teaching creative coding, interactive arts and sound design classes at Ozyedin University in
Istanbul since 2015.

www.alptugan.com

Varhk?

2021

1920x1080 Piksel CozunuUrluk, Stereo Ses

Ozel Yazilim, Dijital, Kendinden Ureyen Sanat (Jeneratif Sanat),
3 Boyutlu Bilgisayar Grafigi

The Entity?

2021

1920x1080 Pixel Resolution, Stereo Sound
Custom Application, Digital, Generative Art,
3D Computer Graphics

1



Latour yapay (insan tarafindan dretilen) olgularin insanlarin ve insan olmayanlarin celiskili arzu ve ihtiyaclarini
sahiplenmelerinden dolayi guzel olduklarini ifade eder. Bugun, insanlar tarafindan Uretilen teknolojik olgular da bu
anlamda toplumdaki bireylerin hayatlarini sekillendirmeye devam etmektedir. Ek olarak, teknolojik olgular insanlara
olasi gecmis ve gelecekleri hakkinda Gtopik ya da distopik tahminlerde bulunma imkani tanimaktadir. Jeneratif sanat
dretim yoéntemleriyle insan olmayan bir olgu (operatér) icin gelistirilen "Varlik?", sinirlari sanatcei tarafindan belirlenmis
ozel olarak gelistirilmis bir yazilimdir. Rastgelelikten ve olasiliktan beslenen bu gérsel-isitsel kompozisyon, operatérin
zaman zaman ya da tamamen kontroll kaybetmesi ile yeni senaryolar Gretebilmektedir. Algoritmadaki bu olasi
durum/sorun/celiski insan olmayan (operator) icin bir engel teskil ederken izleyici icin durum nasil olacaktir? Sayisal
bir varlik icin Gretilen bu is izleyiciye bu celiskili durumu disaridan gézlemleme firsati sunmaktadir.

Latour states that "The beauty of artifacts is that they take on themselves the contradictory wishes or needs of
humans and non-humans". Today, technological artifacts produced by humans frame the lives of individuals in society.
Furthermore, technological artifacts allow individuals to speculate utopian or dystopian predictions about their
possible past and future. "The Entity?", developed for a non-human (the operator) through generative art practices,
is a custom application that has predefined boundaries. The audiovisual composition based on randomness and
probability algorithms may eventuate in new possible futures along with the operator losing control from time to
time or utterly. While this potential state / problem / contradiction in the algorithm constitutes an obstacle for the
non-human (the operator), is it the same for the viewer? The algorithmic environment produced for a digital entity
offers the viewer the opportunity to observe this contradictory situation from the outside.
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ALPER MARAL

Cogunlukla dramatik kurgusu olan ve “kiltdr icinde muzik — muzik icinde kualtdr” iliskisinden hareket eden
elektroakustik agirlikli, oda muazigi yapritlari, tiyatro ve film muzikleri ile taninan Alper Maral, 20 yil gérev yaptigi
YTU Sanat ve Tasarim Fakuiltesi, Mizik ve Sahne Sanatlari Balimd'nin ardindan, Muazik Bilimleri ve Teknolojileri
Fakultesi'nin kurucu 6gretim Gyelerinden biri olarak gectigi Ankara Mizik ve Giizel Sanatlar Universitesi'nde; istanbul
Bilgi Universitesi iletisim Fakiltesi Sahne ve Gésteri Sanatlari Yonetimi Bolimi ve Bahcesehir Universitesi Caz
Yuksek Lisans Programi binyelerinde, Prof. Dr. unvaniyla muazikoloji, kompozisyon ve iletisim agirlikli dersler vermekte;
idari gorevler Ustlenmekte; yayinlari, seminerleri ve mutfaginda yer aldigi Yeni Mazik festivalleriyle, yepyeni, bilincli
ve aktif bir muzikei kitlesi kurmaya gayret etmekte.. Kompozisyonun tamamlanmasi icin dinleyicisinin ve icracisinin
inisiyatiflerini, 6zellikle de tasarimin performanstan kopuk olmamasi geregini savunan Maral, bu yolda kurdugu énci
Yeni Muzik toplulugu Karinca Kabilesi'nin yani sira, Alper Maral Multiphonics Ensemble, Bornova Trio, Control Voltage
Project, A-415, istanbul Barok Toplulugu, ModeArt Trombone Ensemble gibi olusumlarda icraci olarak da gérev yapiyor.
Yayina hazirladigi, ortak yazar olarak katildigi bircok kitap, dergi ve CD, LP, DVD, vb. formatlarda yayinlanmis (Pan
Yayincilik, AK. Mizik, Mizik Hayvani, WERGO vd.) bircok yapiti bulunan Maral, Uluslararasi Cagdas Muzik Birligi
Yénetim Kurulu Uyesi, Yeni Mizik Kooperatifi kurucu Uyesi ve baskan yardimeisi, istanbul Barok Dernegi kurucu tyesi,
MSG Musiki Eser Sahipleri Grubu kurucu Uyesi ve Kultlr Arastirmalari Dernegdi genel sekreteri olmustur.

www.odeonarts.com/alper-maral.html

Alper Maral is a composer and musicologist focusing rather on literal and political connotations in music. He has
teaching and administrative posts in several universities; either as a composer, performer or lecturer, he contributed
to numerous international events—festivals, conferences, etc., founded, co-founded and directed academic or
artistic associations, including YTU Electronic Music Festival, Mediterranean Contemporary Music Days and Asian
Composers’ Festival, got international commissions, prizes and residences. He is a composer mainly for stage and
screen, focusing on rather smaller ensembles and electroacoustic environments. His music is published by AK Muzik,
MuUzik Hayvani, Pan Yayincilik,and WERGO labels among others. Besides numerous scholarly publications particularly
in social science, he has executive posts in some important international institutions: He was a member of ISCM
executive committee, co-founder and vice-president of New Music Cooperative, delegate for ISCM and IAMIC Turkey,
general secretary for Cultural Studies Foundation, a.o. Prof. Dr. Maral, a co-founder of the Ankara Music and Fine Arts
University, Faculty for Music Science and Technologies is currently holding the posts such as chair of Musicology
Department, director of Institute for Music and Arts Graduate Program and serving as vice rector.
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Alper Maral

Dogu Fikri, Yakin Dogu. Glenn Gould'a Saygi
2016
Elektroakustik (Stereo), 10:55

The Idea of East, Near East. Hommage a Glenn Gould
2016
Electroacoustic (Stereo), 10:55

I.‘_'-lllll i

The Idea of East, Near East duysal tabanda kaba, sert, politik bir bildirim. Kanadali siradisi sanatei Glenn Gould'a ve
adini ilham aldigi yapiti Idea of North — Kuzey Fikri'ne apacik bir génderme. Solitude Trilogy — Yalnizlik Uclemesi (1967)
adl radyo belgeselinden alinan bu kesit Judith Pearlman’in ayni adli filmine de (1970) baslik olmus. Referans verilen
yapitlarda oldugu gibi belli bir cografi kimligin izlenimler, beklentiler, kalipyargilar vb. ile oynanarak sorgulandigi bu
calismada, Maral, dinleyicinin konumunu/bakis acisini tersine cevirip tim kaba tahayydlleri ile Dogu, 6zellikle de Yakin
Dogu imgesine ve yakin tarihlerde iyiden iyiye olumsuzlasan cagrisimlari ve huzursuz gerceklikleriyle, yasadigimiz Orta
Dogu'ya odaklaniyor. Yapit, Gould ile sadece belirgin bir radyofonik ses manzarasi tanimini ve gramerini paylasiyor
olmakla kalmayip icerikte de “dinyadan dislanmislik” nosyonunu ortak, elestirel bir merkezde temeline yerlestiriyor.
Yakin tarihte gerceklesen bir dizi olayin akttel kayitlari estetize edilmeden bir duysal “belgesel tarafsizligiyla” —ya
da daha dirUstce: tam da bu durusla taraf géstererek—kurgulaniyor: Kimi illerimizde her giin defalarca deneyimlenen,
alcak ucuslarinin sonik patlamalari neredeyse kaniksanan giclid savas ucaklarindan—stpersonik jetlerden—sadece
iki tanesinin istanbul semalarindaki gévde gésterisinin yarattigi panik ile ve isgdl edilen bir televizyon stiidyosunun
boslugunda devam eden yayinla imlenen darbe girisimi—kimine goére cefakdr Ortadodu'nun isbilmezliginin/cézim
Uretemezliginin kaderi, kimine gére normali, kimine goéreyse cezasi; hemen dibimizdeki, komsulugumuzu unuttugumuz
Irak’'in isgalini; “tek carenin gic¢ kullanmak” oldugunu mujdelercesine bildiren George Bush'un televizyon konusmasi;
ardi arkasi gelmeyen tére cinayetlerine isaret eden, deforme, hatta yer yer istismar edilmis yerel digin-dernek/
kurban/glres/... kayrtlarindan ses hareleri; Gzerimize oynanan kumarlarin piskinlikle “bir zar atiminin asla ortadan
kaldiramayacagi rastlantilara” kulak buiken ciliz ama sinsi sesleri; kentsel donisim ya da “soylulastirma”
tekerlemelerinin bitimsiz “insa” ve “insaat” streclerinde buyUttigd, insani isyan ettiren reel ses tehditleri vb. ile bu ¢ig
harci tutturmaya yarayacak—artik ne kadar yarayacaksa—tedirgin, tatsiz ses materyali ile kurgulanmis bir distopya
tdrkdsu... Asil sir, bitiminde deneyimlenecek, tim bu heyulayi sorgulatici sessizlikte...

The Idea of East, Near East is a harsh, political piece, a kind of art brut, and clearly an homage to the unique
Canadian artist, the extraordinary musical mind, Glenn Gould. While his radio documentary The Idea of North (1967)
from the Solitude Trilogy and the film based thereupon (Judith Pearlman, 1970) used to question the very idea of a
certain geographical identity, playing with impressions, reflections and expectations, Maral puts the observer upside
down, and tries to elaborate the same concepts from opposite angles, through another geography—the Near East,
where he lives. What he shares with Gould is not only a certain sense of radiophonic-soundscape-definition; also the
core-theme of the master’s trilogy, “withdrawal from the World” is the base for Maral’s critical statement. The piece
includes original sound material from the recent coup in Turkey—actual recordings from an occupied TV studio, sonic
booms of fighter aircrafts above the metropolis Istanbul, industrial drillers used for the “gentrification” projects for a
better globalized urban marketing, and the voice of George Bush, announcing the force “operations” in Iraq.
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ANTYE GREIE AKA AGF
FEAT. EXTINCTION ROOM

Antye Greie (AGF), siir prodiktord, sanater ve mumkdinlestiricidir. 30'dan fazla kayit, sayisiz cevrimici proje
yayinladi ve dinyanin her yerinden kisilerle ses midahaleleri dizenledi, rec-on.org'da RECON'u baslatti ve ses ile
muUmkuUnlestirme konusunda konferanslar verdi.

AGF adiyla performanslar sergileyen ve Uretimlerde bulunan Antye Greie, kendisini siir yapimcisi veya ses
heykeltirasi olarak tanimliyor. Yapisékimuine ugratilmis dili, saha kayitlarini, dasitk frekanslari, sahipsiz sesleri,
post-club estetigi, ic ice gecmis aritmik dizenleri yogun feminist ses teknolojileriyle harmanhyor.

AGF adiyla performanslara imza atan ses heykeltrasi, sair ve yeni medya sanatcisi Antye Greie-Ripatti, dilden,
sesten, feminist ses teknolojilerinden, siyasetten faydalaniyor ve anti-ritmik internet sonrasi meclislerin duyulabilir
derinliklerinde séylevi kesfediyor @poemproducer *

Siir produktértd AGF: e-sair. mlzisyen. yazar. Uretici. klratoér: e-siirden artakalanlari yeniden dizenliyor. Yapim
asamasinda bir calisma. dilin ve iletisimin yapisokimua araciligiyla dijital teknolojinin sanatsal kesfiyle taniniyor.

AGF, buyuk 6dul (grand prix) de dahil olmak Uzere iki kez Ars Electronica 6dulini aldi. Sanatei siiri, kayitlarda, canli
performanslarda ve ses enstalasyonlarinda, dinyanin dért bir yanindaki mizelerde, oditoryumlarda, tiyatrolarda,
konser salonlarinda ve kultplerde sahnelenen elektronik muazige, kaligrafiye ve dijital medyaya dénidstirmektedir.
Kariyerinde 30'dan fazla kayit yayinlamistir.

Poemproducer / Siir prodiktéri: ilk siir kitabi AGF'nin siir bllteninden derlenen ve rastgele bir sekilde 5 dile cevrilen
300 siirden olusur - gercek bir siir yapimcisi tarzinda.

www.antyegreie.com

Tikenme Tozu

2021

Koreograf Sergiu Matis’in

Ozgiin Performansi

4 Kanalli Ses ve Video Calismasi

Extinction Dust

2021

Original Performance Work

by Choreographer Sergiu Matis
4-Channel Sound and Video Work

AGF, poemproducer, Antye Greie is an artist & facilitator, she/her published more than 30 records, countless online
projects and organizes sound interventions with others around the globe, initiated RECON on rec-on.org and lectures
around sound facilitation.

Antye Greie calls herself poemproducer or audio sculptress, performing and producing as AGF. She/her weaves
deconstructed language, field recordings, low frequencies, disembodied voices, post-club aesthetics, interwoven
a-rhythmical patterns into dense feminist sonic technologies.

Audio sculptress performing as AGF, poetess and new media artist Antye Greie-Ripatti utilizes language, sound,
feminist sonic technologies, politics & explores speech within the audible depths of anti-rhythmic post-internet
assemblages @poemproducer *

Poemproducer AGF: e-poetess. musician. writer. producer. curator: re-ordering the left overs of e-poetry. a
work in progress. known for artistic exploration of digital technology through the deconstruction of language and
communication.

AGF received the Ars Electronica award twice, including a grand prix. She converts poetry into electronic
music, calligraphy and digital media, presented on records, live performances and sound installations, in museums,
auditoriums, theaters, concert halls and clubs around the world. 30+ record releases under her belt.

Poemproducer: her first poetry book includes 30 poems compiled from AGF's poem-newsletter randomly translated
into 5 languages - in real poem producer fashion.
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izleyiciler, kayiplar ve henliz gerceklesmemis kayiplarin travmatik deneyimlerine ydnlendirilirken, (AGF tarafindan
dizenlenmis, kurgulanmis ve sessel olarak degistirilmis) hayvan ses ve cighklarinin kayitlari, tikenme Gzerine bilimsel
anlatilar ve mitlerle ic ice gecerler.

"Extinction Room", Sergiu Matis tarafindan Subat 2019'da AGF'nin de seslerini dizenledigi,daha buyUk bir koreografi
calismasi olan "Hopeless"in bir parcasi, performatif, 16 kanalli bir ses enstalasyonu olarak ortaya cikar. Daha sonra
Europalia Festivali icin yeni bir parca haline getirilir ve Bozar Brussels'de promiyeri yapilir, Berlin ve BUkres'te ek
gosterilerde yer alir.

Ug tire ait kayitlar, canliicracilari olmadan bir ses yerlestirmesi olarak Fiskars, Finlandiya'da ve bes tire ait kayitlar
da Node Forum Medya Sanatlari Festivali'nde Ekimi 2020'de VR ortaminda sergilenmislerdir.

Projenin devami ve uzantisi olan "Tukenme Hikayeleri / Extinction Stories" Bandcamp tarafindan yayinlanmaktadir.
Tukenme Hikayeleri irkciliga karsidir ve her ne kadar odak noktasi insan olmasa da, ytkselen fasizm ve esitsizligin
artmasi gibi mevcut toplumsal sorunlardan uzaklasmayi amaclamaz.

Recordings of the animals' calls and cries — arranged, edited and sonically altered by AGF - interweave with
scientific narratives of extinction and myths, as listeners are led through traumatic experiences of loss, and of losses
yet to come.

"Extinction Room" was initiated by Sergiu Matis in February 2019 as a performative, 16-channel sound installation
which was part of his larger choreographic work — Hopeless. — with sound produced by AGF. It was then developed
further into a new piece for Europalia Festival, and premiered at the art museum Bozar Brussels, with additional
shows in Berlin and Bucharest.

Three species were exhibited as a sound installation without live performers in Fiskars, Finland, and the media arts
festival Node Forum installed five species in a VR environment in October 2020.

Extinction Stories is published via Bandcamp, and is a continuation and extension of the project.

Extinction Stories is anti-racist and even if its focus is non-human, it does not aim to distract from the current
social issues of rising fascism and inequality.
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BASAR UNDER

Basar Under, lisans &grenimini istanbul Universitesi Sosyoloji bslimiinde, yiksek égrenimini ITU-MIAM Muzik ileri
Arastirmalar Merkezi'nde Ses Muhendisligi ve Tasarim Programinda 2010 yilinda tamamladi.

Akustik enstrimanlar ve elektronikler icin mizik besteledi ve filmler, oyunlar, enstalasyonlar, animasyonlar, reklamlar,
sahne produksiyonlari ve sanal gerceklik calismalariicin ses tasarimlari yapti. Dijital muzik platformlarinda yayinladigi
albdmlerinin yani sira, grubu egho ile birlikte elektronik parcalar soyltyor, Gretiyor ve ¢aliyor. Dogaclama elektronik
muzik sanatcisi olarak yurt ici ve yurt disinda performanslar sergiledi. 2014 yilinda Turkiye'nin en prestijli film festivali
olan 51. Uluslararasi Antalya Altin Portakal Film Festivalinde Annemin Sarkisi filmiyle En lyi Mizik éduline layik
gorulda. Diving isimli eseriyle Sub Rosa plak sirketi tarafindan yayinlanan Anthology of Turkish Experimental Music
(Deneysel Turk Mazigi Antolojisi) 1961-2014 albimune, Tear adliisiyle ise Unexplained Sounds Grubu'nun Anthology of
Post Industrial Music From Balkan Region (Balkan Bolgesi'nden Post-enduUstriyel MUzik Antolojisi) albimune katkilar
saglad.

2020 yilinda Hamo Beknazarian'in Ermeni sessiz filmi Zare'den (1926) bir bolum icin yaptigr mizik, Dovzhenko Merkez
Arsivleri'nden alinan filmlere mizik Gretmesi icin bir hibe ve Haziran 2021'de gerceklesen Sessiz Film ve Cagdas Muazik
ile Sessiz Geceler Festivalinde (Mute Nights Festival of Silent Film and Contemporary Music) performans sergilemesi
icin mali destek almaya hak kazandi. Ayni yil, istanbul Modern Miizesi tarafindan Eye Film Muzesi arsivinden iki filmi;
In Sunny Spain (1912) ve Scheveningen (1931) icin iki adet elektronik muzik bestesi Gretmek icin secildi ve British
Council Britanya, PRS icin Muzik Kurulusu, BFI (ingiliz Film Enstitist) ve HOME tarafindan desteklenen, Film, Arsiv ve
Muzik Laboratuvari'na katilimer olarak aday gosterildi.

istanbul'da Bahcesehir Universitesi, Beykoz Universitesi ve Bilgi Universitesi'nde Game Audio, Advanced Game
Audio, G(’jrsel—isitsel Tasarim, Ses Tasarimi ve Internet Audio dersleri vermektedir. Under, 2017 yilindan beri Avrupa
Film Akademisi secici Uyesidir.

basarunder.net

After completing his BA in Sociology at Istanbul University, Basar Under has received his MA in Music (Sound
Engineering and Design Program) at ITU-MIAM (Istanbul Technical University, Center For Advanced Studies in Music)
in 2010.

He has composed music for acoustic instruments and electronics, and designed sounds for films, games,
installations, animations, ads, stage productions and VR. Besides his album releases on digital music platforms, he
sings, produces and plays the electronics with his band egho. He has performed in Turkey and abroad as an improvising
electronic music artist. In 2014, Under was awarded for the Best Music at the most prestigious film festival in Turkey,
the 51st International Antalya Golden Orange Film Festival. He contributed to the Anthology of Turkish Experimental
Music 1961-2014 album by Sub Rosa with his work Diving, and the Anthology of Post Industrial Music From Balkan
Region by Unexplained Sounds Group (ltaly) with his work Tear.

In 2020, his score for an excerpt from the Armenian silent film, Zare (1926) by Hamo Beknazarian was awarded a
grant to create soundtrack for films drawn from the Dovzhenko Centre Archives and financial support to perform at
the Mute Nights Festival of Silent Film and Contemporary Music in June 2021. In the same year, he was commissioned
two electronic music compositions for two archive films from Eye Filmmuseum, In Sunny Spain (1912) and Scheveningen
(1931), by Istanbul Modern Museum, and he was nominated as a participant for FAMLAB 2021, Film, Archive and Music
Lab, supported by British Council UK, PRS for Music Foundation, BFI (British Film Institute) and HOME.

He has been teaching Game Audio, Advanced Game Audio, Audiovisual Design, Sound Design and Internet Audio
classes at Bahcesehir University, Beykoz University and Bilgi University in Istanbul. Since 2017, Under has been a
voting member of the European Film Academy.
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1

“Her tur sesi ve onlarin yayilmalarini inceledigimiz ve deney yapti§imiz ses evlerimiz var.”
Yeni Atlantis, Bacon, F.

Sesi Yikseltilmis Paspas, 2020'nin bir ses evi distopyasi.

Biz ayaklarimizi paspasa nasil sildigimizi unuttuk. Ama paspas hatirliyor, paspas biliyor.
(Bu isi sev-me-diyseniz tepki gdsterin, bir kesfe cikin ya da her seyi ayaklar altina alin.
Sesi Yukseltilmis Paspas, baskiya, siddete ve darbeye dayanikli. Ve size yanit verecek.)

2,

Once bir derin distinme.
Distopya

Pandemi

Utopya

Yeni Atlantis

Ses Evleri

Kapi

Esik

Gecen yil evdeydik, paspasi az kullandik. Ayaklarimizi paspasa nasil sildigimizi unutmus olabiliriz. Hic bilmiyor da
olabilirdik. Ama paspas biliyor.

+ 2020, gecen yuzyilda paspasi en az kullandigimiz yil olabilir mi?
« Ayagimi paspasa nasil siliyorum? Hizli mi? Yavas mi? Sert mi? Kisa mi strtyor, uzun mu?

Paspasi kullanirken hareketlerimizi distdndyor muyuz? Ayaklarimizi? Ayak hareketlerimizle yarattigimiz érintayd.

3.

Bir paspasa ayakkabilarimi sildigimde nasil hissettigimi bilmiyorum.

Go6z kirpma gibi, istemsiz, kisa ve géz ardi edilen bir deneyimdir - abartiyorum.

Bir paspasa ayaklarimi nasil sildigimi bilmiyorum.

Kisiligimi ortaya cikaran komik hareketler yapip yapmadigimi bilmiyorum.

Bir ériintllye gére mi hareket ediyorum? Dogaclama mi yapiyorum? Once hangi ayagimi siliyorum?
GuUnltk hayatta saglagim ama futbol oynarken sol ayagim gacluadur.

Sert mi yoksa yumusak mi siliyorum? Ritmik sekilde mi siliyorum? Kisa mi striyor?

Bunu ne kadar zamandir yapryorum? Bunu kac kere yaptim?

Bir paspasa ayakkabilarimi sildigimde nasil hissettigimi bilmiyorum.

Ama paspas biliyor.
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Sesi Yiikseltilmis Paspas
2021

Ses Yerlestirmesi (Paspas, Kontak Mikrofonlar, Kablolar,
Ses Mikseri, Gitar Pedali, Gitar Amfisi)

Amplified Doormat

2021

Sound Installation (Doormat, Contact Microphones, Cables,
Audio Mixer, Guitar Pedal, Guitar Amp)

1

We have also sound-houses, where we practice and demonstrate all sounds and their generation.
New Atlantis, Bacon, F.

Amplified Doormat is a sound house dystopia of 2020.

We forgot how we wiped our feet on the doormat. But the doormat remembers, the doormat knows.
(If you - didn't - like this piece, react, start exploring, or trample on everything.

Amplified Doormat is pressure-, violence- and impact-resistant. And it will respond to you.)

2,

First a deep thinking.
Dystopia

Pandemic

Utopia

The New Atlantis
Sound Houses

Door

Doorsill

We were at our homes last year, we slightly used the doormat. We may have forgotten how we wiped our shoes
on the doormat. We may as well not have known how to do it at all. But the doormat knows.

» Could 2020 be the year we used the doormat the least in the last century?
« How do | wipe my shoes on a doormat? Fast? Slow? Hard? Do | keep it short or long?

Do we pay attention to our moves while using the doormat? Our feet? The pattern we create with our feet moves.

3.

| don't know how | feel when | wipe my shoes on a doormat.

It's a short and overlooked experience, involuntary, like blinking - | am exaggerating.

| don't know how | wipe my shoes on a doormat.

| don't know if | do any funny moves which expose my personality.

Do | have a pattern? Do | improvise? Which foot do | wipe first? | am right handed, but when | play football,
| am left footed.

Do | wipe hard or soft? Do | wipe rhythmically? Do | keep it short?

How long have | been doing this? How many times have | done this?

| don't know how | feel when | wipe my shoes on a doormat.

But the doormat knows.
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BRANDON LABELLE

Brandon LaBelle, ses kultlry, ses ve temsil konulari Gzerine calisan bir sanatel, yazar ve teorisyendir. Genellikle is
birligi yaparak, halka acik olarak uluslararasi baglamda sanatsal projeler gelistirir ve sergiler. Boylelikle, performatif
yerlestirmelere, siirsel tiyatroya ve deneysel topluluk olusturma bicimlerine yénelik arastirma eylemleri ortaya cikar.

Eserleri arasinda "The Open Body", Museum of Solidarity, Santiago (2019), "The Other Citizen", Club Transmediale,
Berlin (2019), "The Autonomous Odyssey", Kunsthall 3,14 Bergen (2018), "The Ungovernable" , Documenta 14, Athens
(2017), "Oficina de Autonomia", Ybakatu, Curitiba (2017), "The Hobo Subject", Gallery Forum, Zagreb (2016) ve "The
Living School", South London Gallery (2016) sayilabilir.

LaBelle, Acoustic Justice (2021), The Other Citizen (2020), Sonic Agency (2018) ve cesitli kitaplarin yazaridir.
Berlin'deki Errant Bodies Press'te editérlik ve Bergen Universitesi Cagdas Sanat Bélimi'nde profesérlik yapmaktadir.

Brandon LaBelle is an artist, writer and theorist working with sound culture, voice, and questions of agency. He
develops and presents artistic projects within a range of international contexts, often working collaboratively and in
public. This leads to performative installations, poetic theater, and research actions aimed at forms of experimental
community making.

Works include “The Open Body”, Museum of Solidarity, Santiago (2019), “The Other Citizen”, Club Transmediale,
Berlin (2019), “The Autonomous Odyssey”, Kunsthall 3,14 Bergen (2018), “The Ungovernable”, Documenta 14, Athens
(2017), “Oficina de Autonomia”, Ybakatu, Curitiba (2017), “The Hobo Subject”, Gallery Forum, Zagreb (2016), and “The
Living School”, South London Gallery (2016).

He is the author of Acoustic Justice (2021), The Other Citizen (2020), Sonic Agency (2018), among others. He is
the editor of Errant Bodies Press, Berlin, and Professor at the Department of Contemporary Art, University of Bergen.

brandonlabelle.net

isimsiz (Hezeyan Calismasi)
2021
HD Video, 10:15

Untitled (Delirium Study)
2021
HD Video, 10:15
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Eser, Madridde terk edilmis bir binaya yerlestirilmis bir hareket ve askiya alma sahnesidir. Bir figirU, bir vahsi
bedeni hem erotik ve terkedilmis hem de agresif ve zarif bir hareket serisi icinde yakalayan ritmik bir sahne. Bu
bir aracilik ve mulkslzlestirme dansi ve post-kapitalizm serpintilerinin olusturdugu ¢opligin icinde tek basina bir
figardar. Artakalan malzemelerle neler yapilabilir? Artik kullanilmayan, nasil bir hayatta kalma ve ask mekani olarak
isgal edilebilir? Bu eser, Catherine Clément’in bir baska yerde olmak olarak tanimladigi bir senkop (bayginlik) ifadesini
yansitmaktadir: bir gecikme, hezeyan, baska bir zamansal dizenin tezahlrl olan sira disi ve vurgusuz bir nota — Ben
sizin ilerleme ideolojinizi istemiyorum! Bir karsi hareketi ve bir milkstzlestirme olanagdini etkinlestiren zamanin icinde
yer almanin ifadesi olarak senkop. Bir baskaldiri festivali yurtyUs yolunu uzatmak icin, yeri ve copleri / atiklari cizen
adimlarla, ten boyunca yolunu bulmaya calisarak, doku ve organlar boyunca...

Vincente Colomar ile Videografi: Jara Lopez

Located in an abandoned building in Madrid, it is a scene of movement and suspension. A rhythmic scene that
captures a figure, a wild body in a series of gestures both erotic and forlorn, aggressive and graceful. It is a dance
of agency and dispossession, a single figure amidst the trash of post-capitalist fallout. What can be made from the
leftover matters? How to occupy the disused as a site of survival and love? The work articulates an expression of
syncope, which Catherine Clément underscores as a being-elsewhere: a delay, delirium, an offbeat that manifests
another temporal order — | don't want your ideology of progress! Syncope as the staggering of being-in-time enabling
a counter-move, a dispossessed possibility. Along the tissue and organs, threading its way across the skin, under
steps that scratch the ground and the debris, to prolong a detour of festive revolt.

With Vincente Colomar Videography: Jara Lopez
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CHELSEA LEVENTHAL

Chelsea Leventhal (*Berkshire Bolgesi, ABD), Berlin merkezli bir ses sanatcisi ve elektro-akustik muzik bestecisidir.
Eserleri, kamusal alanda mekana 6zgu ses enstalasyonlari ve heykelsi bilesenler, gérsel 6geler veya video iceren ¢cok
kanalli ses calismalari formatlarinda mekanin yeniden canlandiriimasi ve artikilasyonu, isitsel arketiplerin algilanmasi
ve sonik alegorilerin yaratiimasi ile iliskilidir. Ev ici ses manzaralari, kentsel alanlarin psikocografik kesifleri ve insan-
doga iliskileri, calismalarinda yinelenen temalardandir.

Karlsruhe'de yer alan ZKM, Paris'teki Gen¢ Sanatcilar icin Pépiniéres Européennes, Delft'te id11, Berlin'de Kultur
Mitte ve Bezirksamt Neukdlln, Wittener Tage fir neue Kammermusik gibi kuruluslardan komisyonlar aldi. Eserleri
IRCAM, Inventionen Festivali, MaerzMusik Festivali, Berlin Sanat Akademisi, New York Sehri Elektro-Akustik MUzik
Festivali gibi cesitli ve genellikle de siradisi mekanlarda yer aldi. 2016'da Avrupa Ses Sanati Odili finalistligine, 2017'de
Lower Saxony Bilim ve Kiltir Bakanhdi'ndan "Braunschweig Projeleri" bursuna hak kazandi. Son yillarda Berlin'deki
Universitat der Kinste'de Ses Calismalari ve Ses Sanatlari yUksek lisans programinda konuk akademisyen olarak
katiimis ve 2020 yilinda Berlin Kiltir Departmani’'ndan bir hibe almistir.

Chelsea Leventhal (*Berkshire County, USA) is a sound artist and composer of electroacoustic music based in
Berlin, Germany. Her pieces engage the reanimation and articulation of space, perception of auditory archetypes and
creation of sonic allegories, taking the form of site-specific sound installations in public space and multichannel sound
works featuring sculptural components, visual elements, or video. The domestic soundscape, psychogeographical
exploration of urban spaces, and the human-nature relationship are recurring themes in her work.

She has received commissions from organizations such as ZKM in Karlsruhe, Pépiniéres Européennes pour Jeunes
Artistes in Paris, id1l in Delft, Kultur Mitte and the Bezirksamt Neukdlin in Berlin, and the Wittener Tage fir neue
Kammermusik. Her works have been presented at IRCAM, the Inventionen Festival, MaerzMusik Festival, the Academy
of the Arts in Berlin, the New York City Electroacoustic Music Festival, and other diverse and often unusual locations.
She was a finalist for the European Sound Art Award in 2016 and a recipient of the "Braunschweig Projects" grant
from the Ministry of Science and Culture of Lower Saxony in 2017. She has recently been on the guest faculty of the
Sound Studies and Sonic Arts MA at the Universitdt der Kiinste in Berlin and was the recipient of a grant from the
city of Berlin's Department of Culture in 2020.

www.chelsealeventhal.net

izler - Yesil
2018
4 Kanalli Ses Yerlestirmesi, Fotograf Serisi

Traces - Green
2018
4 -Channel Sound Installation, Photo Series
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izler - Yesil'in konusu, Kibris'in Rum ve Tirk bdlgelerini yarim yizyildan fazla bir siredir ayiran ve “Yesil Hat” olarak
adlandirilan BM tampon bélgesiyle ilgilidir. ikiye bélinmis Lefkosa sehrinde, bu insansiz bélgenin fiziki duvarlari,
eski sehrin normalde tamamen simetrik formunda beklenmedik cikmazlar yaratan terk edilmis binalar, varil ve
dikenli tellerden yapilmis barikatlarla sekilllenir. Kentin tamamini cevrelese de, Yesil Hat'in cogu kismi yalnizca kose
noktalarindan ve citlerdeki deliklerden gértlebilmektedir.

Sinirin her iki tarafi boyunca ve siviller icin hala erisilebilen belirli bir alanda Uretilen kayitlari kullanan yapit, artik
bir bltinU tamamlamayan iki yari arasindaki bu bos alanin isitsel deneyimini konu ediniyor. Akustik ufkun gérsel ufku
astigr bir yerde, tum gorsel referans noktalari ve cografi yonelim duygusu yok olur. Sinirin her iki tarafindan gelen
sesler birlesiyor ve her iki yerin bir arada var olabilmesi yalnizca isitsel yolla gerceklesiyor.

The subject of Traces — Green is the UN buffer zone, referred to as the “Green Line,” that has separated the
Greek and Turkish regions of Cyprus for over half a century. In the divided city of Nicosia, the physical walls of this
no-man's-land are formed by abandoned buildings and roadblocks made of barrels and barbed wire that create
sudden dead ends in the old city’s otherwise completely symmetrical form. Although it runs through the whole city,
most areas of the Green Line can only be glimpsed around corners and through holes in fences.

Using recordings made along both sides of the border and in one area still accessible to civilians, the piece
considers the auditory experience of this empty space between the two cities, between two halves that no longer
make a whole. In a place where the acoustic horizon surpasses the visual horizon, all visual reference points and
sense of geographical orientation disappear. Sounds from both sides of the border converge, and it is through the
auditory alone that both places can coexist.
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F.M. EINHEIT & SIEGFRIED ZIELINSKI

FM. Einheit, Alman deneysel muzidinin 6nde gelen
sanatcilarindan biridir. 1980'lerin basinda endustriyel
avant-garde grubu EINSTURZENDE NEUBAUTEN ile ilk
ortaya cikisindan buyana, strekli olarak geleneksel muzik
sinirlarini yikmaya calismistir. Agir endustriyel makine
ve malzemeleri, hurdaliklari, taslari ve saha kayitlarini
muzikal silah olarak kullanir. Stuckie, Diamanda Galds,
Michael Wertmdller ve Caspar Brétzmann gibi seckin
muzisyen ve sarkicilarla cok sayida kayit yapmistir.
Einheit'in etkileyici fiziksel canli performanslari, onu
izleyicinin enerjisini ve muzik olgusunun cevresini emen,
ayni zamanda da destekleyen tam anlamiyla cagdas bir
sanatci yapmaktadir.

Son dénem eserleri: “Sirenlerin Senfonisi” Arseny
Avraamov’un Gurlltt Basyapitinin yeniden canlandirilmasi
(Brno Philharmonic, 2017), “Kunst in Bewegung. 100
Meisterwerke mit und durch Medien” (Hareket Halindeki
Sanat. Medya ile ve Aracihdiyla 100 Saheser) sergisinin
bir bolimU (ZKM 2018), “Bir Riyanin Sergisi” (Fundacdo
Calouste Gulbenkian Galerisi, Paris 2017), Aleksey
Gastev eseri “A Package of Orders” canl performansi
(Hammerschlag, Perm 2019), “Radio FM, Music Aeterna
Radyo Programi” icin 21 adet deneysel bolim (Sankt
Petersburg 2020).

www.fmeinheit.org

Siegfried Zielinski, Media Archaeology'nin kurucularindan
biri, yazar ve kiratér. Berlin Sanat Universitesi'nde
medya kirslist baskanligini ve 2016 yilina kadar Vilém
Flusser Arsivi'nin direktorlGgunt yapti. Saas-Fee'deki
(svicre) Avrupa Yiksek Okulu'nda Medya Arkeolojisi ve
Tekno-Kultir alaninda Michel Foucault kirstsu
Profeséri, Budapeste Sanat Universitesi'nde profesérduir
ve fahri doktorasi vardir. Kéln Medya Sanatlari
Akademisi'nin kurucu rektort (1994-2000) ve Karlsruhe
Sanat ve Tasarim Universitesi'nin (2016-2018) rektdri
oldu. Zielinski, agirlikli olarak sanat ve medya arasindaki
iliskilerin arkeolojisi ve variantolojisine odaklanan cok
sayida kitap ve makale yayinladi. En son monografisinin
adi "Medya Dusltncesinde Varyasyonlar'dir (2019). Peter
Weibel ile is birligi icinde ZKM Karlsruhe'de, Vilém Flusser
andthe Arts, Allah's Automata (2015),Dia_Logos - Ramon
Llull and Combinatorial Art (Birlesimsel Sanat), Art in
Motion. 100 Masterpieces with and through Media (her
ikisi de 2017/18) gibi genis capli sergilerin kiratorligand
Gstlenmistir. Zielinski, Berlin Sanat Akademisi ve Kuzey
Ren-Westfalia Bilim ve Sanat Akademisi Gyesidir.

FM. Einheit is one of the leading artists of German
experimental music. Since his first appearance in the
early 1980s with the industrial avant-garde band
EINSTURZENDE NEUBAUTEN he has constantly been
seeking to tear down traditional musical boundaries.
Infamous is his use of heavy industrial machinery and
material, junkyards, stones and field recordings as
musical weapons. He made numerous records with
outstandingmusiciansandsingerslike Stuckie,Diamanda
Galds, Michael Wertmduller or Caspar Broétzmann.
Einheit's impressive physical live performances make
him a true contemporary artist absorbing and at the
same time supporting the energy of the audience and
the surroundings of the musical event.

After leaving NEUBAUTEN in 1995 his main focus
is writing music for film, theatre productions, operaq,
installations and radio drama. He received numerous
national and international awards (twice the most
prestigious award "Hoérspielpreis der Kriegsblinden").

Recent works: Symphonie of Sirens, reienacting of
Arseny Avraamov’s Noise Masterpiece (Brno Philharmonic,
2017), part of the exhibition “Kunst in Bewegung. 100
Meisterwerke mit und durch Medien” (ZKM 2018);
“Exhibition of a Dream” (Fundacd&o Calouste Gulbenkian
Gallery Paris 2017), Hammerschlag Live Performance of
“A Package of Orders” by Aleksey Gastev (Perm 2019),
Radio FM, 21 episodes of an experimental “Radio Program
for Music Aeterna” (Sankt Petersburg 2020)

Siegfried Zielinski is one of the inventors of Media
Archaeology, a writer and curator. He was chair of media
theory at Berlin University of the Arts, and director
of the Vilém Flusser Archive (till 2016). He is Michel
Foucault Professor of Media Archaeology and Techno-
Culture at the European Graduate School in Saas-Fee
(CH), honorary doctor and professor of the Budapest
University of Arts. He was founding rector (1994-2000)
of the Academy of Media Arts Cologne and rector of
the Karlsruhe University of Arts & Design (2016-2018).
Zielinski has published numerous books and essays
mainly focusing on the archaeology and variantology
of the relations between art and media. His latest
monograph is "Variations in Media Thinking" (2019).
In cooperation with Peter Weibel he was also curating
large format exhibitions at the ZKM Karlsruhe, such
as Vilém Flusser and the Arts, Allah's Automata (both
2015), Dia_Logos - Ramon Llull and the Combinatorial
Arts, Art in Motion - 100 Masterpieces with and through
Media (both 2017/18). Zielinski is member of the Berlin
Academy of Arts and the North-Rhine-Westfalia
Academy of Sciences and Arts.
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Sesler Somuttur

2021

12 Kanal Ses Yerlestirmesi

(FM Radio@MusicAeterna.org kolajlari)

Sounds Are Concrete

2021

12-channel Sound Installation

(Collages from FM Radio@MusicAeterna.org)
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« Belirli duyumlar gibi sesler somuttur.

« Ses soyutlama yaparak Uretilebilir, ancak her zaman bir somutlasma sirecinden gecer. Aksi takdirde onu duyamayiz,
yalnizca dustnebiliriz.

« Sesler teknik olarak (yeniden) Uretilebilir. Ancak performanslari her zaman 6zgindur.

» Melodilerin cok cesitli evreninde ylksek distopik potansiyele sahip bir ayricalik durum sestir.

* Radyo FM; seslerin, enstrimanlarin, makinelerin, distncelerin cok sesli bir korosudur.

« Gercek olan bir distopyay:i siirsel olarak ifade ederek yeni bir olasi alan (Utopya) yaratir.

» MUzigin uyumsuzluklarin ve uyumlarin gtclu diyalektigi olduguna inaniyoruz.

FM.Einheit ve Siegfried Zielinski (arkadaslik network'leriyle), sef Teodor Currentzis'in St. Petersburg'daki akustik platformu
Music Aeterna icin kurduklari bir programdan carpici bir kolaj sunacaklar. Ses materyali, internetin konumsuzlugundan
belirli bir alana, Istanbul'da Distopya'nin gerceklestigi yere donusturilecektir.

+ As particular sensations sounds are concrete.

« Sound can be generated out of abstraction, but it is always going through concretion. Otherwise we cannot hear it,
but only think about it.

« Sounds can be technically (re)produced. But their performance is always unique.

« A special case of particularity within the manifold universe of sounds with a high dystopian potential is the voice.

« Radio FM is a polyphonic chorus of voices, instruments, machines, thoughts.

* By expressing poetically a dystopian that is real, it creates a new possible space (utopia).

+ We believe in music as strong dialectics of dissonances and concordances.

FM. Einheit & Siegfried Zielinski (with their network of friendship) will present a wild collage from a program they
established for Music Aeterna, the acoustical platform of conductor Teodor Currentzis in St. Petersburg. The sound
material will be transformed from the non-location of the internet into the specific place, where Dystopia takes place
in Istanbul.
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GEORG WERNER

Georg Werner, Universitat Hildesheim'de (Diploma) Uygulamali Kiltirel Calismalar, UDK Berlin'de Deneysel Medya
Tasarimi ve HBK Braunschweig'de Ulrich Eller’in ustalik sinifinda Ses Sanati okudu. Genellikle sanat ve teknoloji alanlari
arasinda uluslararasi sanatcilar ve kolektiflerle is birligi icerisinde calismalar gerceklestiriyor. Atélye calismalarinda,
egitimlerde ve seminerler sirasinda 6grendiklerini siklikla baskalariyla paylasmaktadir. Sanatcinin kesfe ve iliskisellige
davet etmek adina degisime ugrattigi nesnelerden ve durumlardan etkilendigi sanatsal yaklasimi mitevazi ve cok
katmanlidir. Yapitlary, izleyici algisinin hassasiyetini artirmayi hedeflemektedir.

Georg Werner studied Applied Cultural Studies at Universitat Hildesheim (Diplom), Experimental Media Design at
UDK Berlin and Sound Art in a masterclass with Ulrich Eller at HBK Braunschweig. He often works in collaboration
with international artists and collectives in the field between art & technology. He is eager to learn and shares the
knowledge he gathered along the way in workshops, lectures and seminars. His artistic approach is humble and
multilayered — influenced by objects and situations, that he modifies, to be inviting to exploration and relation. They
aim to raise the sensitivity of the view.

www.georgwerner.de
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Yapay us / Ya pay us
2021
Ses ve Isik Heykeli, 60x60x150 cm

Yapay us / Ya pay us
2021
Sound & Light Sculpture, 60x60x150 cm

Wi rnataese
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Yapay zekd nedir / yapay akil nedir (Turkce: Yapay us)?

Onlara saglanan verilerle ne yapiyorlar?

Ne yapacaklar?

Veriler nereden geliyor?

insanlar bunda nasil bir rol oynuyorlar?

Yapay us, geri dénUsttrdlmus floresan isiklarindan (6lmekte olan bir teknoloji) Gretilmis, isitsel bilgileri/enerjiyi isleyen
ve isledigi bilgileri izleyicisine i1sik olarak geri besleyen cok dislUk seviyeli bir makinedir.

What is an artificial intelligence / what is an artificial mind (Turkish: Yapay us)?

What are they doing with the data they are supplied with?

What will they do?

Where is the data coming from?

What role do people play in it?

Made from recycled fluorescent lights (a dying technology) this is a very low level machine that processes auditory
information / energy and feeds it back to the audience as light.
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HANS PETER KUHN

Besteci ve sanatci Hans Peter Kuhn, Berlinde (Almanya) ve Amino'da (Kyoto, Japonya) yasiyor ve calisiyor. Isik ve
ses enstalasyonlari, Boston Guizel Sanatlar Mizesi, Centre Pompidou Paris, Neue Nationalgalerie Berlin, Seattle Sanat
Muzesi, Modern Sanat Mulzesi Tokushima gibi diinya capinda bircok muze, galeri ve kamusal alanda sergilendi veya
sergilenmeye devam ediyor. Kamusal alanda yer alan, uluslararasi capta bedeni toplayan isik/ses enstalasyonlari
arasinda; Estacionamento Brasilia, Brasilia (Brezilya) 1994; The Pier, New York 1996 (ABD); River Over, Adelaide
(Avustralya) 1998; Isik ve Ses Gecisi, Leeds (ingiltere) 2009; Dikey Isik Alani, Singapur 2009; Akupunktur, Yatak
Fabrikasi Guzel Sanatlar Mazesi, Pittsburgh (ABD) 2016; Gecis, Martin-Gropius-Bau, Berlin 2017'yi sayabiliriz. Robert
Wilson ve Hans Peter Kuhn tarafindan Uretilen Memory Loss (Hafiza Kaybi) yerlestirmesi Venedik'te 1993 yilinda
Altin Aslan 6duliniG kazandi. Luc Bondy, Claus Peymann, Peter Zadek, Peter Stein gibi yonetmenlerle tiyatro alaninda
calisti ve Robert Wilson ile yUrGttigl uzun sureli is birligi icerisinde muzik ve ses ortamlariyla ismini genis kitlelere
duyurdu. Laurie Booth, Dana Reitz, Suzushi Hanayagi, Sasha Waltz ve Junko Wada icin dans muzikleri besteledi.
Bu calismalardan 6tirli New York Bessie Odili ve Osaka Suzukinu Hanayagi Oddli aldi. isitme ve dinleme, diinya
capinda gdsterilen performanslarinin temalarindandir. 2012'den 2020 yilina kadar Universitat der Kiinste Berlin'de Ses
Calismalari alaninda misafir profesor olarak yer aldi ve burada ders vermeye devam ediyor.

www.hanspeterkuhn.com

Hans Peter Kuhn, composer and artist, lives and works in Berlin (DE) and Amino (Kyoto, JP). His light and sound
installations are or were exhibited in many museums and galleries or on public sites worldwide, among others at
Museum of Fine Arts Boston, Centre Pompidou Paris, Neue Nationalgalerie Berlin, Seattle Art Museum, Modern Art
Museum Tokushima (JP). Internationally acclaimed are light/sound installations in public places, like: Estacionamento
Brasilia, Brasilia (BR) 1994; The Pier, New York 1996 (US); Over The River, Adelaide (AU) 1998; A Light and Sound
Transit, Leeds (UK) 2009; Vertical Lightfield, Singapore 2009 (SG); Acupuncture, Mattress Factory Museum of Fine
Arts, Pittsburgh (US) 2016; Transition, Martin-Gropius-Bau, Berlin (DE) 2017. The installation Memory Loss by Robert
Wilson and Hans Peter Kuhn was awarded with the Golden Lion in Venice 1993. He worked for theatre with directors
like Luc Bondy, Claus Peymann, Peter Zadek, Peter Stein and is best known for the music and sound environments
he created in his long-term collaboration with Robert Wilson. He composed the music for dances by Laurie Booth,
Dana Reitz, Suzushi Hanayagi, Sasha Waltz and Junko Wada. For this he received the Bessie Award New York and
the Suzukinu Hanayagi Award Osaka. Hearing and listening are the themes of his performances, that are shown
worldwide. From 2012 until 2020, he was visiting professor for Sound Studies at the Universitat der Kiinste Berlin and
continues teaching there.
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Ansage [Duyuru]

Ses Nesnesi, 2020

Celik, Hoparlér, Ses Elektronigi, LED Spot,
10x10x10 cm

Ansage [Duyuru]

Audio Object, 2020

Steel, Loudspeaker, Audio Electronics, LED Spotlight,
10x10x10 cm

Bir ses sUrekli olarak garip bir dilde konusuyor, arada sirada biraz da sarki sdyliyor. Her giin, 24 saat. Ancak kalici
olarak bazi énemli mesajlarin (cogunlukla reklamlarin) yer aldigi, dinyadaki tim duyuru sistemlerinde oldugu gibi,
kimse dinlemiyor. GUnUmuz iletisimine benziyor; ister internet olsun, ister sokaktaki deli olsun, herkes konusuyor ve
hic kimse dinlemiyor.

A voice is speaking permanently in a strange language, every now and then it also sings a bit. 24 hours day by
day. But nobody listens, like with all the announcements systems in the world where permanently some important
messages appear (mostly advertisements). It is like nowadays communication, be it the internet or the lunatic on the
street, everybody speaks and no one listens.

49



50

LAURA MELLO

Laura Mello, Berlin'de yasayan ve calisan Brezilyal bir besteci ve ses sanatcisidir. Beste yapar, sarki sdyler, geleneksel
ve elektronik enstrimanlar calar, dinyaya acilmis gézleriyle kulak kabartir ve izlenimleri gérsel-isitsel performanslar,
ses yerlestirmeleri, midahaleler ve cagdastan dans muzigine uzanan farkli formatlara déndstirir. Laura, enstrimanlari
medya, medyayi da enstriman olarak distndr (medya mesajdir). Calismalarinda, konusma dillerinin insan tarafindan
algilanmasina iliskin sosyokdilttrel bakis acilarina odaklanir. 2018 yilinda SKE Fonds Avusturya'nin destegiyle yaratici
kaynaklar Gzerine ilk CD'sini cikardi: Estd Verde! 10 yillik elektroakustik muzik Gzerine bir retrospektiftir. Ayni yil Corvo
plak sirketi, sanatcinin zil seslerini saha kayitlariyla birlestirdigi dinyanin ilk cift groove 7 inclik plaklarindan biri olan
7" LP Ringing Still Life'l piyasaya strdd.

Calismalari Radical Sounds Latinamerica, Heroines of Sound, Transparent Sound Budapeste, Distopya Festivali,
Tonspur MQ Wien, Dfunk Kultur, O1 ve BBC3'te yer almistir. 2016'dan beri, birlikte Distopya Ses Sanati Festivali 2020
Berlin-Brezilya’nin ortak kiratorligunt yaptigr ve dizenledigi Errant Sound grubunun bir Gyesidir. Laura, 2019 yilinda
Berlin Kultdr ve Avrupa Senatosu'ndan Sanatci Bursu, 2020 yilinda Musikfonds Destek Programi Bursu ve 2021 yilinda
Istanbul'daki Kulturakademie Tarabya'da misafir sanatci programinda yer alma hakkini kazanmistir.

Reklamcilik ve Kompozisyon dallarinda diplomalara sahiptir. 2005 yilinda MDW Viyana'da Elektroakustik
Kompozisyon (Dieter Kaufmann ile birlikte) Gzerine ytksek lisansini tamamladi. 2006 yilinda Helga de la Motte Haber
ve Stefan Weinzierl sipervizyonu altinda doktora adayi olarak Berlin'e tasindi. Bu dénemde TU, UdK, Hans Eisler
ve Freie Universitdt Berlin'de beste, dans ve muzik teknolojisi derslerine katildi. Feldenkrais yonteminin buytk bir
hayranidir.

www.lauramello.org

WHO ARE YOU?

Laura Mello is a Brazilian composer and sound artist, living and working in Berlin. She composes, sings, plays
traditional and electronic instruments, eavesdrops the world with opened eyes and processes impressions into different
formats like audiovisual performances, sound installations, interventions, and into music styles from contemporary
to danceable. Laura thinks instruments as media and media as instruments (the media is the message). In her work
she focuses on sociocultural aspects involved in the human perception of spoken languages. 2018, supported by
the SKE Fonds Austria, she launched her first CD on creative sources: Estd Verde! is a retrospective on 10 years of
electroacoustic music. In the same year the label Corvo launched her 7“ LP Ringing Still Life: one of the worlds first
double-groove 7 inch vinyl combining ring tones with field recordings.

Her work has been seen and heard at Radical Sounds Latinamerica, Heroines of Sound, Transparent Sound
Budapest, Dystopia Festival, Tonspur MQ Wien, Dfunk Kultur, O1 and BBC3. Since 2016 she is a member of the
Errant Sound group, with whom she co-curated and organised the Dystopia Sound Art Festival 2020 Berlin-Brazil.
Laura won 2019 the Artist Scholarship from the Berlin Senate for Culture and Europe, 2020 the Scholarship from the
Musikfonds Support Program, 2021 she will be artist-in-residence at the Kulturakademie Tarabya in Istanbul.

She holds degreesin Advertising andin Composition.2005 she finished her post-graduate studiesin Electroacoustic
Composition (with Dieter Kaufmann) at the MDW Vienna. 2006 she moved to Berlin as a PhD candidate under the
supervision of Helga de la Motte Haber and Stefan Weinzierl. In this period, she attended composition, dance and
music technology classes at TU, UdK, Hans Eisler and Freie Universitat Berlin. She is a big fan of the Feldenkrais
method.
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Cok Gec¢c Olmadan
2021
Tek Kanal Video, Stereo Ses

Before It's Too Late
2021
Single Channel Video, Stereo Audio

WHAT HAS MADE YOU
WHAT YOU ARE?

insanlarin bilincalti arzularina yénelik sorgulama, uzun bir siredir, bugln yaniltici bir sekilde sosyal medya ve
arkadaslari olarak adlandirilan bir canavar pazarlama araci tarafindan tstlenilmis bulunmaktadir. Before It's Too Late
(Cok Gec Olmadan) isimli eserinde, sanatci, bazilari icin bir UGtopya, bazilari icinse bir distopya olan “propagandaya
bagisiklik kazanmis bir toplum” icin hayal ettigi bir 6zel televizyon reklami yaratmistir: Sizce, bu hi¢bir sekilde mimkin
ve olasi degil midir?

Since a long time, the questioning about people's unconscious desires has been overtaken by monstrous marketing
apparatus, today misleadingly named social media & co. In Before It's Too Late, the artist creates a special TV
commercial, where she envisions a “propaganda immune society”, utopian for some, dystopian for others: is it possible
at all?
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METACREATION LAB

Metacreation Lab, 2008 yilindan beri bilgisayar uzmanlarini, sanateilari ve tasarimcilari, bilgisayimsal yaraticilik
olarak da bilinen Yaratici Yapay Zeka Gzerinde arastirma ve Uretim yapmak icin bir araya getiriyor. Grup, yaratici
gorevlerin kismi veya tam otomasyonu icin Uretimsel sistemler Gzerine 6ncd sayilacak bilimsel bilginin yani sira bu tar
sistemlerin degerlendirilmesi icin yeni yontemler Uretti. Grubun calismalari, cesitli yaratici endUstrilerde uygulamalar
buldu. Labr ayni zamanda bir arastirma-uretme programi ile ilgilenmekte ve dinya capinda énde gelen medya sanati
forumlarinda sanat yapitlari ve performanslar tretmek ve bunlari yaymak icin kendi algoritmalarini kullanmaktadir.

Since 2008, The Metacreation Lab brings together computer scientists, artists, and designers to conduct research
and creation on Creative Al, aka computational creativity. The group has produced pioneer scientific knowledge
on generative systems for the partial or complete automation of creative tasks, as well as novel methods for the
evaluation of such systems. The group's work has found applications in a wide range of creative industries. The Lab
also engages in a research-creation program and uses its own algorithms to produce and diffuse artworks and
performances in prominent media art forums across the globe.

metacreation.net

Autolume

2021

Sanatsal Yonetmen: Philippe Pasquier

MUzik: Robonom

Gorsel Programlama ve Olusturma: Jonas Kraasch
Ses Muhendisligi ve Gériintl isleme: Kristian Voveris

Autolume

2021

Artistic Direction: Philippe Pasquier

Music: Robonom

Visual Programming and Generation: Jonas Kraasch
Sound Engineering and Video Editing: Kristian Voveris
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Autolume MzTon, sese gore kosullandirilmis yeni bir kendinden Greyen "jeneratif' video yaklasimi gelistirmek
amaciyla yaratici yapay zeka (Al) icin Metacreation Lab'de yapilan bir arastirma-yaratma ¢alismasinin sonucudur.
Eser, Fransiz kolektif robonom’'un Mzton parcasi icin sinematik mizik videosudur. robonom, 1999 yilindan beri, analog
ses sentezine ve deneysel mizige yonelik 6zgln bir ag yaklasimi uygulayarak kendinden Ureyen muzik dretmektedir.
Autolume bir video Uretim sistemidir. Autolume’un kalbi, secili kamuya acik modern ve soyut resimlerden olusmus bir
kulliyatin Gzerine oturan cekismeli bir néral agdan olusmaktadir. Ses 6zellikleri, film maziginden cikartiimis ve néral agin
gizli uzaminin arastirilmasinda kilavuz olarak kullaniimistir. Sistem ciktisinin renkler, sekiller ve dinamikler bakimindan
sasirtici analog ve organik tabiati vardir. Eser, erken deneysel sinemayi ya da “kamerasiz sinemay1” andirmaktadir.

'l

o -

Autolume MZzTon is a result of research-creation at the Metacreation Lab for creative Al to develop new generative
video approach conditioned on sound. The piece is a cinematic music video for the track MzTon by French collective
robonom. Since 1999, robonom has been producing generative music using a unique networked approach to analog
sound synthesis and experimental music. Autolume is a video generation system. The heart of Autolume in an
adversarial neural network custom-trained on a corpus of selected public domain pictures of modern and abstract
paintings. Audio features are extracted from the soundtrack and used to guide the exploration of the neural network’s
latent space. The system's output has surprising analog and organic qualities in colors, shapes and dynamics. The
piece is reminiscent of early experiment cinema or "cinema without a camera".
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PHIL EDELSTEIN

Phil Edelstein,John Driscoll, David Tudor ve New Hampshire'daki
New Music'te (1973) Rainforest IV kdkenlerine sahip diderleriyle
birlikte Composers Inside Electronics'in kurucu Uyesidir.
Composers Inside Electronics’in (CIE) evrimi, Eylil 2021de
Arterde acilan ve bu 4 varyasyonluk dongdyU tamamlayan en
son Rainforest V (varyasyon 3) ile devam etmektedir.

Diger CIE ortaklariyla birlikte, Merce Cunningham’in RainForest
koreografisiicin Stephen Petronio Dance Company’nin Bloodlines
serisinden David Tudor'un Rainforest performanslarinin hayata
gecirilmesine katilmaktan onur duyan sanatcinin, Lyon Opera
Balesi Exchange prodiksiyonu icin yaptigi Tudor'un Weatherings
eseri performansi 2018-19 sezonunda Fransa'da kapsamli bir
turneye cikmistir.

Bir lisans dgrencisi olarak, Joel Chadabe ile algoritmik kompozisyon calismistir. Wesleyan Universitesi'nde Alvin
Lucier’in yénetiminde yardimci 6gretim gorevlisi olarak ézel bir sdmestir gecirmistir. Elektronik sistemlere ilgisi ve ilk
akil hocalari, David Tudor, John Driscoll ve CIE ile olan ortak calismalari daha sonraki eserlerinin cogunun temellerini
olusturmustur.

Eserleri, normalde, insan etkilesiminin yaratti§r olanaklarla ve odaklanmis ses alanlarinin insasi yoluyla yazilim
temelli kompozisyonlar ve performanslardan olusmaktadir. Eserlerinde, sonik insalar icin dizenleyici ve yapisal araclar
olarak fraktallar kullanir. Impulsion serisi icin, kodlanmis rezonant objeler kendi Gzerlerine katlanirlar ve uzamda akustik
olarak yorumlanmaktadirlar. Son birkac yilda, Lissajous figurleri gibi kdkenleri bulunan bir entegre video ses taslaklari
serisinde Tom Dewitt ile erken video ortak islerini tekrar ele almistir.

Bu eser icin destek aldigi kurum ve kuruluslar: Akademie der Kunst, Brown Universitesi, Caramoor Mizik ve Sanat
Merkezi, EAAT, EBA, Edition Block, Experimental Intermedia Vakfi, Experimental Television Center, Festival dAutomne,
Getty Arastirma EnstitlsU, Holland Festivali, Kunsthaus Aarau, Koprod, Laboratorio Arte Alameda, Harvestworks
Digital Media Arts Center, The Kitchen, Mills College, NEA, New World Records, NYSCA, Performing ArtServices;
SUNYA CEMS, PAC ve Arastirma Vakfi; Wave Farm, UCSD, WNET-TV Lab, ZBS Vakfi ve digerleri.

composers-inside-electronics.net/pedelstein/home/Bio.html

Phil Edelstein is a founding member of Composers Inside Electronics along with John Driscoll, David Tudor and
others with Rainforest IV origins at New Music in New Hampshire (1973). CIE’s evolution continues with the most
recent Rainforest V (variation 3) that opened at Arter in September 2021, completing a cycle of those 4 variations.

With other CIE collaborators, Edelstein had the honor of participating in the realization and performances of David
Tudor's Rainforest from the Stephen Petronio Dance Company’s Bloodlines series for Merce Cunningham’s RainForest.
His realization of Tudor's Weatherings for the Lyon Opera Ballet production of Exchange toured extensively in France
during the 2018-19 season.

As an undergraduate, he studied algorithmic composition with Joel Chadabe. There was a hallmark semester as
teaching assistant under Alvin Lucier at Wesleyan. His early interest in electronic systems, and those early mentors,
the collaboration with David Tudor, John Driscoll and CIE has informed much of his subsequent work.

Edelstein’s work typically involves software rendered compositions and performances via construction of focused
sound fields and related possibilities of human interaction. Works have used fractals as compositional and structural
tools for these sonic constructions. For the Impulsion series, encoded reverberant objects are folded upon themselves
and acoustically rendered in space. In the last few years, he revisited early video collaborations with Tom Dewitt in a
series of integrated video audio sketches with origins as Lissajous figures.

Support for this work has been received from: Akademie der Kunst, Brown University, Caramoor Center for the
Music and Arts, EAAT, EBA, Edition Block, Experimental Intermedia Foundation, Experimental Television Center,
Festival dAutomne, Getty Research Institute, Holland Festival, Kunsthaus Aarau, Koprod, Laboratorio Arte Alameda,
Harvestworks Digital Media Arts Center, The Kitchen, Mills College, NEA, New World Records, NYSCA, Performing
ArtServices; SUNYA CEMS, PAC and Research Foundation; Wave Farm, UCSD, WNET-TV Lab, ZBS Foundation, and
others.
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Eskizler (phm)
2017
Video ve Ses

Sketches (phm)
2017
Video & Sound
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Bu video ve ses eskizleri, 1970'lerin baslarinda Tom Dewitt ile is birligiyle analog sentez teknikleri kullanilarak
gelistirilen algoritmanin dijital olarak hayata gecirilmesidir. Her eskiz icin ayni algoritma yapilandirma ve performans
degiskenlerindeki cesitlerle kullanilir. Hem gérintid hem de ses ayni algoritmik kaynaktan elde edilir.

These video and sound sketches are a recent digital realization of an algorithm developed using analog synthesis
techniques in collaboration with Tom Dewitt in the early 1970s. For each sketch, the same algorithm is used with
variation in configuration and performance variables. Both image and sound is derived from the same algorithmic

source.
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RAW

RAW yaraticili§i kendine 6zgi yontemlerle ifade etmek icin yola cikmis, deneysel performanslar sunan bir ses
ve goruntd grubudur. Kullandiklari ses ve gortinti ham maddelerini es zamanli olarak programlayarak (live-coding)
canl performansa donustiren ekip Selcuk ARTUT ve Alp TUGAN'dan olusmaktadir. Berlin, Tokyo, Londra, Helsinki,
Istanbul, Viyana, Belgrad gibi bircok farkli sehirde cesitli Elektronik Mizik ve Medya etkinliklerinde sahne alan RAW,
tepe kameralari ve blyltk ekranlarda yansitilan kod gérinimleri ile sahnede Uretilmekte olunan isitsel ve gorsel
performansi gézler dniine sunmaktadir. Ortaya ¢ikan goérsel ve isitsel deneyim, dogaclama bicimleri yapisinda guralta,
elektronik, tekno, minimal ve ambient estetik anlayislari arasinda dolasmaktadir.

RAW is a live coding duo (Selcuk ARTUT, Alp TUGAN) creating experimental Audio Visual Performances.
Performances are composed of improvisational live coded sonic structures accompanied with preprogrammed
interactive visual materials. Performed at various Electronic Music and Media Events in places like Berlin, Tokyo,
London, Helsinki, Istanbul, Belgrade, Vienna; RAW invites the audience to immerse into the performance visually with
using additional top cameras, and code views projected on large displays. Sonically, the audial experience moves into
the fields of noise, electronic, techno, minimal and ambient genres with improvisational forms.

http://rawlivecoding.com/

Gercekei
2021
Hareketli Kendinden Ureyen Sanat (Jeneratif Sanat)

Down to Earth
2021
Kinetic Generative Art
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Down to Earth (Gercekei) ifade bicimi olarak elektronigi kullanan bir yerlestirmedir. Toprak Ana'nin isyanda oldugunu
ne kadar yUksek sesle séyliyor olsak da, ayadimiz frene degmeden yokus asagdi inmeye devam ediyoruz. Dahasi, tim
cehalete ragmen, Uzerinde yasanacak topraktaki kitlik ile birlikte bir gelecek yansitma durumunu ihmal ediyoruz.
DuUnya Uzerindeki insan ndfusu 6nlenemez bir artisla cogaliyor. Dinyanin comertlidi, duyarsiz yetkililerce daha iyi
bir gelecek adina ciddi sekilde istismar edildi. Simdi ise, gelecedi tam da su anda gerceklesmesi icin tasarlamaya

calisiyoruz. insanlar, kolonyal icgidulerini sinsi bir mucizeyle beslemek icin baska bir gezegene inmeye heves ediyorlar.

Ama biz muhtesem manzaralariyla dinyaya sahibiz, dinya halé gorilmek ve saygi gormek icin duruyor. Bu yapitta
izleyici, aciyla kivranan dinyayi temsil eden hareketli bir zemin gézlemleyecek.

Down to Earth is an installation that uses electronics as its form of expression. No matter how loud we get to
pronounce that mother earth is crying, we are going down the hill with no brakes at all. Despite all the ignorance,
moreover, we neglect the case of projecting a future with the scarcity of land for a living. The population of humans
on earth is increasing with an unavoidable multiplication. The generosity of the earth has been abused severely by
the senseless authorities for the sake of a better future. Now we are striving to draw the future to happen right now.
People are eager to land on another planet to cherish their colonial instinct with an insidious wonder. But we have the
earth, with its marvelous landscapes, the earth sits still to be seen and respected well. In this piece, one will observe
a moving ground that represents earth writhing with pain.
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SETH CLUETT

Seth Cluett besteci, gorsel sanatei ve yazardir. Fotograf ve resimden, yerlestirmeye, performans ve elestiri yazilarina
uzanan calismalara imza atan sanateinin “incelikli... bastan cikarici, strdkleyici” (Artforum) ses calismasi, “titizlikle
odaklanmis ve ayrintilarla dolu” (e / i) ve “dramatik, gicli ve dogayla uyum icinde” (The Wire) olarak nitelendirilmistir.
Foundation for Contemporary Arts Emergency Fund ve Meet the Composer programlarindan hibe kazanan sanatginin
eserleri The Whitney Museum (New York), MoMA / PS1 (New York), Moving Image Art Fair, CONTEXT Art Miami, GRM
(Paris) ve STEIM (Amsterdam) gibi uluslararasi mekanlarda sergilenmistir.

Cluett, Mizik alaninda (Bilgisayar Mizigi ve Ses Calismalari) Ogretim Uyesi, Columbia Universitesi'nde Bilgisayar
Mlzik Merkezi ve Ses Sanati Programi Direktdr Yardimcisi ve Nokia Bell Labs'ta “Sanat ve Teknoloji Deneyleri”
konusunda Misafir Sanatci olarak calismaktadir.

Seth Cluett is a composer, visual artist, and writer. With work ranging from photography and drawing to installation,
performance, and critical writing, his “subtle..seductive, immersive” (Artforum) sound work has been characterized as
“rigorously focused and full of detail” (e/i) and “dramatic, powerful, and at one with nature” (The Wire). The recipient
of grants from Foundation for Contemporary Arts Emergency Fund and Meet the Composer, his work has been
presented internationally at venues such as The Whitney Museum, MoMA/PS1, Moving Image Art Fair, CONTEXT Art
Miami, GRM, and STEIM.

Cluett is a Lecturer in Music (Computer Music and Sound Studies), the Assistant Director of the Computer Music
Center and Sound Art Program at Columbia University, and is Artist-in-Residence with Experiments in Art and
Technology at Nokia Bell Labs.

www.sethcluett.com

Kapanisin imkansizligi
2021
Tek Kanal Video, 2 Kanal Ses

The Impossibility of Closure
2021
Single Channel Video, Two Channel Sound
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“Senkronik bir batlnun icine kapanisin imkansizhgini ve acikhdi yaratan sey, uzamsal dizilim ve siralanma olgusudur.
Ya da bir baska deyisle, bu uzamin sans/aciklik unsuru, her biri kendi icinde kaotik olmayan yapilarin yan yana bir
arada var ve mevcut olmasindan dogmaktadir.”

Doreen Massey, For Space (2005)

izolasyonun giderek artigi glinimuzde, kamusal yesil alanlarin evin sinirlarindan ve sehrin kalabaligindan kurtulmak
icin gidilebilecek bir yer olarak halka acik yesil alanlarin 6nemi bdyUimus ve rolG artmistir.

Surekli sikisik yollari ve hareketli ticaretiyle sehir ile kentin parklari arasindaki kesisme noktasi sadece yesil ve
grinin birlesme alani degil, ayni zamanda is ve eglence dinyalarinin net bir sekilde tanimlanmasini saglamak icin
citler, duvarlar ve kapilarla cevrelenmis ve fiziksel olarak ayrilmis bir sinir bélgesidir. Bununla birlikte, sehir yasaminin
birbirine komsu olan yuzlerini birbirinden ayiran gézenekli sinir duvarlarinin icinden bazen sizan, bazen de patlayan
kentsel ses manzaralari her zaman israrci bir sekilde Ust Uste binerler. Zihnimiz, dogal manzaranin, kuslarin, kdpeklerin
ve oynayan gurultild insanlarin lokal ses manzaralarini algilamaya calisirken bu sesleri bir kenara iter, fakat issizliktan
kacan her ses karmasasinda bir gerilim ve bir guzellik vardir. Magduriyet ve édullendiriime arasinda sirekli degisen
roller, her biri kendi zamaninda ve kendi yontemiyle nelerin sevilmesi ve nelerin istenmemesi gerektigine isaret eder.

"It is the fact of spatial juxtaposition which produces the openness, the impossibility of closure into a synchronic
totality. Or, to put it the other way around, this element of the chance/openness of space results from the coexistence
of structures which are each in themselves by no means chaotic."

Doreen Massey, For Space (2005)

These current times of increased isolation have amplified the role of public green space as a destination for
respite from the confines of the home and the congestion of the city.

The seam between urban parks and the city, with its busy roadways and bustling commerce, is not merely a
juxtaposition of green and gray, but a physically demarcated border cordoned off by fences, walls, and gates to
ensure the clear delineation of work and leisure. There is always, however, the persistent superimposition of the urban
soundscape, sometimes seeping, sometimes blasting through the porous boundary that separates these neighboring
facets of city life. The mind pushes these sounds aside while taking in the heterogeneous multiplicity of the natural
landscape, the local soundscape of birds, dogs, and boisterous people at play, but there is a tension and a beauty to
each complex of sounds, each eschewing solitude. The constantly shifting roles between nuisance and gift point up
what is to be loved and loathed, each in its own time, in its own way.
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ZAFER ARACAGOK (SIFIR)
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Zafer Aracagodk cikis noktasini Deleuze ve Guattari felsefesinden alan, duyusallik temelinde isitsel ve gorsel
kavramlar Ureten bir disinir ve beste-bozucudur. Metinsel, isitsel, gorsel islerinde disunurlerin felsefesinde yer
alan olumsuzun glcinl yeniden sekillendirerek glincel sanat ve felsefede bugtn artik iyice yer etmis varlikbilimsel,
olumlayici ve ivmeci yaklasimlara karsi yeni stratejiler iretmektedir. Deneysellikten cok deneyimsellie dnem veren
sanatcinin ses islerinde bir kulak zarina sahip olmayan ama her seyiyle kulak kesilen birey-kac'in varliga gecisi kutlanir.

Aracagodk, Turkiye ve yurt disindaki Universitelerde Kita Felsefesi ve Sanat Kurami alanlarinda dersler vermis,
kita felsefesi ama bilhassa Deleuze ve Guattari felsefesindeki imge, ritim, rezonans ve gurdltu gibi konular tGzerine
bircok akademik makale ve kitap yayinlamistir. Son calismalari arasinda, her ikisi de Punctum Books NYC tarafindan
yayinlanmis Atopological Trilogy: Deleuze and Guattari (2015) ve Nonconceptual Negativity: Damaged Reflections
on Turkey (2019) vardir.

Sanater elektronik/deneyimsel tirde muizik Uretimine 2000 yilinda SIFIR adi altinda baslamis; 2000-2005 yillari
arasinda Ada Muzik'ten G¢ albim yayinlamistir. Bunlarin arasinda en dikkat cekicisi, Nietzsche felsefesi ve distnirin
Torino'da delilikle sonuglanan krizi ile ilgili olan Ben Aptalim Cunkid Oliyim, Ben Oliyim Cinkid Aptalim (2005)
olmustur. Ardindan sirasiyla KOG (2009); | Want to Be a Suicide Bomber (2011); Zazou and the Closets on House-
Darkness (2013) adli albimleri ingiltere'de White Label Music tarafindan yayinlanmistir. SIFIR Belcikali plak sirketi
Sub Rosa’nin 2016'da yayinladigr Anthology of Turkish Experimental Music 1961-2014 yer almistir. Beste-bozucunun
son isleri arasinda, Almanya'da Mille Plateux/Force Inc. tarafindan yayinlanan Ultra Black of Music derlemelerindeki
deneyimseller ve 2020'de italyan Rizosfera adli plak sirketinin cikardigi Chaos Variation VII (Obsolete Capitalism ile)
adl plak vardir. Plak ayni zamanda ingiliz plak sirketi Rough Trade tarafindan Rough Trade Exclusive olarak basiimistir
ve dagitimi yapilmaktadir.

www.sifiro.com
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future is already here. It's

unevenly compo

Zafer Aracagok is a philosopher and a de/composer from Istanbul who produces affective aural and visual concepts
which find their point of departure in the works of Deleuze and Guattari with an interest to rethink the force of
the negative in the philosophers’ work so as to fabulate new strategies in face of the ontologising, affirmationist
and accelerationist tendencies in contemporary philosophy and art. Concentrating on experientiality rather than
experimentality, his sound works move towards a becoming-all-ears with no tympanum to welcome the coming into
being of the -dividual.

Aracagodk taught Continental Philosophy and Philosophy of Art at various universities in Turkey and abroad. He
published many scholarly articles on the issues of image, rhtyhm, resonance and noise in continental philosophy and
particularly in the philosophy of Deleuze and Guattari which appeared in international academic journals. Among
his most recent books available in English Are Atopological Trilogy: Deleuze and Guattari (2015) and Nonconceptual
Negativity: Damaged Reflections on Turkey (2019) both published by Punctum Books NYC.

He started producing electronic/experiential music in 2000 under the name of SIFIR which means “zero” in Turkish.
Between 2000-2005 he released three albums by Ada Music of Istanbul, the most notable of which was I'm Stupid
Because I'm Dead I'm Dead Because I'm Stupid (2005), commemorating Nietzsche’s philosophy and his collapse in
Turin. Later on his albums, KOG (2009); | Want to Be a Suicide Bomber (2011); Zazou and the Closets on House-
Darkness (2013) were released by White Music Label, UK. His music also appeared in Sub Rosa’s Anthology of Turkish
Experimental Music 1961-2014 in Belgium in 2016. His most recent de/compositional pieces were released by Mille
Plateaux/Force Inc. in Ultrablack of Music compilations in DE and by Rizofera as Chaos Variation VII (with Obsolete
Capitalism) in Italy and as Rough Trade Exclusive in UK in 2020.
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Gelecek Zaten Burada
2021
Ses Sanati, 08:46

The Future Is Already Here
2021
Sound Art, 08:46
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GELECEK ZATEN BURADA

Distopya’nin kavramsal olarak temelinde, su an icinde bulunulan hayattan duyulan hosnutsuzlugun gelecekte
daha da kétilesecedi ve bizleri daha da karanlik bir gelecegin bekledigi éngériist vardir. Utopyanin aksine, bugin
icinde yasadigimiz kosullardan yola cikilarak olusturulan bir imgeyi daha sert, karanlik ve bogucu anlamda gelecege
projekte eder.

Boyle bir projeksiyon imkanini yaratan sey, gerek Utopya gerekse distopya olsun, gecmis-simdi-gelecek olarak
Uc alana bolinmias zaman kavramidir. Oysa bu tir bir zamansallik anlayisinin, Sokrates ve Plato dncesi disUnurlerin
ya da Stoiklerin zamansallik anlayisiyla yakindan uzaktan bir alakasi yoktur. Ozetleyecek olursak, Stoiklere gére
zaman sonsuz bir simdi'den olusur: zamansalligi kuran sey ise gecmis ve gelecedin surekli bir hareket iceren bir akisla,
birbirine zit yonlerden simdiye dogru akmasidir.

Eger zamansalligi bu sekilde kavrayacak olursak, gelecede projekte edebilecedimiz bir imge yoktur. Olan her sey
su an, burada olmaktadir ve hosnutsuzlugun imgesini olusturan sey strekli gecmis ve gelecekten su an'a akan imge
kirintilardir, imge strekli bir hareket ve degisim icindedir.

Su ana kadar bu farkli zamansallik kavramini anlatabilmek icin imge'ye basvurduk. Oysa bu durumu aciklamanin
bir baska yolu, distopya ya da Gtopyanin gelecegde projekte ettigi seyin bir imge degil de ses ya da seslerden olusan
bir kompozisyon oldugunu tartismaya acmak olacaktir.

Notaya dokulmus her kompozisyonun gerceklesme ani gelecekte yatar. Ses notaya dokilmus, kagida islenmistir ve
ancak icra edildigi an, yani gelecekte var olan bir anda icra edildigi an, simdi’'sine, su an’'ina kavusur. Ayni distopik ya da
Utopik imgenin gelecege projekte edilerek bir anlam, bir hayat kazanmasinda oldugu gibi simdi’si ancak gelecekte icra
edildigi zaman gerceklesir. Ote yanda, hemen sdyle bir soru sorulabilir: herhangi bir kompozisyonun gelecekte hayata
gectiginde, Utopya ya da distopyada oldugu gibi bizi haberdar edebilecedi, uyarida bulunabilecedi iyi ya da kotu bir
durumdan bahsedebilir miyiz? Bu noktada sdylemem gerekiyor ki, imgenin ve sesin yokluktan var olusa gectigi anlar
birbirlerine hic benzemezler. imge var olusa gecme anini temsil etme — soyut ya da somut fark etmez - iddiasiyla
kurarken, sesin var olusa gecme ani ya da bir seyi temsil edip etmedigi Schopenhauerden beri tam bir muammadir.
Akliselime gére, herhangi bir sesin ses olabilmesi icin bir nedene ihtiyaci vardir. insan sesi, hayvan sesi, herhangi bir
doga sesi, nedensiz var olamaz. Elimize bir igne battiginda “ah” diye haykirdigimiz gibi bir sesin yokluktan var olusa
gecmesiicin bir iJneye, besteciye, enstrimana, icraciya, yani gelecekten énce varolan bir nedene ihtiyacimiz vardir ki
ses bu nedensellik iliskisi ile var olusa gecebilsin.

Nedensellikle aciklanabilen sesin yokluktan var olusa gecme anina Tinnitus adini verdigimiz ve hald net bir
aciklamaya kavusmamis rahatsizlikta ne olur? isitilen sesler, fisiltilar, cigliklar, cinlamalar nereden ve nasil hasil olur?
Bu sesler biz isitmesek de hep varolmakta olup da, yalnizca isitme organimizda, kulak zarlarimizda bir ariza olunca
mi isitilebilir hale gelirler? Tinnitus onu yasayan icin bir cehennemdir: insanla her zaman var olan bir cehennem. Sesin
gercek dogasi bu olabilir mi? Ses diye nitelendirdigimiz seyin 6tesinde, ardinda, nedensellik icermeyen sey nedir?
Simdi'den duyulan hosnutsuzlugun gelecekte daha da kétlye gidecegdini varsayan distopya, herhangi bir distopik
durumdan daha da kétusunl yasadigimiz, distopya’nin simdi'yi ele gecirdigi ginimuzde, sesin ortbas edilen dogasini
ortaya cikartmaktan yana midir? Artik gelecege hic ihtiyacimiz kalmamis midir?

Durum sunu gosteriyor ki bugin COVID-19 virlsU sonucu icine hapsoldugumuz sessizligin, gelecege bir projeksiyon
yapabilme imkansizliginin altinda buglne kadar inandigimiz, sesin var olusa gecme kosulunu olusturdugunu
varsaydigimiz nedensellik, neden-sonuc iliskisi var. Bu anlamda, distopya artik bugln, simdi, su an'a dontsmuUs,
Ustimuze karabasan gibi cokmusse, bununicinden birkacis hatti yaratmamiz belki de bugline kadaricinde yasadigimiz,
inandigimiz zamansallik anlayisini geride birakmamiza baglidir. Belki distopya’nin simdi'yi tamamiyla ele gecirmis
olmasinin boyle bir avantaji vardir: belki bu sayede ses ile olan iliskimizi gézden gecirmenin, tekrar dizenlemenin,
dlzenlemeden dizenlemenin vakti gelmistir.
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Yukarida s6zinu ettigimiz kavramsallastirma cabasiyle birlikte bu calismanin cikis noktasini William Gibson'in dnce
kisisel bir yazismasinda, ardindan az bir farkla Neuromancer (1984) adli romaninda gecen bir cimle olusturmaktadir:
“Gelecek zaten burada. Sadece esit olmayan bir sekilde dagrtilmis”.

Gelecegin, gercekligini gelecege projekte edilen bir karanlik imgeyle kuran distopyanin bugtin’e gelmis, dontsmus
oldugu iddiasini gliclendirmek icin Gibson'dan alintiladigim cimleden yola cikarak 84 tane, birbirinden farkli varyasyon
Urettim. Bu varyasyonlari dinyanin farkli Glkelerinden gelen 68 katilimciya farkli dillerde okutturup, 313 farkli ses kaydi
elde ederek, GELECEK ZATEN BURADA adli beste-bozumunu olusturdum. Simdi'ye farkli bir acidan yaklasmak ya da
su an icinde yasadigimiz karanhktan kurtulabilmek icin 8:46 dakikalik bir dinleme slresinin yeterli oldugunu tabii ki
dlsinmuiyorum ama en azindan bdyle bir olasiliga kulaklarimizla isaret etmek istedim.

THE FUTURE IS ALREADY HERE:

The conceptual basis of dystopia consists of a foresight that the discontent we feel about our lives at the moment
will get even worse and a much darker future awaits us. Contrary to utopia, a dystopia creates an image from the
conditions we live today and projects it into the future in a harsher, darker and suffocating way.

What gives possibility to such a projection, whether it is utopia or dystopiq, is our concept of time that is divided
into three components such as past, present and future. However, such an understanding of time had got nothing
to do with pre-Socratic philosophers' or with the one of the Stoics. Briefly, according to Stoics, time consists of an
infinite ‘present” what establishes temporality is the past and the future flowing into the present from opposite
directions in a constant movement and flow.

If we grasp temporality in this way, there will be left no image that can be projected into the future because when
everything happens here and now what forms the image of discontent would dissolve into the bits and pieces of
images constantly flowing from the past and the future into the present where the image would be in a perennial
movement and change.

Until now, we have used images to explain this different concept of temporality. However, another way of explaining
this would be by way of opening up our discussion to a replacement. What happens if the issue of image in our
discussion of temporality is replaced by sound or a composition of sounds?

As we know it from experience, the moment of realisation for each ompositional notation lies in the future. The
sound might be notated and put on paper but it arrives its 'present!, its 'now' only when it is performed, that is, when it
is performed in a future moment. Just like a dystopian or a utopian image gaining meaning and life by being projected
into the future, the ‘present’ of the composition is realised when it is performed in the future. On the other hand, we
can immediately raise the following question: what is the moment of passing from non-being into being of a sound
whether in a utopic or dystopic framework? Here, | should say that the moments when images and sounds pass
from non-being into being or presence do not resemble each other at all. While an image establishes its moment of
coming into being through a claim to representation — be it abstract or concrete — the moment when a sound comes
into being or whether it represents anything has been a complete mystery since Schopenhauer.

According to common sense, sound needs a reason to become a sound. Human sounds, animal sounds, any sound
of nature cannot exist without a reason. Just like when we scream 'ouch' when for example our finger is pricked by a
needle, a sound needs a needle, a composer, an instrument, a performer to be able to pass from non-being into being;
in other words, it needs a reason that already exists prior to its future moment of realisation so that it can pass into
being through a relationship of causality.

What happens to sound, the sound's passage from non-being into being when it comes to Tinnitus, an affliction
for which there is still no clear, exact, scientific explanation? What happens to sound's passage from non-being into
being when there is no apparent reason? What happens to this passage when causality does not apply any more?
From where and how do these sounds, whispers, screams, and ringing that one hears originate? Do these sounds

always exist even if we do not hear them? Can they only be heard when there is a problem in our hearing organ or our
eardrums? Tinnitus is a living hell for those who experience it: a hell that lives with the afflicted constantly. Could this
be the true nature of sound? What is it that lies beyond or behind this thing we call sound, which does not involve
causality? Does dystopia, which assumes that the discontent we feel about the ‘present’ will get even worse in the
future, stand forth revealing the concealed nature of sound of our age in which we are experiencing a much worse
situation than any dystopia, and in which dystopia has taken over our present? Do we no longer need the future at
all?

The current situation shows that behind the silence that we are trapped in today and behind the impossibility
of making a projection into the future due to the COVID-19 virus, there lies the disappearance of causality, the
relationship of cause and effect, which we have always believed in and assumed to be the prerequisite for sound's
coming into being. In this sense, if dystopia has turned into today, into now, into the present moment, looming over
us like a nightmare, then perhaps it is by leaving behind the understanding of temporality which we have lived in
and believed in until now that we can be able to create a line of flight, a line of escape. Perhaps there is such an
advantage to dystopia completely taking over the ‘present”: perhaps it is time that we review, rearrange and reorganise
- re-regulating without regulating — our relationship with sound.

Finally, what constitutes the point of departure for this work, along with the conceptualization outlined above, is a
sentence by William Gibson, which he first wrote in a personal correspondence and then used, with a slight change,
in his novel Neuromancer (1984): “The future is already here. It's just unevenly distributed.”

To reinforce the claim that the future is now, and that dystopia, which establishes its reality through a dark image
being projected into the future, has become our truth today, | have produced 84 different variations based on this
quote from Gibson. By having 68 participants from different countries read these variations in different languages
and creating 313 different sound recordings, | have de-composed THE FUTURE IS ALREADY HERE. Of course, | do
not think that 8:46 minutes of listening time is enough to approach the ‘present’ from a different angle or to escape
the darkness that we are currently imprisoned, but | wanted at least to point to such a possibility through our ears.
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SALOME VOEGELIN + DAVID MOLLIN

Salomé Voegelin, sosyopolitik ve disiplin disi istifadeci tutum olarak dinleme konusuna odaklanmis bir sanatci, yazar
ve arastirmacidir, Performans ve yayincilik hakkinda makaleler, kitaplar ve yazilar kaleme almaktadir. Sonic Possible
Worlds (Bloomsbury, 2014) baslikh kitabi, 2021 yil basinda gdézden gecirilmis ikinci baskisiyla tekrar yayinlanmistir. Bu
kitabinda, Voegelin, olasi dinyalar ile ilgili tartismayi bedenin sonik olanaklarina ve olanaksizliklarina genisletmekte
ve sesinden turettigi farkl bir bedenin hikayesini anlatmaktadir: insanlar, insansi yaratiklari, canavarlar, vampirler,
bitkiler, seyler ve heniz bir isim vermedigimiz, fakat bir sonik felsefesinin isitmeye ve isimlendirmeye baslayabilecedi
her sey arasinda Hearing the Continuum Between Plural Bodies (Coklu Bedenler Arasindaki Sirekliligi isitmek).

Voegelin'in pratigi katimei, kolektif ve komuinal yaklasimlara dayanmaktadir. Mark Peter Wright ile dazenli
disiplinler arasi dinleme ve ses yaratma etkinligi olan Points of Listening'de (www.pointsoflisteningwordpress.com)
bir araya gelir ve performans yoluyla kiratoryal konvansiyonlari aksi yénde kirate eder. ingiliz arastirma konseyi
sponsorlugundaki “Listening Across Disciplines II” isimli projenin Bas Arastirmacisidir (www.listeningacrossdisciplines.
net). 2008 yilindan bu yana, sesler, seyler, insan sesleri ve yazilarin yaratti§i olanaklarla sosyopolitik, mimari ve estetik
aktlaliteleri ve yerleri tekrar ele alan bir uygulamada David Mollin ile beraber calismaktadir (Mollin+Voegelin).

Voegelin, London College of Communication, University of the Arts London'in Ses bdliminde profesordir ve su
anda University of Fine Arts Braunschweig'de Ses Arastirmalari profesérliga yapmaktadir.

www.salomevoegelin.net

David Mollin, profesyonellesmis cagdas sanat dinyasindaki olumsallik fikirleriyle ilgilenen bir sanatci ve yazardir.
Ozellikle gliciin konsolidasyonu ve metalastiriimasi girisimlerinin etkisi ve bu siirec neticesinde ortadan kaybolan
ve isleri kritik derecede eksik birakan 6geler Gzerine calismaktadir. Bu da somutlasamayan ve surekli olarak séylem
dretiminde yer alan bir sanat yapitinin somutlastirilmasi strecinde yazinin ve sesin kullanimina artan bir ilgi duymasina
yol acmistir.

Gecmis sergileri arasinda; Tate Modern'de sergilenen “Big Blue” enstalasyonunun bir parcasi olan “Century City”,
Bregenz Kunstverein'de “Gymnasion”, Redux Project Space Londra'da “Sir®Eal” ve St Louis, ABD'deki Crowe T. Brookes
Gallery'de “I Can't Fight This Feeling” sayilabilir. Bunlara ek olarak David, Matthew Arnatt ile “The Lisson Gallery”,
“David Mollin’s Lawyer Paintings at a House in Bow” ve “100 Reviews” projelerinde beraber calismistir. Alberta Press
ile yaptigi diger yayinlar arasinda Matthew Arnatt ve Peter Fillingham ile birlikte yazdigi “Dreams and Conflicts: The
Dictatorship of the Viewer, The 50th Venice Biennale” (Disler ve Catismalar: izleyicinin Diktatsrligi , 50. Venedik
Bienali) yer alir. John Reardon ile birlikte "ch-ch-ch-changes: Artists Talk About Teaching" (Ridinghouse, 2010)
kitabinin ortak editorligunt yapmistir.

David Mollin, 2010 yilindan itibaren Swiss Church London ile sanat programi organize ve tesvik etmektedir. Bu
program, Goldsmiths MFA Kuratérlik programiyla dizenlenen yillik bir serginin yani sira, bireysel etkinlikler ve sergiler
de icerir. 2008 yilindan itibaren Salomé Voegelin ile beraber calismalar yapmaktadirlar. Uzerinde birlikte calistiklar
yerlestirmeler, performanslar, kompozisyonlar ve metinler genellikle baska kisilerle is birligi de icermekte ve uluslararasi
alanda yer almaktadir (6rnegin: Artisphere Washington DC, 2016, Dokumenta 14 Radio, 2017, Manifesto of Rural
Futurism, Palermo 2018 ve Melbourne Avustralya, 2019). ikili su anda, isvic;re Bern Kleefeld'de bir ilkokulun yeni bir yedek
binasi icin mekana 6zgu ve katilimcei bir ses calismasi tasarimi ve uygulamasi icin bir komisyon tzerinde calisiyorlar.

www.davidmollin.net
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Salomé Voegelin is an artist, writer and researcher engaged in listening as a sociopolitical and profitably
undisciplinary practice. She writes essays, books and text-scores for performance and publication. Her book Sonic
Possible Worlds (Bloomsbury 2014) was republished in a revised second edition at the beginning of 2021. In it Voegelin
expands the discussion of possible worlds into the sonic possibility and impossibility of the body, and fabulates a
different body from its sound: Hearing the Continuum Between Plural Bodies; between humans, humanoid aliens,
monsters, vampires, plants, things and anything we have no name for yet but which a sonic philosophy might start
to hear and call.

Voegelin's practice engages in participatory, collective and communal approaches. She co-convenes, with Mark
Peter Wright, the regular cross-disciplinary listening and sound making event Points of Listening www.pointsoflistening.
wordpress.com, and uncurates curatorial conventions through performance. She is the Pl (Principle Investigator) of
the UK research council funded project Listening Across Disciplines Il www.listeningacrossdisciplines.net. And since
2008 she collaborates with David Mollin (Mollin+Voegelin) in a practice that reconsiders sociopolitical, architectural
and aesthetic actualities and sites through the possibilities of sound, things, voices and texts.

Voegelin is a Professor of Sound at the London College of Communication, University of the Arts London, and
currently represents the Professorship in Sound Studies at the University of Fine Arts Braunschweig.

www.salomevoegelin.net

David Mollin is an artist and writer concerned with ideas of contingency within the professionalised contemporary
art world. In particular, he works with the effect of the attempts at power consolidation and commodification and
those elements of the work that disappear as a result of such a process, rendering work critically incomplete. This has
led to an increasing interest in the use of writing and sound as a process of materialisation of an artwork that fails
to materialise, living perpetually within discourse production.

Past shows include Century City as part of the Big Blue installation at Tate Modern, Gymnasion at the Bregenz
Kunstverein, Sir®Eal, at Redux Project Space London and | Can’t Fight This Feeling at Crowe T. Brookes Gallery in St
Louis, USA. In addition, David has worked collaboratively with Matthew Arnatt on the projects The Lisson Gallery,
David Mollin’s Lawyer paintings at a House in Bow and 100 Reviews. Other publications with Alberta Press include
Dreams and Conflicts: The Dictatorship of the Viewer, The 50th Venice Biennale, co-authored with Matthew Arnatt
and Peter Fillingham. He co-edited ‘ch-ch-ch-changes: Artsits talk about teaching’, with John Reardon, published by
Ridinghouse, 2010.

Since 2010, he has been organising and instigating the arts programme, in collaboration with and for, the Swiss
Church London. This has included an annual exhibition organised with Goldsmiths MFA curating course, as well
as individual events and exhibitions. And since 2008, he has worked collaboratively with Salomé Voegelin. Their
collaborative installations, performances, compositions and text pieces often include further collaborators and take
place internationally (e.g. Artisphere Washington DC, 2016, Dokumenta 14 Radio, 2017, Manifesto of Rural Futurism,
Palermo 2018 and Melbourne Australia, 2019). They are currently working on a commission to design and realise
a site-specific and participatory sound work for a new replacement building of a primary school in Bern Kleefeld,
Switzerland.

www.davidmollin.net
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KAPALI ALANLAR, ACIK ARAZILER:
CITLERE KARSI SOZCUKLER

David Mollin + Salomé Voegelin

Bu makale sinirlar ve bélmeleri, dinleme ve kayit sireci
Uzerinden ve metinsel fonografi acisindan ele aliyor. Yerin,
dilbilgisinin ve bedeninetrafindakicitlereiliskinkelimelerle
bir saha kaydi sunuyor. Uretilen kayitlara degil, mekan ve
dilin icrasi olarak kayit sdrecinin kendisine odaklaniyor
ve bunu yaparken, strecin sundugu imkanlarin kosullari
Uzerine dUsUnuyor: imkansizliklar seklinde sahayi ve
onu kaydeden 6zneyi cevreleyen erisim ve kisitlamalari
dustnuyor.

Sair John Clare'den ve onun, 1750 tarihli Enclosures
Act’e (Citleme Yasasi) karsi siirlerinde kelimelerin acik
sahasini icra etme cabasindan bahsedip erisimin
ceperlerinde Clare ile birlikte yurtyerek, citlerin ve
dilbilgisinin siddetini Etienne Balibar'in bahsettigi siyasal
kontrol siddeticercevesinde ele aliyor, kapalialanlarin sinir
cizgilerini siddet karsithgiyla degil de ses ve konusmanin
bolinmezligiyle asmak icin Luce lIrigaray ile birlikte
“bilinmeyen topraklar” ihtimalini gerceklestiriyoruz.!

Ses tek bir cizgiye uymaz, duyuldugu alan icerisinde
dinleyiciyi cepecevre saran ses yogunluklarinin
bolinmezligini gosterir. Yerlesik bir katilim Gretir ve talep
eder; askeri, siyasi veya kapitalist girisimlericintopraklarin
bolinmesi ve kapatilmasi ihtimali ylizinden gorsel hayal
glcunde sinirlanmistir bu katilim. Fakat bu tir bir sinirlama
ve erisim kisitlamasi ayni zamanda saldirgan bir vizyona
yonelik arzu ve gerekce de sunar: gorsel sinirlari yok eden
ve arada kalanlarisese dokenisitsel birhayal glcy; “sunun”
veya “bunun” ortaya cikmasini saglayan cizgileri degil de
onlar arasindaki iliskileri ve etkilesimleri kaydettigimiz
isitsel bir hayal gici.? Oyleyse kayit edilen, bir malzeme
degil de semantik ve siyasal cizgiyi kiran, simgeyi oldugu
gibi acia cikarmay! reddedip bilinmeyen bodlgelere
parca parca giren bir tir performans kalintisidir: “bilimin,
dinyanin yazi dili olmasiyla [haritacilik ve haritalar,
dil ve dilbilgisi] bastirilan tim anlatilara, hikayelere ve
glzergahlara” giren.® Clnkd, Harun Farocki'nin de belgesel
filmler Gzerine konusurken uyardidi Gzere buradaki tehlike,
kaydedilen saha bilinmezligini korurken kayit cihazinin ve

tesisinin gorunur ve taninir hale gelmesidir:
I Thrift, ‘Performance and Performativity: A Geography of Unknown Lands’, s. 133.

2 Massey, Doreen, For Space, Londra: Sage Publication, 2005, s. 9.
*age, s25

Farocki, televizyonda belgesel adiyla yayinlanan
seylerin cogunun cekilen seyin konusundan
ziyade belgeleme yontemlerine odaklandigindan
sikayetcidir. 1947 yilindan bir haber kaydinin
aslil belgeledigi, asil gosterdidi seyin, bu haber
kaydinin yayina nasil hazirlandidi ve o dénemde
gecerli konusma kurallari oldugunu soéyler. O
déneme ait seylerin nasil géztktigunu ya da
konusan kisinin neden bahsettigini neredeyse
hic gostermez*

Farocki'ninsdylediklerinden anladigimiz, kayit cihazinin
kendisine degil de kayit altina alinan seye ulasabilmek
icin farklh olani, alisiimadik olani her gin yenilememiz
gerektigidir: bulundugumuz yerin siyasal dizenini tekrar
teyit etmek yerine sahayi icra etmek icin, bulundugumuz
yere iliskin dinleme yapmak-ses Gretmek icin.

Bu tavsiyeden yola c¢ikarak bu makale de haritalara
ve onlarin idari diline, sinirlarina ve citlerine bir tur
karsi koyma bicimi olarak sahanin icra edilmesini
onermektedir. TUm bunlar sahayi anlasilir kilarken ayni
zamanda bir seyleri disarida birakmak suretiyle yénetip
iceride tutulani mesru kilarlar. Bunun yerine sahalari
yeniden tasarlamak, dizenlerini yeniden kurmak, farkli
bir saha ortaya koyup bulundugu yere dair yeni bir hikaye
anlatmak icin yumruklarimizi yUlzeylere vurup gorsel
yollar boyunca glc¢lt adimlarla ytrime cagrisi yapiyoruz.

Mekan ve dilbilgisi kurallari icinde koordine edilmis,
hizaya sokulmus haldeyizz temassiz ve bos bir
bicimde izleniyor, haritalaniyor, esleniyor, sokak sokak
gorantuleniyoruz. Dil ve codrafya temelli bu taksonomik
cerceveler, seylerin ve onlarin tanimlarinin ayri ayri var
olmaktan cikip teke indirgendigi dijital dinyada daha da
hiz kazaniyor: harita yerin kendisi haline geliyor, sézcukler
komut oluyor. Bu hizlanma cercevesinde sinirlar ve
citler daha guclt bir etkiye sahip olurken, onlarin gorsel
rejimlerinin ikna kabiliyeti de artiyor. Bu sebeple biz hem
dijitalin ritmine karsi koyarak hem de ona ayak uydurarak
sahayi icra ediyoruz; Clare'in siirlerinde var olan, sesin
nefes alan vicut bulmus hali olarak anlasilan cift
seslilikte, iki farkli sesli harfin carpismasinda hem sanal
hem de gercek sinir ve duvarlara karsi koyan bir direnis
bulmaya calisiyoruz.

“Volker Pantenburg, “Now that is Brecht at last!” Harun Farocki's Observational Films, in Documentary
across Disciplines, Erika Balsam and Hila Peleg, ed. Cambridge MA and London: MIT Press, 2016, s. 159.

Sahanin icra edilmesi bir sinir ihlalidir; siyasal
kontrolin ve dilbilgisi kurallariyla yoksun birakilmis dilin
asilmasidir. Biz bu ihlali ses alaninda ve metin alaninda
gerceklestiriyoruz; bunu da, bir seyleri belgelemek veya
haritasini cikarmak icin degil, pratikte aidiyet ve 6znelligi
canlandirmak ve halihazirda bize sunulan cizgilere
alternatif gelip gecici yoérangelerin gercekliginde yurimek
icin yapiyoruz. Bu saha kaydiyla yapilan muidahale
politiktir. Sesin goérinmez dldnyasi Uzerinden gorsel
dinyanin sinirlarini anlamayi, bu sinirlarin bedenler ve
kimlik Gzerindeki sonuclari Gzerine disinmeyi amaclar:
pasaport kontrol noktalari ve Ulke sinirlari seklinde
vUcut bulan gercek sinirlar ile inanc sistemleri ve kaltarel
farkliliklar Gzerinden var olan ideolojik sinirlari.

Clare'in akil saghgi, etrafi citlerle sarilmis, kapatilmis
bir arazinin bozuk ritminden muzdaripti. Bu durumun
onun bir akil hastanesinde yatmasina da etkisi oldu.
Bu da erisimimiz olan yerlerle aramizda var olan derin
bagr gostermektedir bize: gidebilecedimiz vyerler ve
olabilecegimiz seyler arasindaki derin bag.

ilerledikgce silinir yol

Pesin hikUmler ve g6z yordamina dayali kurallar/
kilavuzlar, baska bir deyisle “rules of thumb” cercevesinde
hareket ediyoruz. Burada bahsedilen “rule of thumb”, 18.
ylzyildan kalma guling bir ingiliz yasasina dayaniyor.
S6z konusu yasa erkeklere, kullandiklari sopa kendi bas
parmaklarindan kalin olmamak sartiyla karilarini dévme
izni veriyordu. Bas parmagdin kalinhgi ya da mikrofonun
boyutu, maternal bir alan olan cevreye uygulanabilecek
siddetin boyutunu, cevrenin nasil kullanilabilecegini,
nasil zapt edilebilecegdini ve sémurilebilecedini dlcmeye
yariyor. Bas parmak ve mikrofon éne cikiyor, komut verip
kontrol ediyor, béylece kayit tusuna basip ylrimenin, su
ya da bu sekilde uzlasmalar veyahut siddet yoluyla dikte
edilmeyecedi fikri garip gelmeye bashyor.

Etienne Balibar siddetin ortadan kaldirilabilecegi
gorasunln, siyasete dair fikrimizin ve siyasi kurumlarla
siyasi uygulamalar tarafindan kontrol edilmeyi kabul
etmemizin temelinde yatttigini séyldyor. Bu, nasil
reddedecegimizi bilmedigimiz bir siddet, clinklU siddeti
kontrol etme cabasi, hayatlarimizin bagli oldugu siddet ve
siddet karsitligi arasindaki sonsuz dongu icinde siyasetin
olasiliklarini bastiran bir gice doénuslyor, alternatif bir

hayal gicu veya yol birakmiyor®

isitilenin  kaydini Gretmek amaciyla kayit tusuna
basmak bu dongusellik icinde gerceklestirilen bir
eylemdir. Direnis yoluyla da olsa bir cesit kontrol etme
eylemidir; isitileni bir cembere sokar ve bu kisitlama
yoluyla bir nesnellik nosyonu elde eder. Fakat bu
nesnellik nosyonunun sunacagi olasiliklar, kayit cihazinin
politikasiyla sinirlidir.  Bu  kayitla, etrafi  cevrilerek
disaridan ayrilan teknoloji ve dilbilgisi alanlari yaratilir.
Sesi, hareket eden ve etrafa yayilan bir maddesellikten
ziyade bir nesne olarak algilar ve bodylece citin, sinirin
varligini ve dinyanin bélinemezligine karsilik boélinme
ihtimalini kabul eder.

Bu, kaydin kendisinin siddetidir; bir performans olarak
farkl bir hayal glict sunan kayit strecinin dedil: bu hayal
gucy, nesnelligin, kisitlamalar ve sinirlar Gzerinden degil
de “bedendeki izlere” ve sahadaki izlere yonelik mesuliyet
alarak ve kaydi gerceklestirirken “parcasi oldugumuz
baglarin sorumlulugunu” Ustlenerek ortaya cikarildigi,
yayilmis ve acik bir daire icinde birbirine bagli olma
halidir® Kaydin icrasi 6znelligimi, bedenimin sahip oldugu
kimlik yerine onun ritmini ve nefesini, ayni zamanda bir
cihaz olarak degil de sahadaki bir varlik olarak mikrofonun
teknolojisini kacinilmaz bicimde iceren seylerin zamanda
birlesimidir. Kayit eden taraf olarak &6zne, mikrofon ve
kaydedilen nesne ile konu arasindaki bu karsilikli etkilesim
pratigi, idari, askeri ve siyasi kontrolin mesrulastiricisi
olarak Balibar'in siddet doénguselliginin  bir parcasi
degildir. Bunun yerine sahanin veya kaydin icinde dedil,
bunlarin arasinda bir noktada var olan bilinmeyen yerlerin
icrasidir; bu ara noktanin bilinmeyen topraklari ve sessel
kurgulari seklinde icrasi: kozmik ve tikenmeyen.

Sahanin icrasi belirli cizgileri takip etmez ya da onlarin
varligini dogrulamaz ama benim pesin hikimlerimi
degistirir; birkac metre yurir ylirimez de o pesin hikimler,
cogul seslerin olasiliginda ortadan kaybolur. Ayni sekilde
g6z yordamina dayali kurallar (rule of thumb) ve kaydin
siddetini hakli cikaran ve kaydedilenin gercekligini
belirleme yetkisini insana veren mikrofonun &lctst de
kaybolur.

Atilan her adim digerlerinden farkli bir kelimeye veya
heceye donUsur, yerlesir. Her kelime yeniden bir ses olur.
Tanidik olmayan isaretler ve sesler cikarilir, duyulur; ayak

5 Etienne Balibar, Violence and Civility, On the Limits of Political Philosophy, NY: Columbia University
Press, 2015, s. 5.

¢ Karen Barad, New Materialism: Interviews & Cartographies ropértaji, s. 51
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seslerinden, zeminden ve bdlinemez bir ses seklinde
sahay! olusturan seylerden tanidik olmayan sesler
duyulur, cikarilir yGrarken; bunlarin kaydi bir ¢izgi olarak
kavranamaz, akiskan olmayan, agdali bir genislemeyi
icra edecek sekilde kalmalidir. Kibrit atesi kadar kisa
omurll, suda sektirilen bir tas gibi nizami kisa kelimeler
olusturulur. Kayitsiz bir performans olarak bu saha kaydi,
dilbilgisinin, anlambilimin kisitlamalari ve beklentilerinin
icrasi degil, jest-kelimelerin icrasidir; Luce lIrigaray’in
faydaci uygulamalarin siddetinden arinmis oksayislar
dilidir ve “kamu 6rtUsUnin veya sinirinin otesine” gecip
sorumluluk almayr kabul eden korumaci kurallariyla
konusmanin sahaya girmesine, “diger”i penetre etmesine
onderlik eder:

Her oksamadan 6nce iki taraftan da evet gelmeli.
Toplumsal hayatin sinirlarini asip senin somut
varolusuna girilmesine izin veren bir evet.
Bedenime, hassasiyetime ve en mahrem dilime
yaklasmana riza goésterdigimin kaniti olan bir
evet ki bunlarin hepsi vatandaslar arasindaki
ortak yasama yabancidir”

Konusma, “cisim bulmus 6znelligin koruyucusudur”,
cisim bulmus alani muhafaza edendir® Ben-sen
seklindeki siddetli bir kimlik belirleme doénglsunin
Otesinde, arada kalanlarin ve baglanislarin jestlerine
taniklik eder. Fakat bu konusma sézctklerle ilgili degildir,
konusmanin icra edilisiyle ilgilidir: digerini anlama ihtiyaci
duymadan, bedenleri ve onlar tzerinden olusan dinyay:
tim mesuliyeti de alarak ihlal etmeye yonelik bir arzuyla
ilerleme seklindeki icrasiyla ilgilidir.

Buna karsin ylrtrken agizdan doékilen tanimlayici
sozcUklerin siddetli aptallidr olduke¢a carpicidir. Ne kadar
az ise yararlar ama ne cok seyi kontrol ederler. Fakat
mekanin ritimleriyle dikte edilen sézcUkler, belki de sozIU
ifadelere bir hafiflik katiyordur. Niteligin tanimi bedenin
ritmiyle, bedenin kendi etrafindaki dunyay: fiziksel,
duyusal-motor yetileriyle fark etmesiyle kirilir. S6zctkler,
agizdan ciktiklarinda olusan tezahtrlerinin etrafinda var
olan seylericin bir 6lct olabilir. Ama bu 6lcy, tipki mikrofon
Olcustinde oldugu gibi, maternal sahaya uygulanabilecek
siddet oranini belirtir. Sézclkler, tanimlayici varhklar

7 Luce Irigaray, To be Two, s. 26-27
®age, s27

olarak kaydin siddetini hakl cikaran ve fallus-merkezci
logolarin (bkz. logocentrism-sézmerkezcilik) gerceklikten
sorumlu olmasint saglayan kurallardir. Ses, muriltilar
ve sessizlik seklinde baska bir dil konusurlar; sahayi
tanimlamayan, onu icra eden bir dil.

Etrafi citlerle kapatilmis gibi gértnenin icrasinda
kullanilan, uzamsal bir ritim icinde bedenle konusulan
dil, sézcuklerin kifayetsizligini ortaya cikarir, verilmek
istenen etkiyi azaltan, miphem yapilarini gézler 6niine
serer. Onlarin bu 6zelligi, altyaziya dokilmus bir anlatida
gorulebilir mesela: anlatinin bariz netligi ve tercimesi,
adimlarin gerisinde kalan belli belirsiz miriltilari dinleyerek
nelerin  UstdnUn dilbilgisiyle  ortdldigunt  gosterir.
Sozcukler, orada bulunanlarla kaynasip mevcut cizgiden
bagimsiz sekilde kendiyollarini cizecek reformlar yaparlar.

148,7metre olacak hertiklama... hayir, 114,9 metre
olacak tiklama basina 1044 metre. Tiklamalar
mesafeyi, dinyayive dinyanin nasil bolindiguani
belirtiyor, ne ydnde bdlindiguint degdil. Ne
yonde bolindigunl ise, haritalandirilmis alani
sinirlarla kapatma niyeti belirleyecek. Soldan
basliyoruz. Bir grup sayinin kuzeyi. Hatta batisi.
Degistiriimemis buyUk buytk yon parcalari; tam
olarak yoénlendirmiyor, gerci yine de sayfanin
disina cikabilirsiniz. Veya tc¢ boyutla ve iki tonla
acilanmis sekilde tanimlanmis bir tugla duvara
carpabilirsiniz. Tiklamalar hecelere déntsuyor,
insanlarin dudaklarindan dokuldtklerinde kaba
bir ses cikariyorlar, ama cuha ciceklerinin ve
yabani stimbdullerin mevsiminde, bir trackpad’in
gUimusi notalariyla sdylendiklerinde sézcuklerin
sayisal olusumuna pek katkida bulunmuyorlar.

1044 metre yapiyorum.

Buraya kadar cikabilirim. Resimlerin devam
ettigi, ayaklarimin altindaki zeminde yapraklarin
oldugu yere kadar. 48 KB. Soézcuklerin arazide
ilerlemek icin bir yol mu olduklari yoksa sadece
ona dokunmaya mi yaradiklari kesinlikle belli
degil.

John Clare ile Arazide Yiriimek

John Clare’in sézcuklerinin ve aralarindaki bosluklarin
ritmi, onun yasadigi kdyde var olup oradaki alani
tanimhiyordu. Soézcuklerinin - dizimi, gtnun doénguleri
icinde hareket ediyordu. Varligini uzamsal boyutta
surddrdyordu; boylece sozcikler de olusturulduklari
seslerde varlik buluyor, Clare’in yurtyuUslerinin, yazilarinin
ve dusUncelerinin akustik ortamina katilip déntstyorlardi.
iste Clare’in yazilar tam da bu yilizden acik arazilere
ve alanlara ihtiyac duyuyordu ki oralarda genis genis
yurlyebilsin, sézcukleri genisletip enginlestirebilsin.

1750 vyilinda cikarilan Enclosure Act’in (Citleme
Yasasi) yurdrlige konmasi ve yarattigi etki, Clare’in
arazisini/sahasini kiclUk parcalara ayirdi, onun hareket
etme kabiliyetine ket vurdu ve boylece gininin ve dilinin
ritmini degistirip bedenine 6limcul bir darbe vurdu, onda
derin bir yara acti. Onun soézclkleri hareket etmeye
temelden baglydi; fakat etkili ve verimli is girisimlerinde
bulunmak ve sermaye elde etmek amaciyla atilantarimsal
kalkinma adimlart acik alanlarda yapilan yUtrGyUsleri
kesti, dizginledi.

Clare'in siirlerindeki sézcUkler ve yurtyusleri birbirine
bagliydi, bu sebeple soézclklerinin anlasilabilirlikleri
yaptigr yuarayUsler baglaminda ortaya cikiyordu. Clare
s6zcukleriyle sahanin kaydini tutuyordu; oradaki ses
ve ritimlerin temsili ya da mekanin kaydi seklinde degil
de sahayi ritim ve sesler araciligiyla yaratan sézctkler
seklinde. Burada kastedilen sey sudur: sahanin kaydj,
sahada var olan seyin yalnizca kaba bir tahminidir,
bir cesit a priori referans noktasi ve tanim olarak,
s6zclkslUz ve cisimsiz sekilde olusan bir benzetmedir;
sahayi, metinsel bir fonografi olarak olusturan sey ise
sahanin icrasi ve yeniden icrasidir. Sonraki okuyucular bu
metinsel fonografi sahasinin icinde yurdyerek kendi ses
ve bedenleriyle onu yeniden icra ederler: betimleyici bir
Olcl olarak degil de Uretken bir glic seklinde durmaksizin
devam eden bir yuriyuUs.

Enclosure Act (Citleme Yasasi), Clare’in yazdigr alani
yok etmistir. Yerlesmis sese dokme, dinleme eylemlerini
ve yUrUyuslerini elinden almistir, ritimde ses bulan ama
sinirlara gelince tokezleyen gicind ortadan kaldirmistir.
Bu noktadan sonra beden ya yere diuser ya da dizenin
veya citin cizgisini degil de onlarin icindeki sessizlikleri
ve yokluklari ihlal ederek yoluna devam eder. Bunlar Lisa
Robertson'in “Unstz sehveti” diye adlandirdigi, “hece

OlcUsunun geleneksel kolaylhgini hem 6zimseyen hem de
ondan uzaklasan” seylerdir, “..bdylece kulak bir kafiyeden
digerine atlamaktansa cizgilerin zengin ortaalanlarina
yonelir” ve bunlari ahenksiz birlesimler icinde icra etmesi
gerekir’?

iste Clare'in  siirinin  ve yUrimenin bu zengin
ortaalanlarinda, kapali alanlarin  sesinde, dilbilgisi
kurallarinin, citlerin icine hapsedilmis sdézcUklerin sesinde
olusan sessizliklerde, gezinme imkaniniz olmadan, artik
acitk olmayanin Uzerine tartismanin yarattigr gerilimle
dolup tasarken tUm o sinirlari hisseder ve onlari ihlal
etmeye, onlarin farkl bir icra Gzerinden yeniden hayal
edilmesine yonelik siddetli bir arzu duyarsiniz.

Bir cit biterken digeri basliyor artik,

mal sahiplerinin

Bir bahce genisligindeki tarla ve cayirlarinin
klcuk sinirlarinda

Kicuk parsellerde memnun edilecek

kiacUk zihinler

Huzursuz hapsedilmis insanlar ve struler

John Clare, the Mores

Clare’in siirleri artik ona ait olmayan alanlarin sinirlarini
ciziyor, sinirlara gelince tokezleyip kekeliyor; kapatiimis
araziler, sozcUklerin ve hecelerin arasinda yanki buluyor.
Peki ya citlerle cevrilmis, artik ylriyemedigi bu kicuk
toprak parcalari? Yonetilen, kontrol edilen, buna veya
suna boélinen; satilabilen, ekonomik ag¢idan etkin, faydal
ve baglantilarin dokunuslarindan uzak bu araziler... Biricra
bicimi olarak metinsel saha kaydi, cizgiyi takip etmekle
yetinemez; onu asmali; sundugu faydayi, dederini ve
onemini sorgulamal; dagarcigini ve anlamini sorguya
cekmelidir. - Sahanin ses kaydi da bir nevi arazi parselidir.
Kayit altina alinmis parseller, saatte 1 GB'lik WAV veya
AIFF dosyalari seklinde zamanda ucar giderler. Bunlar
sahanin ya da yerin dijital parselleridir, veri dosyalari
manzaralaridir: icra edilmemis, sessiz, bir ses degil de
bir nesne. Artik Uzerinde ylrdyemeyecegimiz citlerle
cevrilmis klcuk toprak parcalari.

10 Lisa Robertson on John Clare, https://lemonhound.com/2013/06/06/lisa-robertson-on-john-clare/
(16.03.18de erisildi)
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Kapatilmis diinyalar

Yurimek, giderek sessizlesen hatta yakinlasan
adimlarin  sesini  takip etmek, sesin “digeri” gibi
dizginlenmesiyle s6zcigin kendi Ustine kapanmasi,
adimlarin  daha uzun cumlelere donlismesi veyahut
380 derece vurma sesi, hatta yakin cevreyi genisleten
s6zcuklerin sert darbelerle adizdan dékudlmesi. Sinira
vardigimda yéndmun degisecedini varsayiyorum. Rizgar
yeniden hizlaniyor yaklasiyor, ben yaklasiyorum. Yakinda
kapatilacak bir alanda yanki yapiyor. Yaklasiyor. Citlerle
cevriliyor.

CLOSED SPACES AND OPEN FIELDS:
WORDS AGAINST ENCLOSURES

David Mollin + Salomé Voegelin

This essay considers boundaries and divisions through
the process of listening and recording and in relation to a
textual phonography. It presents a field recording in words
of the enclosure of place, of grammar and of the body.
It does not focus on the recordings thus produced but
on the process of recording as a performance of space
and of language, and considers within this practice the
conditions of its possibility: the notions of access and
restrictions that as impossibilities encircle the field and
the subject recording it.

With recourse to John Clare, his poetry’s attempts to
perform against the ‘enclosures act’ of 1750 an open field
of words, and walking with him along the periphery of
access, we consider the violence of fences and grammar
in the terms of Etienne Balibar's violence of political
control, and perform with Luce Irigaray the possibility
of ‘unknown lands’ to breach the lines of enclosures not
in anti-violence, but in the indivisibility of sound and
speech.

Sound does not obey a certain line but presents the
indivisibility of volumes that enmesh the listener within
its sphere. It generates and demands an inhabited
participation, which is constrained in a visual imagination
by the possibility of partitioning and enclosure of
lands for military, political or capitalist enterprise. But
such constraint and lack of access also provide the
cause and desire for a transgressive vision: an auditory
imagination that implodes visual boundaries and sounds
the in-between, in which we record not lines that create
‘this’ or ‘that’, but their interrelations and interactions.?
The recorded is then not a material but a residue of
performance that breaks the semantic and the political
line and refuses to reveal the sign, but stutters into
unknown territories: the multiple ‘narratives, stories,
trajectories [that] are all suppressed in the emergence
of science as the writing of the world’ its cartography
and maps, language and grammar.? Since, the danger is,
as Harun Farocki warns in relation to the documentary

film, that the apparatus and the institution of recording
1 Thrift, ‘Performance and Performativity: A Geography of Unknown Lands’, p. 133.

? Massey, Doreen, For Space, London: Sage Publication, 2005, p. 9.
2 ibid., p25

become visible and recognisable while the field remains
unknown:

Most of what counts as documentary in television,
Farocki complains, reveals more about the
conventions of documenting than about the
subject that is being filmed. A newsreel from 1947,
he suggests, documents the way the newsreels
were edited and which conventions of speaking
ruled. But it hardly shows how thinks looked and
what someone said*

What we get from Farocki is that in order to try to
access what is there, rather than the apparatus of
recording, one has to, on a daily basis, renew the strange
and the unfamiliar: to perform the field, to produce a
listening-sounding of where it is we are, rather than
confirm its political organization.

Following his advise this text suggeststhe performance
of the field as a mode of resistance to the totality of
maps and their administrative language, their borders
and enclosures, that make the field intelligible but
govern through exclusions and legitimate the included.
Instead, we call for tapping knuckles against surfaces
and treading with heavy footsteps along visual paths to
recompose their design, rearranging their configuration,
asserting a different field and telling a different story of
its place.

We are coordinated within space and grammar:
tracked, mapped, conjugated and street-viewed,
touchless and blank. These taxonomical frames of
language and geography are accelerated in the digital,
where the correspondence of definition and thing is
collapsed into one: where the map is the place and the
word the command. In the sphere of this acceleration, the
boundaries and enclosures attain a stronger potency, their
visual regime an enhanced persuasiveness. Therefore,
we perform the field against and with the rhythm of the
digital to find in the diphthong of Clare’s poetry, in the
clash of two vowels, understood as the breathy bodily
sounds of voice, a resistance to barriers and enclosures,
virtual and real.

“Volker Pantenburg, “Now that is Brecht at last!” Harun Farocki's Observational Films, in Documentary
across Disciplines, Erika Balsam and Hila Peleg, eds. Cambridge MA and London: MIT Press, 2016, p. 159.
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Performing the field is an act of transgression,
transgressing political control and the privation
of language in grammatical rules. We perform this
transgression in the field of sound and in the field of
the text, not in order to make a document or a map of
its territory, but to enact belonging and subjectivity in
practice, and walk the reality of ephemeral trajectories
as an alternative to given lines. This field recording
intervention is political. It aims to understand, from the
invisible realm of sound, the boundaries of the visual world:
actual, as borderlines and checkpoints for passports and
national territories, and ideological, as belief systems
and cultural differences, to engage in their consequences
on bodies and identity.

Clare’s mental health suffered from the broken rhythm
of an enclosed land. It contributed to his internment in an
asylum, which illustrates the deep connection between
what we are in accordance to what places we have
access to: where she can go and what she can be.

The path fades as it progresses

We move with preconceptions and by ‘rules of thumb’,
a broadly accurate guide and practical rule, sticking out
ridiculously as it denotes an 18th century English law,
which allowed a man to beat his wife as long the stick
to beat her with was not thicker than his thumb. The size
of the thumb, or the size of the microphone, is the ratio
by which violence can be done to the environment as
maternal field, how it can be harvested, conquered and
colonialized. The thumb and microphone stick out, they
command and control, and it becomes a strange idea
that pressing the record button and walking will not be
dictated, one way or another, by covenants and violence.

Etienne Balibar suggests that the idea that violence
can be eliminated is fundamental to our idea of politics
and to our acceptance of being controlled by political
institutions and practices. And that it is a violence that
we do not know how to renounce, since, the attempt at
controlling violence becomes a force that suppresses
the possibility of politics in an infinite circularity between
violence and anti-violence to which we are bound, lacking
an alternative imagination and course of action?®

Pressing the record button to produce a recording of
the heard is an action within this circularity. It is an action

5 Etienne Balibar, Violence and Civility, On the Limits of Political Philosophy, NY: Columbia University
Press, 2015, p. 5.

of control, even if through resistance, that parcels off the
heard and achieves through this restriction a notion of
objectivity, whose possibility however is retained within
the politics of the apparatus. This record creates the
fenced off field of technology and grammar. It grasps
sound as an object rather than a mobile and diffuse
materiality, and thus it confirms the fence, the barrier
and the possibility of separation against the indivisibility
of the world.

This is the violence of the record, not of the process
of recording, which as performance proposes a different
imagination: of areciprocal entanglement in a diffuse and
open sphere, where objectivity does not appear through
restrictions and barriers but through accountability
‘to marks on the body’, and to marks on the field, ‘and
responsibility to the entanglements of which we are a
part’ in recording it.®* The performance of recording is a
co-constitution in time of what there is that inevitably
involves my subjectivity, the rhythm and breath of my body
not its identity, and the technology of the microphone, not
as an apparatus but as matter in the field. This practice
of interactivity, in-between the subject as recordist, the
microphone and the recorded object and subject, is not
part of Balibar's circularity of violence, as the legitimator
of governmental, military, political control. Instead, it is a
performance of unknown places that exist not in the field
or in the recording but in-between, as its unknown lands
and sonic fictions: cosmic and inexhaustible.

The performance of the field does not follow and
confirm lines but modifies my preconceptions, and within
a few meters of walking the preconceptions are lost in
the possibility of plural sound. And the rule of thumb is
lost as well, together with the measure of the microphone
as the stick that justifies the violence of the record and
allows man to be in charge of determining the reality of
the recorded.

Each step becomes an odd word or syllable, placed.
Each word becomes a sound again. Unfamiliar marks and
sounds are made, heard, unfamiliar sounds both heard
and made through walking from the sound of footsteps,
the ground and the things that form the field as an
indivisible volume whose recording cannot be grasped as
a line but has to remain performing a viscous expanse.
Short words are formed with flint like brevity and the

¢ Karen Barad, interviewed in New Materialism: Interviews & Cartographies, p. 51

regularity of a stone skimming the surface of the water.
This field recording as performance without record is
not the performance of grammar, the strictures and
expectations of semantics, but of gesture-words, Luce
Irigaray’s language of caresses that is removed from
the violence of utilitarian practice, and leads speech’s
penetration into the field, into the other, by a code of
protection, which goes ‘beyond the civil cloak or border’
and acknowledges responsibility:

A yes from both should precede every caress.

A yes which gives permission to go beyond the
limits of communal life towards your concrete
presence.

A yes which is proof of my consent to your
approach to my body, to my sensibility and to my
most intimate language, all of which are foreign
to the coexistence between citizens.’

Speech is ‘the guardian of incarnate subjectivity’,
and incarnate space® Beyond the circle of a violent
identification, as you or me, it witnesses the gestures of
the in-between and of connecting. However, this speech
is not about words, but the performance of speaking, as a
moving towards without the need to grasp the other but
through the desire for transgression with accountability
to the bodies and the world thus formed.

By contrast, the violent dumbness of descriptive
words when walking through space is striking. How little
they do and how much they control. But perhaps words
that are dictated to by the rhythms of the space give a
lightness to the verbal declarations. The description of the
attribute is diffracted by the body’s rhythm, its physical
and sensory-motor acknowledgement of its environment.
Words can be a measure of what is around their spoken
apparition. But this measure, just as the measure of the
microphone, is the ratio by which violence can be done
to the maternal field. As descriptive entities, they are the
thumb that justifies the violence of the record and allows
a phallocentric logos to be in charge of reality. As sound,
murmurs and silences, they speak another tongue that
does not describe but performs the field.

7 Luce Irigaray, To Be Two, pp. 26-27
¢ lbid,, p.27

Language spoken with the body in a spatial rhythm,
in performance of what seems fenced off, reveals words’
inconclusive nature: their dampening, their undefining
that is heard, for example, in the framing of a subtitled
account whose apparent clarity and translation reveals
what is covered up by grammar from what can be heard in
the vague murmurs behind the measure of the footprints.
Here words mingle with what is there and reform to chart
their own path independent of the line.

148.7 meters each click will be.. no, it's going to
be 1149 meters 1044 meters per click. The click
marks the distance, the world and how it is
divided and not in what direction. That will be
decided by the intent to circumscribe the area
mapped to discuss. Starting left. North of abunch
of numbers. West even. Big chunks of direction
unmodified, not directing as such although you
can walk off the page. Or you can hit a brick
wall that is defined by three dimensions and two
tones angled. The clicks become syllables, and
have a harsh sound when pronounced by human
lips but when chanted in the silvery notes of a
track pad in the season of primroses, and wild
hyacinths, they contribute not a little to the
numerical formation of words.

| do 1044 meters.

| may edge my way up here. To where the
pictures have continued and leaves on the
ground underfoot. 48 KBs. It is not at all certain
whether words are a way to move through the
field or only touch.

Walking the Field with John Clare

The rhythm of John Clare’s words and the spaces
in-between, existed and defined the space of his village.
Their syntax moved in the same cycles of the day. It
lived spatially and as such the words existed within the
sounds of their formation, becoming and joining with the
acoustic environment of his walking, writing and thinking.
Thus, his writing needed open fields and space to walk its
expanse, to perform the expanse of words.
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The political implementation and subsequent impact
of the enclosure act, passed in 1750 reframed his field
in little parcels, and changed his ability to move, and
thus it changed the rhythm of his day and of language
and exacted a fatal wound, a deep rupture in his body.
His words tied so fundamentally to the movement, the
walking within open space became truncated, curbed, in
the echo of agricultural development towards efficient
and effective enterprise and capital gain.

The words of his poetry were walked and thus they had
an imminent intelligibility in the context of his walking.
Clare made field recordings with his words, not in the
sense of representing sounds and rhythms of the field,
not as a record of place, but as words acted out and
with, that created through the rhythm and sound what
the field was. The implication here is that the recording of
the field is only ever an approximation of what there is, in
the field, as an a priori point of reference and definition,
wordlessly and without a body; and it is the performance
and re-performance that creates the field as a textual
phonography that the subsequent reader walks through
and re-performs in her own voice and with her own body:
a relentless walking on and on, not as a descriptive
measure but as a generative force.

The enclosure act destroyed the space that Clare
wrote. It took away the inhabited sounding listening
walking; the muscular that finds a voice in the rhythm and
leaves but a stutter at the boundary. From here the body
falls or follows, in transgression, not the line of the verse or
the fence, but the silences and absences within it. These
are what Lisa Robertson calls a ‘consonantal carnality’
that ‘both absorbs and parts from the traditional ease
of the iambic line... so that the ear, rather than skimming
from end-rhyme to end-rhyme, is absorbed stutteringly
into the rich middlespaces of the lines’, and needs to
perform them in incongruent concatenations?’

And it is in these rich middle spaces of Clare’s
poetry and of walking, the silences created within the
sound of enclosure, of words forced into grammar and
fences, unfree to wander, racked with a bodily tension
of negotiating what is no longer open, that you feel the
boundary and are urged towards its transgression, its re-
imagination in a different performance.

? Lisa Robertson on John Clare, https://lemonhound.com/2013/06/06/lisa-robertson-on-john-clare/
(accessed 16.03.18)

Fence now meets fence in owners’ little bounds
Of field and meadow large as garden grounds
In little parcels little minds to please

With men and flocks imprisoned ill at ease

John Clare, the Mores

His poetry circumscribes the spaces that are no
longer his spaces in a stutter at the barrier; sounding
between the words and syllables the fields that have
been closed off. What of these little parcels fenced off,
where he can no longer walk? These fields that have
become administrated, controlled, divided into this or
that: saleable, economically effective, utilitarian and
without the caress of connections. The textual field
recording as performance cannot simply follow the line
but has to transgress it, question its utility, its worth and
value, and question its vocabulary and signification. -
The sonic record of a field too is a parcel of land. The
recorded parcels space off in time as a WAV or AIFF file
of 1 GB per hour. They are digital parcels of land or place,
data files landscapes, unperformed, mute, an object not
a sound. Little parcels fenced off where we can no longer
walk.

Enclosed worlds

Walking, following in the sound of the footsteps that
get less quiet, closer even, the word folding in on itself in
the harnessing of the sound as of the other, the extension
of footstepsintolonger sentences, orthe sound of tapping
380 degrees, hammering even, out of teeth the words
that expand the immediate environment. | am assuming
as | come to this barrier that | will be redirected. The wind
is picking up again. It's getting closer, | am getting closer.
Resounding in a space that soon will be closed, Closing
in. Fenced.
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ZEYNEP BULUT

Zeynep Bulut, ses teorisyeni, yazar, besteci ve sarkici — sarki s6zU yazaridir. Arastirma ve ilgi alanlari arasinda
deneysel muzik, ses ve medya sanati, isitme ve konusma teknolojileri, dijital medya ve kultlrl, mizik ve saglk
bilimleri bulunmaktadir. Su anda Building a Voice: Sound, Surface, Skin (Bir Ses insa Etmek: Ses, Yizey, Deri) baslikli
ilk kitabini tamamlamaktadir. Kitap, deneysel muzik ve interaktif medya sanatlarinda insan sesinin sézel olmayan
kullanimlarindan haraketle ve Fransiz psikanalist Didier Anzieu'nun “deri-ego” kavramindan esinlenerek, sesin deri
olarak olusumunu, bedensellestirilmesini ve iletilmesini kuramlastiriyor. Bulut'un makale ve yazilari su ana kadar
aralarinda Perspectives of New Music, Postmodern Culture ve Music and Politics’in de bulundugu cesitli akademik
dergilerde ve yayinlarda yayinlanmistir. Akademik ve bilimsel eserlerinin yani sira, ses eserleri de sergilemis, video
ve tiyatro icin muzik bestelemis ve iki tekli albim cikartmistir: Eclipse (Diffuse Records, 2019) ve Loneliness (2021).
Besteci profili British Music Collection'da yer almaktadir. Bulut, Queen's University Belfast'ta Mazik Bolimi ve Ses
Sanatlari Arastirma Merkezi'nde 6gretim Uyesidir. Sound Studies: An Interdisciplinary Journal isimli akademik dergide
ses yazilari editért ve “Map a Voice” isimli kolaboratif arastirma inisiyatifinde proje lideridir.

www.soundcloud.com/zeynepbulut

Zeynep Bulut is a theorist of sound and voice, writer, and singer-songwriter. Her research interests include
experimental music, sound and media art, technologies of hearing and speech, digital media and culture, deaf
performance and culture, and music and medicine. She is currently completing her first manuscript, titled, “Building a
Voice: Sound, Surface, Skin”. “Building a Voice” theorizes the emergence, embodiment, and mediation of voice as skin,
drawing on the nonverbal voice in experimental music and interactive media art, and on the "skin-ego," as proposed
by French psychoanalyst Didier Anzieu. Bulut's articles have appeared in various volumes and journals including
Perspectives of New Music, Postmodern Culture, and Music and Politics. Alongside her scholarly work, she has also
exhibited sound works, composed music for video and theatre, and released two singles, Eclipse (Diffuse Records,
2019), and Loneliness (2021). Her composer profile has been featured by British Music Collection. Bulut is a Lecturer
in Music at Queen's University Belfast. She is sound review editor for Sound Studies: An Interdisciplinary Journal, and
project lead for the collaborative research initiative “Map a Voice.”
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KORKMA, NEFES ALMAYA DEVAM ET
Zeynep Bulut

Nefes alamiyoruz! Tium dinyaya yayilmis korku iklimi,
irksal, etnik ve cinsiyet temelli adaletsizlikler, cevresel
ve dogal afetler, mali krizler, artan issizlik ve yoksulluk,
gozetleme ve kontrol, mutasyona ugrayan salginlar,
gecim ve yasam kayiplarinin ortasinda kesinlikle nefes
alamiyoruz. Neredeyse dUnyanin her koésesinde, farkl
tip ve tdrlerde, 6nceden okudugumuz veya seyrettigimiz
distopya bilimkurgu eserlerine benzer distopyalar
icerisinde yasiyoruz.

Birkacini saymak gerekirse, The Handmaid's Tale,
Neuromancer, Never Let Me Go," gibi distopya bilimkurgu
eserlerinde kurulankumpaslaridisinidn. Bu edebieserlerin
ortak temalari arasinda kimlik kaybi, gerceklik ve hakikat
krizleri, insanin bir makine olarak cogaltiimasi — ve tabii
ki, kicultllmesi ve itibarsizlastirilmasi, ruhsal cirime ve
belki de kacinilmaz son: yeni bir ruh arayisi da sayilabilir.
Antik caglardan beri ruh, hem hayatin kendisiyle hem
de olimden sonrasiyla iliskilendirilmektedir. Beden ve
ruh, aslinda birbirlerinin karsiti degildirler. Gercekte,
bedensel ve alisilageldik eylem ve hareketler, ruhun vicut
bulmus halini resmederler."Nefes almak gibi. De Anima®
adli eserinde, Aristoteles nefesin islevini arastirir. Onun
dnermesine gore, nefes, bir yanda beden — maddi olan -
ile diger yanda can — maddi olmayan — arasinda dolasan
bir baglanti noktasi olarak goérilebiliry Nefes, hem hayat
hem de 8lim icin bir katalizérdir. insan, aldigi nefesin
sesini her zaman isitmez ya da dinlemez. Fakat biz
isitmesek de nefes oradadir. Vicut yasadigi ve hayatta
oldugu surece nefes mevcuttur.

Bir distopyada nefesimiz kesilmez aslinda. Sadece
nefes alamayiz. Ruhumuzu kaybederiz ve sonra onu, art
arda gelen pek cok gorevin ve krizin miUkerrerliginde ve es
zamanliliginda tekrar bulur ve yeniden isleriz. Bu durum
bize distopya hakkinda neler sdyler? Aynen Gtopya gibi
distopya da hayal gicimuzin yarattigi bir yerdir. Kérlige
kadar varabilen bir karanlik resmeder gozlerimizin éntinde.
Fakat 6te yandan, Gtopyanin asiri ve dlcisitz parlakligi da
bizi korlestirir. Her ikisinin de kurgusal temeli, gercekligin
cok somut ve maddi kosullarina ve yasadigimiz hayal
kirikhklart ve husranlara dayanir. Tarihgiler Michael D.
Gordin, HellenTilley ve Gyan Prakash'in ileri strdukleri gibi:
“Utopya, distopya ve kaos sadece gelecegdi (ya da gecmisi)

hayal etmenin yollari degildir, ayni zamanda tarihsel
olarak bir yerlere konumlanmis aktorlerin buglnlerini
yeniden hayal etmek ve onu akla yatkin ve makul bir
gelecege donUstirmek icin arayip bulduklari somut
pratikler olarak da anlasilabilir ve yorumlanabilirler.”
Bir baska deyisle, hem distopya hem de Utopya aslinda
simdiki zamanda yer alirlar ve bir gelecek zaman hissi
yaratirlar’® Utopya séz konusu oldugunda, simdiki
zamandan kacmaya meyilli olabiliriz. Ancak distopik bir
sahnede nereye gidecegimizi bilemeyebiliriz ve bilmeyiz
de. Gelecek zaman hissine ragmen, distopya bizi ileriye
dogru gotirmez. Tam tersine, bizi su anda énimuizde ne
varsa ona bakmaya zorlar. Bizi énimuzdeki her gunle
basa cikmaya ve micadele etmeye tesvik eder. Tek bir
gunun Ust Uste binen pek cok gorevinin yarattigi bunalma
hissi gibi, distopyanin bunalti hissi ve art arda gelen pek
cok krizi de, bizi simdiki zamana ve icinde bulundugumuz
yere, yani provasiz ve hazirliksiz yakalandigimiz bir ana
tasir.

Tam bu kavsak noktasinda sesi dUsUnelim. Ses,
distopyadan bir cikis yolu olabilir mi? Simdiki zamanin
ve icinde bulundugumuz yerin bir isaretleyicisi olabilir
mi? Farkli tiplerde belirsizliklerle basa cikmamiz icin bize
yardimcei olabilir mi? Ya da bir Gtopyaya mi yol acar?
Aslinda bunlarin hepsi.. Bu sorulari sorarken, sesi bir
soyutlama olarak ele almayi ve tartismayi dnermiyorum.
Bu sorularin altini ses sanati baglaminda ciziyorum.
Henuz tanimi konusunda bile mutabakat saglanmamis bir
terim olan ses sanati, estetik ve kultdrel etkilerin pek cok
cesidi ve tUrlnin bir melezlemesidir. Bu etkilerin bazilari
Erik Satie’nin Jean Cocteau ile birlikte tasavvur ettigi
“mobilya muzigi”, Marcel Duchamp’in buluntu objeleri,
yirminci yUzyilin baslarindaki ses siiri, Black Mountain
College'da disiplinler arasi sanat calismalari, savas-
sonrasi elektro-akustik muzigi, John Cage'in muzikle
ilgili kavramsal onermeleri, 60’larin deneysel muzigi,
Afro-Amerikan caz ve dodaclama muzik kulturleri, cevre
ve ortam sesleriyle etkilesim kuran yerli muzik kulttrleri,
disiplinler arasi sanat ve bilim aglar, performans
sanatlari ve gorsel sanatlar olarak ifade edilebilir. Bu
etkiler 1sigindaq, ses sanati, sesin kaynaklarini, temsillerini,
sanal ve dussel Uretimini, bedensel deneyimini ve zaman
ve mekan icerisindeki acilimini sorgular. Ses sanati, coklu
ve es zamanli olus ve meydana gelislerle birlikte, simdiki
zamanin ve bulundugumuz yerin degiskenlerini yeniden

yapilandirmaya tesvik eder. Bu konuyla ilgili calismalar
oldukca genistir ve 6rnekler de cok sayidadir. Distopyaya
iliskin olarak 1960’larin deneysel muzik etkinliklerinden
ve cevresel sanatla ilgili birkac ses isinden soz etmek
istiyorum.

1960'lar, Yurttaslk Haklari Hareketi'nin belirledigi bir
ortamda Utopyayla iliskilendirilen bir on yildi. Sanatcilar,
muzisyenler ve yaraticilar, yeni bir toplumsal dizen ve
sistemin hayal ve talep edilmesi strecinde etkin bir rol
oynadilar. Bagimsiz sanat manifestolarinin ve 6zgurluk
hareketlerinin yani sira, her gun, elestirel diusiince ve
yaratici deneyimlerin bir platformuna ve etkinlik alanina
déntsmusti. Ornegin, hem kutlanan hem de tartisilan
uluslararasivedisiplinlerarasisanat agiFluxus,"her glinka
sesleri, her ginin durumlarini, her gunkd eylemleri ve her
gunun objelerini kullanan olay notalarini giindeme getirdi.
Bu notalar codunlukla soézel ve grafiksel aciklamalar
icerir. Ornegin, Benjamin Patterson’'un Paper Piece, Alison
Knowles’in Make a Salad ya da George Brecht’in Exit'ini
yazildiklari gibi okuyun. * Notalarda 6ne cikan sey, sirec
odakli, basit ve odaklanmis eylemlerdir. Bu notalarin
performansi, “coklu eylemlerin es zamanliligina"x duyusal
deneyime, ve fiziksel ve kilturel cevrelerle etkilesim kuran
bedenin kendisine dinamik bir slirec olarak isaret eder.
Bu cerceve icerisinde, ses, isittiklerimizle ya da dnceden
tasavvurumuzda yer alan hayallerimizle sinirli degildir.
Daha ziyade, bizi hem kelimenin gercek anlamiyla hem
de mecazi olarak isittiklerimizin altinda, arkasinda ve
otesinde nelerin bulundugunu fark etmeye zorlayan
“bir eylem sonucudur.™ Ya da sanatci ve yazar Salomé
Voegelin'in sézleriyle, “sesin yarattigi dinya™" “gériinenin
ylzeyinin altini isitmemize™ olanak saglar. isitilmeyeni
ve gorilmeyeni fark edebilmek, bizi, ister Utopyanin
korlugl isterse distopyanin karanhgr olsun karanhgdin
Otesine ve arkasina bakmaya zorlar. Surec odakli
pratiklere baktigimizda, belirsizlikleri kabul edebilir ve
onlarla yasayabiliriz. Her gan, 60’l yillarin Gtopyasinin itici
glclerinden biriydi. Filozof ve siyaset kuramcisi Fredric
Jameson'in da hatirlattigi gibi, her gin, bize, her turlu
Utopya veya distopyanin “ipuclarini ve izlerini™" gosterir.

Olay notalarinin yani sira, besteci Pauline Oliveros’un
her glnku sesleri ve dinleme sekillerini konu alan “derin
dinleme” alistirmalari ve “sonik meditasyonlari” da 6nem
tasir. Her glnkd sesleri nasil dinleriz? Hem tarihsel hem de
kultarel olarak alistigimiz farkli dinleme yollari, teknikleri

ve teknolojileri vardir* Fakat benim burada ilgilendigim
konu, dinleme teknikleri ve teknolojilerinin bir portresini
cikartmak degildir. Oliveros’un derin dinleme kavramina
dikkat cekerek,olaynotalarininestetigi,sesingenisletilmis
kavranisi ve cevresel ses sanatinin birkac érnegdi arasinda
bir koprd kurmak istiyorum. Derin kelimesi ile, Oliveros,
“karmasaya ve sinirlara ya da olagan veya alisilageldik
anlayislarin 6tesindeki uclara™ atif yapmaktadir. Derin
dinleme kavrami ile, hem odaklanmis hem de kapsamli ve
genisleyen dinleme ydntemlerinin yarattigi olanaklari ele
ahlr. Odaklanmis bir eylemin acilimina benzer bir bicimde,
sesleri odaklanarak dinlemek de bir “genislemis zaman
ve mekan surekliligine™ i yol acabilir. Cevresel sesleri
dinlemek de sesleri ayirt etmemizi saglayabilir.

Cevresel ses sanatcisi Ximena Alarcon’'un pratigi
“Derin Dinleme, a§ olusturma teknolojileri ve sonik
dogaclamay ™ i iceriyor. Alarcén, “géc eden sesleri
dinleyerek coklu vyerleri ve iki arada kalan vyerleri
nasil algilladigimizi ve hissettigimizi arastiryor.”™
Alarcon’un “cevrimici etkilesimli sonik ortami™ Sounding
Underground buna o&rnektir. Sounding Underground
cevrimici portall, “Londra, Paris ve Mexico City'nin yeralti
metro ulasim sistemlerini, bu ulasim sistemlerini her gin
kullanan yolcularin ses algisi ve bellekleri vasitasiyla
birbirine baglar.”¥ Alarcén, bu metro sistemlerini kullanan
yolculardan hem dis sesleri hem de bu seslerin onlarda
uyandirdigr  “anilari  ve duygular™ yansitmalarini
ister. Yolculara, “sesleri dinlemek Uzerine ve o seyahati
yasamaya karar verdikleri yollar Gzerine™ odaklanmak
suretiyle “seyahati kaydetmelerini sdyler.”v Bu pratik,
yolcularin gercekte hangi sesleri isittiklerini ve hangi sira
icinde isittiklerini ve hangi seslerle “konustuklarini ya
da hangi seslerle sessiz kaldiklarini™ gézlemlemelerine
olanak saglar. Bu kiclk, basit ve odakl pratik, belirli bir
cevre ve ortam hakkinda genis kapsaml bir farkindalik
kazanilmasina sebep olabilir. Ayrica, insanin kendisini
boyle bir cevre icinde nasil konumlandirdigi ve buldugu
ve cevrenin kendisini nasil etkiledigi konusunda da aktif
bir rol oynayabilir.

Baska bir cevresel ses ve medya sanatcisi Andrea
Polli de cevresel farkindahgr artirmayr amachyor.
Polli, “veri sonifikasyonu konusunda atmosferik bilim
insanlariylais birligi yapmaktadir.Kabaca tanimlarsak,
veri sonifikasyonu, “sayisal verilerin ses ve muzik
kompozisyonlarina cevrilmesi anlamina gelmektedir.”!
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Ornegin, Heat and the Heartbeat of the City (2004)
isimli isinde, Polli, NASA Goddard Uzay Bilimleri
Enstitlisi ve Columbia Universitesi iklim Arastirmalari
Grubu’ndan Dr. Cynthia Rosenzweig, Dr. David Rind
ve Richard Goldberg ile birlikte “New York Sehrinde
artan  hava sicakliklari  hakkindaki  verileri  sese
déntstirmektedir™ii Heat and the Heartbeat of the
City isimli calisma, “New York Sehri'nde iklim degisikligi
verilerini gosteren” sonifikasyonlarini iceren “bir web
sitesi olarak” ve “1990-2060 vyillarindaki yaz aylarinda
NYC bodlgesinin tamaminda iklim degisikligini yansitan
cok-kanalli bir ses yerlestirmesi olarak sunulmaktadir.*
Veri sonifikasyonlarinin cikarimlari neler olabilir? Polli’'nin
o6nermesi, veri sonifikasyonlarinin cevre sorunlarinin
gozlemlenmesi ve konuyla iliskili kavram, didstnce ve
davranigslarimizin gézden gecirilmesi konusunda etkili
olabilecedi yonundedir. Bu, devamlilik arz eden bir
gozden gecirme eylemidir. Polli, veri sonifikasyonlarinin
“yorum gerektirdigini de ileri strmektedir™* Polli'ye
gore, “verinin kendisi, ham halinde bile, sonifikasyonlarin
‘gercek’ olduklarindan daha fazla ‘gercek’ dedgildir..
verinin anlattiklarinin isitilebilmesi icin, bizim dinlememiz
gerekir.

Polli'nin sozlerini tekrarlarsak, bir gercek ya da hayali
varsayimiyla degil, yakin ve dinamik olanin bilinci ve
farkindaligiyla, simdiki zamanda “dinlememiz gerekir”. Bir
baska deyisle, dinlemenin kendisinin bir kurguyu gercek
kilma streci oldugunun farkinda olmamiz gerekmektedir.
Aslinda bilineni tekrarlamaya gerek yok, ama biz insanlar
daima birkurgudizisiicerisinde yasiyoruz. Kendinize sorun.
Ne vyaptiginiz, kim oldugunuz veya olabileceginizden,
nerede oldugunuz veya olabileceginizden ve kiminle
oldugunuz veya olabileceginizden tamamen ayrilamaz.
Kim oldugunuz, sizin kim oldugunuzu nasil anlattiginiz
dikkate alinmadikeca ve sizin kim oldugunuzun hikayesi
dikkate alinmadikca onaylanmaz. Cok sayida 6zne
pozisyonununve cok sayidabelirsizliginortasinda,kurgular
hakkinda daima korku, saskinlik ve hayal kirikliklari
olacaktir. Utopya veya distopya, asiri aydinlik veya asiri
karanlik, her ikisi de sesler yoluyla kurgular gerektirir.
Sanatel, kuramci ve yazar Kodwo Eshun, “sonik kurguyu”
bir “6znellik makinesi” olarak tartisird Kaltir kuramcisi
ve antropolog Holger Schulze'nin fikrine goére ise, sonik
kurgu "epistemolojilerden ve tarih yazimlarindan... yasam
tarzlari ve duyusal rejimlerden ézgtrlesme yoludur. i

Sonik kurgu, bizi mevcut kurgulardan 6zgurlestirebilir.
Mevcut kurgularimizi yeniden ve sézel dilin yetemeyecegi
sekilde yazmaya tesvik edebilir bizi. Fakat sonik
kurgunun guci aslinda bundan daha fazladir. Dinlemeyi
bircok farkli hayat ve varlik arasinda olusan bir strec ve
etkilesim olarak arastiran olay notalari, Oliveros'un derin
dinleme egzersizleri ve ses sanati isleri, sonik kurguyu,
fark edilmeyeni, duyulmayani, veya goéz ardi edileni
duyma yolu olarak oénerir. Sonik kurgunun yutksek sesle
bize hatirlattigi sey, hicbir seyin sabit, kesin veya mutlak
olmadigi, nefesin yok olmadigi ve yasadigimiz strece her
gun hayatin ruhunu kaybedecek, bulacak ve tekrar insa
edecek olusumuzdur. iste tam da bu sebeple, korkma ve
nefes almaya devam et.

Agciklayici notlar:

“Nefes alamiyorum” sz, Amerika Birlesik Devletlerindeki Siyahlarin Hayati Degerlidir
hareketiyle 6zdeslesen bir sézdur. Bu cimle, 6zellikle Eric Garner ve George Floyd'un
6lumlerinden sonra irk¢iliga karsi diinya ¢apinda kullanilan bir slogan haline gelmistir.
Benim kullandigim haliyle, “nefes alamiyoruz” s6zi de irksal adaletsizliklere yéneliktir;
ancak, bu ctimleyi kullanarak, ayni zamanda baska sistemsel adaletsizliklere ve cevre
felaketleri ve pandemilere de atif yapryorum.

"Margaret Atwood. The Handmaid’s Tale (New York: Vintage, 1996); William Gibson.
Neuromancer (Londra: Orion Books, 2016); Kazuo Ishiguro. Never Let Me Go (Londra:
Faber and Faber, 2005).

12016 yilinda, antropolog Brendan Jamal Thornton ve ben, King’s College Londra'da
Habits and Spirits: Sound, Place, Technology (Aliskanliklar ve Ruhlar: Ses, Yer, Teknoloji)
baslikh bir konferans dizenledik. Konferansta, muziksel, performatif, edebi ve dinsel
baglamlarda alisilageldik pratiklerin nasil “ruhsal ve manevi” hale gelebilecedi ya da
tam tersinin nasil gerceklesebilecedi tartisildi. Bedenin ve ruhun sekillendirilmesinde
nefes almanin oynadigi rolt dikkate alarak bu konferansta inceledigimiz ve irdeledigimiz
konular aklima geliyor. Yeni ¢cikan bir kitapta, bu fikirlerin bazilarini ayrintilarina inerek
anlattim. Bkz. Zeynep Bulut, “Cage and Care” in Dirty Ear Report #1. Ed. Brandon LaBelle
(Berlin, Los Angeles: Errant Bodies Press, Temmuz 2016), s. 24-33. Konuyla baglantili

bir meselede, 6zellikle de ¢ok cesitli uyarimlarin yarattigi bogulma hissiyle ve ruhun
kaybedilmesiyle ilgili olarak, filozof Franco Bifo Berardi'nin After the Future isimli
kitabindan da séz etmek istiyorum. Franco Bifo Berardi. After the Future. Cevirenler:
Arianna Bove, Melinda Cooper, Erik Empson, Enrico, Giuseppina Mecca ve Tiziana
Terranova. Editérler: Gary Genosko and Nicholas Thoburn (Edinburgh, Oakland, Baltimore:
AK Press, 2011).

v Aristotle, On the Soul. Parva Naturalia. On Breath, Ceviren: W. S. Hett (Cambridge, MA:
Harvard Uni-versity Press, 1957). Hayatin strdurilebilirligi ve nefes konularinda, lutfen
bkz. Zeynep Bulut. “Last Breath, Sensing Life,” The Oxford Handbook of Sound Art.
Editérler: Jane Grant, John Matthias ve David Prior (Oxford, New York: Oxford University
Press, yakinda ¢ikacak).

vAge.

v Michael D. Gordin, Helen Tilley ve Gyan Prakash (Editérler). “Introduction: Utopia and
Dystopia beyond Space and Time” Utopia/Dystopia: Conditions of Historical Possibility
(Princeton, New Jersey: Princeton University Press, 2010), 9.

iAge, 8-11

Vit Fluxus, taninmis bir uluslararasi ve disiplinler arasi sanat agidir. Ancak pek ¢ok
uyusmazlik ve tartismaya da yol agmaktadir. Besteci, icraci, sanatei ve bilim insani
George Lewis, Fluxus geleneginde ve Fluxus ile ilgili yazilarinda Afro-Amerikali besteci
ve icraci Benjamin Patterson'in eserlerini izlemektedir. Patterson bu agin 6ne ¢ikan
figurlerinden biri olmasina ragmen Patterson'in eserinin Fluxus hakkindaki yazilarda
neden bir odak noktasi olmadigini sormaktadir. Lewis'e gore, “6zellikle avant-garde
akiminin akademik tarihlerinde irk sorunlarina gésterilen genel ilgisizlik dikkate
alindiginda, irk sorunlarinin deneyselciligin kisisel anlatilarini ve tarih yazimini istila
etmedigini varsaymak génilstizce (ya da kasten ve isteyerek) yapilan bir saflik
olacaktir”. George E. Lewis “IN SEARCH OF BENJAMIN PATTERSON: An Improvised
Journey,” Callaloo, Cilt 35, No. 4 (Sonbahar 2012), s. 981. https://www,jstor.org/
stable/41809984 Avant-garde ve deneyselciligin tarihlerine iliskin tartismalar
konusunda, lGtfen bkz. Benjamin Piekut. Experimentalism Otherwise (Berkeley ve Los
Angeles: University of California Press, 2011).

x Benjamin Patterson, Paper Piece (1960). Notayi gérmek icin, https;//www.moma.
org/collection/works/127513 adresini ziyaret ediniz. Son erisim tarihi: 22 Subat 2021.
Alison Knowles'in Make a Salad (1962) ve George Brecht'in Exit (1961) notalari Fluxus
Performans Calisma Kitabinda bulunabilir. Editérler: Ken Friedman, Owen Smith, and
Lauren Sawchyn, Performance Research e-Publications, 2002. http://www.thing.
net/~grist/ld/fluxusworkbook.pdf Son erisim tarihi: 22 Subat 2021.

* Olay notalarinin estetigi ve ifade edilen fikirler hakkinda, bkz. Liz Kotz “Post-Cagean
Aesthetics and the ‘Event’ Score,” Ekim, Cilt 95 (Kis, 2001), s. 54-89. https:// www,jstor.
org/stable/779200

* Bir eylem olarak ses fikri, John Cage'in ve Maurizio Kagel'in eserleri de dahil ¢cesitli
deneysel mizik bestecilerinin eserlerinde gérilebilir. Yayinladigim “Silence and Speech

in Lecture on Nothing and Phonophonie,” Voice Matters. Editérler: Nina Sun Eidsheim

ve Annette Schlichter. Postmodern Culture 24.3 (Mayis 2014) isimli dergi makalemde
Cage ve Kagel'in eserlerine iligkin olarak bu fikri tartistim. Sosyolog ve sehir planlamacisi
Jean-Paul Thibaud da kentsel ambiyanslara iliskin yazisinda sesi "eylemin bir sonucu
olarak” tartismaktadir. Bkz. Jean-Paul Thibaud. “A Sonic Paradigm of Urban Ambiances,”
Sonic Studies 1 - ilk Say!. Editérler: Vincent Meelberg ve Marcel Cobussen https://www.
researchcatalogue.net/view/220589/220590 Son erisim tarihi: 22 Subat 2021

" Salomé Voegelin'in Sonic Possible Worlds: Hearing the Continuum of Sound. Salomé
Voegelin, Sonic Possible Worlds: Hearing the Continuum of Sound (New York, London:
Bloomsbury Academic, 2014), s. 10 isimli kitabinda “her gtinki ses algilari” ve “sesin
yarattigr dinya” kavramlari hakkindaki fikirlerine bakiniz.

“it Voegelin sdyle sdyler: “bir ortam olarak degil, fakat maddi bir gerceklik olarak ses
algisi; bizi baska bir yere gétirmesi icin degil, fakat burasinin ve simdinin ne oldugunu
ve nasil insa edildigini ve yapilandirildigini anlamak icin, gériinenin yizeyinin altindakini,
gercek olabilecek diger olasiliklari ve neden akustik ortam Gzerine odaklanmamiz ve
ortamin seslerini incelememiz gerektigini arastirmak...” (a.g.e, 11-12).

¥ Fredric Jameson sunlari yazmistir: “Utopik dirtd, bu sebeple, bir yorumlama
yapilmasini; gercedin peyzajinda Utopik ipuclari ve izlerin okunmasini ve sifrelerinin
c6zllmesi icin bir arastirma yapilmasini ve Gtopik olandan epey uzak buyik veya kicik
gerceklikler icinde biling disi Gtopik yatirimlarin yorumlanmasini ve teorisinin yapilmasini
gerektirir.” Fredric Jameson, “Utopia as Method, or The Uses of the Future,” Utopia/
Dystopia : Conditions of Historical Possibility. Editérler: Michael D. Gordin, Helen Tilley
ve Gyan Prakash (Princeton, New Jersey: Princeton University Press, 2010), 33.

* Dinleme teknikleri ve teknolojileri ve iliskili konu basliklari hakkinda, érnegin, bakiniz:
Jonathan Sterne. The Audible Past: Cultural Origins of Sound Reproduction (Durham,
NC: Duke University Press, 2003); Peter Szendy. Listen: A History of Our Ears. Trans.
Charlotte Mandell (New York: Fordham University Press, 2008); Eric Clarke. Ways of
Listening: An Ecological Approach to the Perception Of Musical Meaning (Oxford: Oxford
University Press, 2011); Veit Erlmann. Reason and Resonance: A History of Modern
Aurality (Brooklyn, NY: Zone Books, The MIT Press, 2010); Karin Bijsterveld. Sonic Skills:
Listening for Knowledge in Science, Medicine, and Engineering (1920s-Present) (Londra:
Palgrave Macmillan, 2019); Ana Maria Ochoa Gautier. Aurality: Listening and Knowledge
in Nineteenth-Century Colombia (Durham, NC: Duke University Press, 2014); Gascia
Quzounian. Stereophonica: Sound and Space in Science, Technology, and the Arts
(Cambridge, MA: The MIT Press, 2021); Naomi Waltham-Smith. Shattering Biopolitics:
Militant Listening and The Sound of Life (New York: Fordham University Press, 2021);
Viktoria Tkaczyk, Mara Mills, and Alexandra Hui (Eds.). Testing Hearing: The Making of
Modern Aurality (New York: Oxford University Press, 2021).

» Pauline Oliveros. Deep Listening: A Composer’s Sound Practice (New York: iUniverse,
2005), xxiii.

i Age, 13-14.

xii Ximena Alarcon. “Sonic Migrations: Listening in-between, sensing place,”
Environmental Sound Artists: In Their Own Words. Eds. Frederick Bianchi and V.J. Manzo
(New York: Oxford University Press, 2016), 112.

> Age, 113.
> Ag.e, 114,
> Age.

i Agee.

xxiii \py

v Age.

» Alarcoén, Sounding Underground isimli eserinde gunlik tutma egzersizlerinin bazilarini
tanimlamaktadir. Séyle yazar: “Bu kayit tutma islemi sorularla ilgili degildi; odak
noktasi, her birinin o seyahati yasamaya karar verdigi yollar ve onlarin dinleme pratikleri
Uzerindeydi (6rnegdin, sessiz kalmak ya da baska yolcularla konusmak ya da benimle
konusmak).” A.g.e. Ben burada Alarcén’'un aciklamasini kendi sézctklerimle anlattim.
Ayrica lutfen bakiniz: http://soundingunderground.org/environment/sounding.html Son
erisim tarihi: 22 Subat 2021

i Andrea Polli. “Sonifications of Global Environmental Data,” Environmental Sound
Artists In Their Own Words. Editérler: Frederick Bianchi and V.J. Manzo (New York: Oxford
University Press, 2016), 3. Ayrica bakiniz http://turbulence.org/project/heat-and-the-
heartbeat-of-the-city/# Son erisim tarihi: 22 Subat 2021.

it A g.e., 5; Andrea Polli. “Soundwalking, Sonification,and Activism,” The Routledge
Companion to Sounding Art. Eds. Marcel Cobussen, Vincent Meelberg, and Barry Truax
(New York: Routledge, 2017), 87.

it Polli, “Sonifications of Global Environmental Data,” 4.
i Ag.e., 5.

»x Polli, “Soundwalking, Sonification, and Activism,” 87.

i Polli, “Sonifications of Global Environmental Data,” 6, 7.

it Kodwo Eshun. More Brilliant Than the Sun: Adventures in Sonic Fiction (Londra:
Quartet Books, 1998), 121.

»it Holger Schulze. Sonic Fiction. Series: The Study of Sound. Ed. Michael Bull (New York:
Bloomsbury Academic, 2020), 7.
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FEAR NOT, KEEP BREATHING
Zeynep Bulut

We, sure, cannot breathe! Amid politics of fear,
racial, ethnic, gender injustices, environmental crisis,
financial breakdowns, rising unemployment and poverty,
surveillance and control, mutating pandemics, and loss
of livelihoods and lives, we, sure, cannot breathe. We have
been living in different kinds of dystopias in fact, across
the globe, being reminded of the dystopian fictions that
we have read or watched before.

Think about the plots of dystopian science fictions,
The Handmaid's Tale, Neuromancer, Never Let Me Go,?
to name a few. Common themes of these literary works
include the loss of identity, crises of reality, augmentation
— as well as degradation — of human as machine, decay
in soul, and the possibly inevitable search for soul. Since
the ancient past, soul has been associated with both life
and after life, a point of connect between the body — the
corporeal—and the spirit — the immaterial — that travels
around. Body and soul are not opposites. Indeed, bodily
and habitual practices render the embodiment of spirit.®
Like breathing. Aristotle explores the work of breath in De
Anima* Breath is a catalyst for both life and death. One
does not always hear or listen to the sound of breath. But
it is there, even if we do not hear it. It is present, as long
as the body is alive.

We are not out of breath in a dystopia. We just cannot
breathe. We lose the spirit, and re-find and rework it
in the repetition and simultaneity of multiple tasks and
crises. What does this state tell us about dystopia?
Dystopia, like utopia, is an imagined place. It paints a
darkness that may lead to blindness. And yet, extreme
brightness of utopia also leads to blindness. The fictions
of both derives from the very material conditions and
frustrations of the real. As historians Michael D. Gordin,
Hellen Tilley, and Gyan Prakash argue, “utopia, dystopigq,
and chaos are not just ways of imagining the future
(or the past) but can also be understood as concrete
practices through which historically situated actors seek
toreimagine their present and transformiit into a plausible
future.”™ In other words, both dystopia and utopia take
place in the present time and imply a sense of futurity.®
In case of utopia, we may be inclined to escape from the
present time. However, in a dystopic scene, we may not

know where to go. Despite its implied sense of futurity,
dystopia does not push us forward. It rather forces us to
look at what's in front of us now. It prompts us to build a
coping strategy for every single day. Multiple crises and
overwhelm of dystopiga, just like the overwhelm of multiple
tasks of a day, pin us down to the present time and place,
to a case of impromptu.

| am interested in exploring sound at this juncture.
Can sound be an exit from dystopia? Can it be a marker
of the present time and place? Can it help us dedl
with different kinds of uncertainties? Or, can it give a
way to utopia? Yes to all. Asking these questions, my
suggestion is not to discuss sound as an abstraction.
Here | underline these questions in the context of sound
art. An unsettled term, sound art is a hybrid of a variety
of aesthetic and cultural influences, spanning from Erik
Satie’s “furniture music” conceived in collaboration with
Jean Cocteau, Marcel Duchamp’s found objects, early
twentieth century sound poetry, collaborations at Black
Mountain College, and post-war electroacoustic music to
John Cage’s provocations about music, 60s experimental
music, African American jazz and improvisation music
cultures, indigenous musical cultures that interact with
environmental sounds, cross-disciplinary art and science
networks, performance and visual arts. With these
influences, sound art questions and expands on the
sources, representations, imaginaries, and productions
of sound, and temporal and spatial possibilities of bodily
experience and knowledge. It encourages reconfiguring
the actants and forces of the present time and place
non-linearly, together with the past and future, and with
multiple and simultaneous occurrences. The field is vast
and examples are many. But, relating to dystopia, | want
to remind the use of everyday sounds and situations at
the heart of the 1960s’ utopia, and note a few recent
works that engage with environmental sounds and crises.

1960s was a decade associated with utopia,
surrounded by the Civil Rights Movement. Artists,
musicians, creatives took active part in dreaming
and demanding a new social order. Along with anti-
institutional art manifestos and liberation movements,
everyday was the locus of critical thought and creative
experience. For instance, Fluxus, an international and
interdisciplinary art network that is both celebrated and
contested,” has introduced event scores that employ

everyday sounds, everyday situations, everyday acts, and
everyday objects. Event scores mostly comprise verbal
and graphical instructions. Take Benjamin Patterson’s
Paper Piece, Alison Knowles's Make a Salad, or George
Brecht’s Entrance-Exit® Read these scores as they are
written. What comes forward in such scores is a series of
process-oriented, simple, and focused acts. Performance
of the scores point to the “simultaneity of multiple acts,”
cross-sensory modalities of bodily experience, and the
body itself not as containment but as dynamic process,
interacting with its physical and cultural environs.
Sound, in this paradigm, is not limited to audition or a
preconceived imaginary. It is rather “a consequence of
action,”® that urges us to notice what's beneath, beyond
and above the audible, literally and metaphorically.
Or, “the world sound makes™ allows us to “hear below
the surface of the visible,”? in artist and writer Salomé
Voegelin’s words. Noticing the inaudible and invisible
urges us to look through the darkness, be it the blindness
of utopia or the darkness of dystopia. Attending to
process-oriented practices, we can acknowledge and
live with uncertainties. Everyday was one of the driving
forces of the 60s utopia. Everyday provides the “clues
and traces”® of any utopia or dystopia, as philosopher
and political theorist Fredric Jameson reminds.

Further to the event scores, | consider composer
Pauline Oliveros’s notion of “deep listening” and “sonic
meditations” vital for engaging with everyday sounds and
listening. How do we listen to everyday sounds? There are
different ways, techniques and technologies of listening
that we habituate, historically and culturally. My concern
here is not to portray the techniques and technologies of
listening. Drawing attention to Oliveros’s notion of deep
listening, | want to reiterate one of the suggestions of the
event scores, that is “expanding on habituated notions of
sound and ways of listening,” and bridge this suggestion
to a few examples in environmental sound art.

By deep, Oliveros indicates “complexity and boundaries,
or edges beyond ordinary or habitual understandings.”**
By deep listening, she addresses the possibilities of
both focused and expansive modes of listening. Like the
unfolding of a focused act, focused listening of individual
sounds may lead to an “expanded time and space
continuum.”® And, listening to environmental sounds
may make us aware of individual sounds. Environmental

sound artist Ximena Alarcén’s practice engages with
“Deep Listening, networking technologies, and sonic
improvisation.”® She probes how we “sense” multiple and
“in-between places,” listening to “migratory" sounds.’
Sounding Underground, Alarcén’s “online interactive
sonic environment,”® is a recent example.

The online portal of Sounding Underground connects
“the underground transport systems of London, Paris,
and Mexico City through commuters’ memories of
soundscapes.”” Alarcén asks commuters to reflect on
both the external sounds and the “memories and feelings”
that such sounds evoke. She instructs commuters to
“record a journey,” through which they can “focus on
listening and the ways in which they decide to live that
journey.”” The practice allows commuters to observe in
what order and which sounds they hear, with which voices
they “talk or remain silent.”? This minor, ordinary and
focused practice can lead to an expansive awareness
of an environment. Furthermore, it can play an active
role in making and reimagining the environment itself,
while informing how one positions, finds, and recalibrates
herself in this environment.

Andrea Polli, another environmental sound and media
artist, also intends to raise environmental awareness.
Polli collaborates with “atmospheric scientists on data
sonification.”” Roughly speaking, data sonification
means translation of “numerical data into sound and
musical compositions.”? For instance, in Heat and the
Heartbeat of the City (2004), Polli converts “the data on
increasing temperatures of New York City into sound,” in
collaboration with Dr. Cynthia Rosenzweig, Dr. David Rind,
and Richard Goldberg at the NASA Goddard Institute
for Space Studies and the Columbia University Climate
Research Group.* Heat and the Heartbeat of the City is
presented “as a web site” including the sonifications that
“illustrate climate change data in New York City,” and “as
a multi-channel sound installation presenting climate
change throughout NYC region in the summers from
1990-2060."% What may be the implications of data
sonifications? Polli's suggestion is that data sonifications
can be impactful for observing the environmental issues
and revising our related conceptions and attitudes. This
is an ongoing revision. Polli argues that data sonifications
“demand interpretation.”?® As she writes, “the data itself,
even in its raw state, is not ‘reality’ any more than the
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sonifications are ‘reality’... in order for the expression of
the data to be heard, we have to be listening.”?

To reiterate Polli's words, “we have to be listening,”
in present tense, not with a presumption of the real or
imaginary, but with an awareness of the approximate
and dynamic. That is, we need to be aware of listening
itself as a process of reality making, of fiction. Not to
state the obvious, we, as humans, always live in series of
fictions. Ask yourselves. What you do is never completely
detached from who, where, and with whom you have been
or could be. Who you are will not be validated unless how
you narrate it matters, unless the story to it matters.Inthe
midst of multiple subject positions and inconsistencies,
there will always be awe and frustrations about fictions.
Utopia or dystopia, the extreme brightness or the
extreme darkness, they both demand fictions through
sound. Artist, theorist and writer Kodwo Eshun theorizes
“sonic fiction” as a “subjectivity engine.””® In cultural
theorist and anthropologist Holger Schulze's account,
sonic fiction is a “liberation force,” a way to “liberate
epistemologies and historiographies,” a way to “liberate
from lifestyles and sensorial regimes.”?” Sonic fiction can
liberate us from existing fictions. It can encourage us to
rewrite the existing fictions in a way that language may
not suffice. But the force of sonic fiction is more than
that. What sonic fiction amplifies is that nothing is fixed,
certain or absolute, that we will lose, find, and rework the
spirits of lives, as long as we are alive. So, fear not, and
keep breathing.

Notes:
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Neuromancer (London: Orion Books, 2016); Kazuo Ishiguro. Never Let Me Go (London:
Faber and Faber, 2005).
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DiISTOPYA: EDEBi MiRASLARIN VE CEHENNEMSI
GELECEKLERIN HARITALANDIRILMASI

Dr. Emrah Atasoy (Kapadokya Universitesi, Trkiye)

Dr. Thomas Horan (The Citadel - The Military College of
South Carolina, A.B.D.)

Utopya edebiyati (daha iyi yerlerin tasvir edildigi
metinler), anti-Gtopya edebiyati (bir baskasinin daha iyi
bir yer mefhumu ve algisina yénelik alayci ve taslamali
elestiriler) ve distopya edebiyati (kotl yerlerin tasvir
edildigi metinler) kavramlarindan bahsettigimizde, bu
kavramlar arasindaki ayrimlar neredeyse tamamen
subjektiftir (Horan, “Totalitarian” 54). Herkesin bildigi
gibi, William Morris, 6rnegin, Edward Bellamy'nin Gmitli
ve iyimser Looking Backward (1888) isimli eserini bile bir
distopya olarak kabul etmekte ve bu nedenle nereden
baktiginiza bagli olarak hem Gtopya hem de anti-Utopya
karakterindeki romani News From Nowhere'de (1890)
kapitalizme farkli bir sosyalist alternatif dnermektedir.

Edebi distopyalar, tabii ki, dert ve sorunlarimizi géz ardi
etmenin sonuclarini vurgulayarak giinimuze kadar gelen
toplumsal hastaliklari bayUtmektedirler. Yine de Frederic
Jameson, Utopyalarin da belirli sosyal problemlere yanit
verdiklerine isaret etmektedir:

Utopyaci icin, care, o&ncelikle temelinde
olumsuz bir yol olmali ve iginden tim diger
kotulaklerin firlayip ciktigr ve tim kotaltklerin
somut kokunU olusturan bu sorunu ortadan
kaldirmak ve kokunden halletmek icin acik bir
eylem cagrisi olarak ortaya konulmalidir. Bu
nedenle, Utopyalari, mutlu diinyalara ve herkesin
tatmin oldugdu ve is birligi yaptigi alanlara yonelik
vizyonlar sunuyorlarmis gibi ya da bir Gtopyadan
ziyade idil veya pastoral bir dinyaya tekabdil
eden metinlermis gibi gérmek ve onlara bu tip
pozitif beklentilerle yaklasmak bir hatadir. (12)

Boylece, Gtopya ve distopya, her ikisinin de blyuik baski
yaratan toplumsal baskilara birisi bu baskilari abartarak,
digeri ise bir ¢c6zim yolu &nererek yanit verdikleri
ortak bir zemini paylasmaktadirlar aslinda. Her ikisi de
iyimserdir, cUnkU ikisi de okuyucularini bilgiye dayali
bir eyleme gecmeye kiskirtabileceklerini Gmit ederler.
Hatta zaman zaman bunlari birbirinden ayirt etmek
bile mimkin degildir; Yevgeny Zamyatinin We (1924)
isimli eseri hakkinda Jameson'in yaptigi degerlendirme,

bu eserin hem bir Gtopya hem de bir distopya olduguna
isaret etmektedir: “Lenin’in orijinal Utopyasinin kesintiye
ugratilmasi ya da dogalliginin bozulmasi yoluyla cok derin
ve engin bir géziini acma durumlarini anlatan Utopyalar
da vardir = bu iki anlamli ve belirsiz We isimli eserin de
kesinlikle hem bir Utopya hem de bir distopya oldugu
boylece kanitlanmis olmaktadir” (20-21).

Distopya edebiyati gibi anti-Utopya edebiyati da
populer Gtopya trendleriyle kaygilari ve vicdan azaplarini
aciga vurmaktadir. Ornegin, yirminci ylzyilin baslarinda
yazilan We gibi kitaplar, tabiatimizda bulunan ve
dogustan getirdigimiz irrasyonel egilimlerimize isaret
ederek, tarihin bilincli ve kasitli bir sekilde rasyonel
bir dinya devletine dogru evirildigi tezine dayanan
ondokuzuncu yUzyilin Hegelci ve Marksist bakis acilarina
ve anlayislarina itiraz etmektedirler. Anti-Gtopya ve
distopya edebiyat 6rneklerinin cogdu, bilim insanlarinin,
deneysel bulgularin rasyonel analizlerine dayandiklari
icin, insanligi devletlerin her turli yénetsel baskisindan
nihai olarak arinmis ve temizlenmis bir rasyonel dinya icin
hazirlayan yardimsever planlamacilar ve idarecilerden
olusan teknokratik bir sinif olusturduklarina inanan
HG. Wells’in Utopik iddialarina da itiraz etmektedirler.
Aldous Huxley'nin Brave New World (Cesur Yeni Dinya,
1932) isimli kitabi, Wells'in bir anti-Utopyaci elestirisi, bir
distopya klasigi ya da 6jeniklere 6zel bir vurgu yapan
bir hedonizm UGtopyasi olarak da okunabilir rahatlikla.
Muhtemelen dinyanin en Unlid ve 6nemli distopik romani
olan Nineteen Eighty-Four (Bin Dokuz Yiz Seksen Dért,
1949), distopya tird ve Uslubuna tami tamina ve hic
tartismasiz uymamaktadir. S6zim ona daha entelektlel
olan orta ve Ust siniflar arasinda, Orwell'in Oceaniad’si
(Okyanusya), Parsons, Syme, Katherine ve O'Brien gibi
kahramanlara benzemeyen karakterler icin bir Gtopyadir
(Horan, “Totalitarian” 54). Winston bile Gergcek Bakanhgi
icin propaganda Uretmekten ibaret olan gunlik isinden
hoslanmaktadir (Horan, Desire 162).

Distopya edebiyati, okuyucuyu, otoriter sistemlerin
kitlesel bir cazibelerinin olabilecegini kabul etmeye
sevk etmektedir. Margaret Atwood'un The Handmaid’s
Tale (Damizlik Kizin Oyk(,'lsd, 1985) isimli eserinde tasvir
ettigi gibi, bu baski rejiminin kabullenilmesi siklikla bir tir
ozgurlik gibi yanlis algilanmaktadir: “Sadece bir tir ve
cins 6zgurluk yok, daha fazlasi var, dedi Lydia Hala. Ne
yapma 6zgurligu ve neden 6zgurlik. Anarsi glinlerinde, ne
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yapma 6zgurliguydt sana verilen. Simdi ise sana neden
ozgurluk verilmektedir. Bunu kicimseme.” (24) Distopya
edebiyati, okuyuculari, sistemik baskinin  sistemin
haklarini kisitladigr ve “haklarindan  mahrum ettigi”
“insanlar icin bile neden cazip ve cekici olabilecegini”
aciklayarak  “kendisini  totaliter bir kovan icinde
kaybetmenin albenisini” ki¢cimsememeleri konusunda
da uyarmaktadir (Horan, Desire 206).

imtiyozh olan bizler daha az subjektif olmak istersek,
distopyanin aslinda koétl seylerin beyaz insanlarin
basina geldigi durumlar oldugu sonucuna varabiliriz.
Ruha Benjamin’in de isaret ettigi gibi, “siyah toplumlar
ve toplumsal gruplar, yasam ve 6lim kararlarini alan her
tUr ve cinste algoritmalar bakimindan ya da emniyet
guclerinin faaliyet ve eylemleri bakimindan zaten teknik
olarak bir distopyanin gelecegi icinde yasamaktadirlar.”
Bu tip algoritmalar bir objektiflik gérinimuine sahiptirler,
cUnkl bireylerin kisisel tespit ve bulgularinin yerini
almaktadirlar, fakat aslinda bu algoritmalar da kendileri
bile irkciliktan ve diger ayrimciliklardan azade ve
ari olmayan insanlar tarafindan gelistirilmektedirler.
Beyaz olmayan yazarlarin kaleme aldiklari, genel olarak
bedenilen ve alkislanan distopya edebiyatinin nispeten
az olmasi da buyldk dlctide dinsel nizamlarin kendisinin
irket olmasini yansitmaktadir. Beyaz olmayan insanlarin
cogunun herhangi bir politik distopya hayal etmelerine
gerek bile yoktur; kurumsal irkeilik onlari zaten bir
distopyanin icinde yasamaya zorlamaktadir. Neyse ki,
son vyillarda, marjinalize edilen toplum kesimlerinden
romancilarin kaleme aldiklari distopya edebiyati eserleri
de yayinlanmis ve incelenmis bulunmaktadir.

Yine de bu sorunlar bile yasamsal 6neme sahip
olduklari kadar ayni zamanda tartismali sorunlardir da.
Sarah Webster Goodwin ve Libby Falk Jones'un bize
hatirlattigr gibi: “Bir kadinin Gtopyasi bir baskasinin
karabasanidir; feminizmin kendisi pek cok farkli anlama
gelmektedir” (ix). Bu nedenle, Utopya ile distopya
arasindaki ikilik ve karsithk tekrar bulaniklasmaktadir,
clnkl bu kurgu “cinsiyet, feminenlik ve karmasik glc
iliskileri hakkindaki hegemonik sdylemi rahatsiz etmekte
ve geleneksel olarak benimsenen ve kabul goéren 6zcl
varsayimlara itiraz etmektedir (Atasoy 663). Ornegin,
pek cok elestirmen The Handmaid’s Tale kitabini feminist
bir roman olarak okur ve algilarken, “The Handmaid’s
Tale and Oryx and Crake in Context” isimli makalesinde

Atwood'un (2004) kendisi bu ilk distopyasini bu sézler ve
ifadelerle tanimlamamaktadir: “Disil bir bakis acisindan
— Julia'ya gore dinya - ve oldugu gibi bir distopya
yaratmay! denemek istedim. Ancak bu istedim, sozl
bir kadina birakmanin disinda, “The Handmaid’s Tale”
kitabimi bir ‘feminist distopya’ yapmaz ve bir ic yasam,
kadinlarin bu tip seylerinin olmamasi gerektigine inanan
insanlar tarafindan daima ‘feminist’ olarak algilanacak
ve adlandirilacaktir” (516).

Distopya edebiyati klasiklerinin codu “esas olarak
erkek yazarlar tarafindan yaratildiklari icin, bu eserlerin
cinsiyetle ilgili yaklasimi, siklikla, kadin vicuduna
yonelik bir ergen cocuk tavri cinsiyetsi ve heteronomatif
stereotiplere dayanma ve zaman zaman da kadina
yonelik arzu ile kadina karsi siddet arasinda sorunlu bir
baglanti da dahil olmak Uzere rahatsiz edici edilimler
sergilemektedir” (Horan, Desire 10).“Yine de buna ragmen,
bu normun istisnalari kadinin bagimsizhiginin 6nemine de
isaret etmektedir” (Horan, Desire 10). Ornegin, “Murray
Constantine takma adiyla yazan Katharine Burdekin,
bu erkek egemen modele” totaliterizmin kaynagi olarak
hipermaskuleniteyi godsteren bir roman olan Swastika
Night (Swastika Geceleri) isimli eserini yayimladigi 1937
yili kadar erken bir zamanda itiraz etmistir (Horan, Desire
10). Daphna Patai’'nin iddiasina gore, bu eser Nineteen
Eighty-Four (Bin Dokuz Yiz Seksen Dért) eserinden
etkilenmis olabilir (253-254). ik distopyasini baska
feministlerin eserleriyle iliskili bir konuma yerlestirmekten
ziyade, Atwood, The Handmaid’s Tale eserini Nineteen
Eighty-Four (Bin Dokuz Yiz Seksen Dért) ile bir diyalog
icinde tanimlamaktadir: “Orwell, benim hayatimda cok
daha sonralar — gercek 1984 yilinda, yani biraz farkli bir
distopya olan The Handmaid’s Tale kitabimi yazmaya
basladigim yil benim icin dogrudan bir model oldu” (“The
Handmaid’s Tale and Oryx” 516).

The Handmaid’s Tale siklikla Gmitvar! ya da acik uclu
bir distopya olarak sunulmakta ve bu da onu yirminci
yuzyill basi veya ortalarinin klasik distopyalarindan
ayirmaktadir. We, Brave New World ve Nineteen Eighty-
Four gibi temel metinler, direnisin cékmesinin ardindan
gelen dunya savaslarl, atom silahlari, soykirimlar,
fasizm, Stalincilik, Taylorizm, BuUyUk Buhran ve/veya
global kapitalizmin yarattigi calkanti ve kargasaliklari
ele alirlarken, Umitvar distopya eserleri belli belirsiz

1 Atasoy, Emrah. “Distopik Kurgu ve Umitvar Distopya Baglaminda Utopyacilik Gelenegi.” Gaziantep
Universitesi Sosyal Bilimler Dergisi, cilt 19, sayi 3, 2020, sayfalar 1135-1147.

bir bicimde gelecek icin Umit sinyalleri veren sonlara
sahiptirler. Raffaella Baccolini ve Tom Moylan, distopya
kurgu edebiyati tirG icindeki bu bayUk tarihsel ayrilig
ve boélinmeyi tanimladilar (Baccolini 40). Dolayisiyla,
Umitvar distopya, bu edebi tire hem Uslupla hem de
temayla ilgili bir esneklik kazandirmaktadir.

icinde bulundugumuz yizyilin ilk yillarinda, yirminci
yuzyilin distopya kurgu eserlerinden acikca daha az
politik olma egdilimi gosteren bir Genc Yetiskin distopya
edebiyatinin yayginlastigina tanik olduk. Son yillarin
politik ve cevreyle ilgili baskilar, cogunlugu klasik
distopyadan daha ziyade Gmitvar distopya formuna cok
daha yakindan bagli olan feminist distopik kurgu, salgin
edebiyati ve cevresel distopyalarin yeniden canlanmasina
ve hayat bulmasina yol acti.
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Dr. Thomas Horan (The Citadel - The Military College of
South Carolina, USA)

When it comes to utopian literature (depictions of
better places), anti-utopian literature (satirical critiques
of someone else’s conception of a better place), and
dystopian literature (depictions of bad places), the
distinctions are almost entirely subjective (Horan,
“Totalitarian” 54). William Morris, for instance, famously
regarded Edward Bellamy’s sanguine Looking Backward
(1888) as a dystopia, proposing a different socialist
alternative to capitalism in News From Nowhere (1890),
a novel that is therefore both utopian and anti-utopian,
depending on your perspective.

Literary dystopias, of course, amplify extant social
ills, emphasizing the consequences of neglecting our
troubles. Yet Frederic Jameson points out that utopias
also respond to specific societal problems:

For the Utopian remedy must at first be
a fundamentally negative one, and stand as
a clarion call to remove and extirpate this
specific root of all evil from which all the others
spring. This is why it is a mistake to approach
Utopias with positive expectations as though
they offered visions of happy worlds, spaces
of fulfillment and cooperation, representations
which correspond to the idyll or the pastoral
rather than the utopia. (12)

Thus, utopia and dystopia share a common origin in
that both respond to a pressing social concern, one by
exaggerating it andthe other by proposing asolution. Both
are optimistic in that they hope to spur their readers to
take informed action. At times they are indistinguishable;
Jameson’s assessment of Yevgeny Zamyatin's We (1924)
indicates that it is simultaneously utopian and dystopian:
“There are also Utopias which express the profound
disillusionment with the stalling or the denaturalizing of
Lenin’s original Utopia—that ambiguous work We has
indeed been shown to be both Utopia and dystopia all at
once” (20-21).

Anti-utopian literature, like dystopian literature,
evinces qualms with popular utopian trends. For example,

books such as We from the early twentieth century
challenge the nineteenth-century Hegelian and Marxian
notions that history is developing in a purposeful way
toward a rational world state, highlighting our innate
irrational inclinations. Much anti-utopian and dystopian
literature also opposes the utopian claims of H. G. Wells,
who believed that scientists, due to their reliance on
rational analyses of empirical findings, could comprise a
technocratic class of beneficent planners and managers,
preparing humanity for a rational world ultimately free
from governance. One can read Aldous Huxley's Brave
New World (1932) as an anti-utopian critique of Wells,
a classic dystopia, or a utopia of hedonism that places
a specific emphasis on eugenics. Nineteen Eighty-Four,
arguably the most famous and important dystopian
novel, does not fit indisputably within the dystopian
genre. Within the supposedly more intellectual middle and
upper classes, Orwell's Oceania is a utopia to characters
as dissimilar as Parsons (Horan, “Totalitarian” 54), Syme,
Katherine, and O'Brien. Even Winston enjoys his day job,
producing propaganda for the Ministry of Truth (Horan,
Desire 162).

Dystopian literature prompts the reader to concede
that authoritarian systems can have mass appeal. As
Margaret Atwood illustrates in The Handmaid’s Tale, this
acceptance of repression is frequently misperceived as a
kind of freedom: “There is more than one kind of freedom,
said Aunt Lydia. Freedom to and freedom from. In the
days of anarchy, it was freedom to. Now you are being
given freedom from. Don’'t underrate it” (24). Dystopian
literature cautions readers not to discount the “allure
of losing oneself in the totalitarian hive,” clarifying why
systemic repression “can be appealing, even to those it”
confines and “disenfranchises” (Horan, Desire 206).

If those of us who are privileged want to be less
subjective, we might conclude that dystopia is when bad
things happen to white people. As Ruha Benjamin points
out, “black communities are already living in the future
of a tech dystopia when it comes to policing, or when it
comes to all kinds of algorithms that are making life and
death decisions.” Such algorithms have the appearance
of objectivity because they replace the determinations
of individuals, but these algorithms are developed by
people who themselves are not free from racism and other
biases. The comparative paucity of acclaimed dystopian

literature by nonwhite authors largely reflects the racism
of the canon itself. Many nonwhite people do not have to
imagine a political dystopiq; institutional racism forces
them to live in one. Fortunately, more dystopian literature
by novelists from marginalized communities has been
published and studied in recent decades.

Yet even these issues are as contested as they are
crucial. As Sarah Webster Goodwin and Libby Falk Jones
remind us, “One woman's utopia is another’'s nightmare;
feminism itself takes on a range of meanings” (ix).
Therefore, the dichotomy between utopia and dystopia is
again blurred, since this fiction “disrupts the hegemonic
discourse and challenges the traditionally adopted
essentialist assumptions about gender, femininity and
the intricate power relations” (Atasoy 663). For example,
while many critics read The Handmaid's Tale as a
feminist novel, in her essay “The Handmaid’'s Tale and
Oryx and Crake in Context,” Atwood (2004) herself does
not couch her first dystopia in these terms: “| wanted to
try a dystopia from the female point of view—the world
according to Julia, as it were. However, this does not make
The Handmaid'’s Tale a ‘feminist dystopia,” except insofar
as giving a woman a voice and an inner life will always be
considered ‘feminist’ by those who think women ought
not to have these things” (516).

Since much classic dystopian literature “was produced
primarily by male authors, its treatment of sex often
exhibits disturbing tendencies, including a juvenile
attitude toward the female body, a reliance on sexist
and heteronormative stereotypes, and, occasionally, a
troubling link between desire for and violence against
women” (Horan, Desire 10). “Nevertheless, exceptions
to this norm illustrate the importance of women’s
independence” (Horan, Desire 10). For example, Katharine
Burdekin, “writing under the pseudonym Murray
Constantine, challenged this androcentric model”
(Horan, Desire 10) as early as 1937 when she published
Swastika Night, a novel that identifies hypermasculinity
as the source of totalitarianism, which, as Daphne Patai
argues, might have influenced Nineteen Eighty-Four
(253-254). Rather than situating her first dystopia in
relation to the work of other feminists, Atwood puts The
Handmaid’s Tale in dialogue with Nineteen Eighty-Four:
“Orwell became a direct model for me much later in my
life—in the real 1984, the year in which | began writing a

somewhat different dystopia, The Handmaid’s Tale” (“The
Handmaid’s Tale and Oryx” 516).

The Handmaid'’s Tale is often presented as a critical or
open-ended dystopia, differentiating it from the classic
dystopias of the early to mid-twentieth century. Whereas
foundational texts such as We, Brave New World, and
Nineteen Eighty-Four respond to the upheavals of world
wars, atomic weapons, genocides, fascism, Stalinism,
Taylorism, the Great Depression, and/or global capitalism
by concluding with the failure of resistance, the critical
dystopia ends ambiguously to signal hope for the future.
Raffaella Baccolini and Tom Moylan introduced this
largely historical distinction within the genre of dystopian
fiction (Baccolini 40). The critical dystopia thus brings
both a stylistic and thematic flexibility to the genre.

The early years of the present century saw a
proliferation of Young Adult dystopian literature that
tends to be less overtly political than twentieth-century
dystopian fiction. Recent political and environmental
pressures have led to a welcome resurgence of feminist
dystopian fiction, pandemic fiction, and environmental
dystopias, most of which adhere more closely to the form
of the critical, rather than the classic, dystopia.
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technology relations. Artut’s artworks have been exhibited at Dystopie Sound Art Festival (Berlin, 2018), Moving
Image NY (New York, 2015), Art13 London (London, 2013), ICA London (London, 2012), Art Hong Kong (Hong Kong,
2011), Istanbul Biennale (Istanbul, 2007), and received coverage at Artsy, Creative Applications, CoDesign, Visual
Complexity, CNN GO. He holds a Ph.D. in Media and Communications from European Graduate School, Switzerland.
An author of six books published, Artut is an Associate Professor at the Visual Arts and Visual Communication Design
Program Sabanci University, Istanbul where he mainly teaches Sound and Interaction Courses. He has been releasing
several albums as a member of a Post-Rock Avant-Garde music band Replikas since 1998. In 2016, Artut founded an
audio-visual performance duo named RAW (www.rawlivecoding.com) which produces works through creative coding

and live-coding techniques.

www.selcukartut.com
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JEREMY WOODRUFF

Jeremy Woodruff, ITU Muzik ileri Arastirmalar Merkezi'nde (MIAM) kompozisyon, miizik teorisi ve ses calismalari
dersleri veren bir d8gretim Uyesidir. Ses sanati ve besteleri, ses calismalari ve etnomuzikoloji UGzerine yaptigi
arastirmalardandan beslenmektedir. Bircok Gflemeli ve elektronik enstriman kullanan yetenekli ve cok yonlG bir
icracidir. Aralarinda Bani Abidi, Egill Sembjornson, Meg Stuart ve cesitli sanatcilarla sadece ses sanatinda degil,
video, dans tiyatrosu ve radyo calismalarinda is birligi yapmistir. “Memory Space” ve “Berlin School of Sound” radyo
programlari her ay Colaboradio, FR-BB, Berlin'de 88,4 FM ve Potsdam'da 90,7 FM'den dinlenebilir.

Yazilari by Klangzeitort (Berlin), Interference: A Journal of Audio Culture, Journal of Sonic Studies, KunstMusik, Verlag
fur Moderne Kunst (NUrnberg), Bloomsbury Press, Les Presses du Réel ve Errant Bodies Press tarafindan yayinlanmistir.
Ses sanati eserleri, aralarinda KW (Berlin), AD Gallery (Bremen), Kasa Galeri (istanbul) ve Art Bengaluru'da
(Hindistan) da olmak lzere cesitli galerilerde sergilenmistir. Ensemble Decibel (Londra), Hezarfen Ensemble (istanbul),
Kammerensemble Neue Musik, Deutsches Kammerorchester Berlin icin konser calismalari yapmistir. Berlin School of
Sound'u kurdugu Berlin'deki Errant Sound kolektifi kurucu Uyesidir ve 2018'den beri Distopya Ses Sanati Festivali'nin
kurucu ortagi ve es-kUratoradur.

www.jeremywoodruff.net

Jeremy Woodruff is a lecturer in composition, music theory and sound studies at the Center for Advanced Studies
in Music (MIAM), Istanbul Technical University, Turkey. His sound art and compositions are informed by his research
in sound studies and ethnomusicology. He is a skilled and versatile performer with multiple wind instruments and
electronics. He has collaborated with various artists not only on sound art but also in video, dance theater and radio
works, including with Bani Abidi, Egill Seebjornsson, Meg Stuart and others. His radio shows “Memory Space” and
“Berlin School of Sound” can be heard every month on Colaboradio, FR-BB, 88,4 FM in Berlin and 90,7 FM in Potsdam.

His writings have been published by Klangzeitort (Berlin), Interference: A Journal of Audio Culture, Journal of Sonic
Studies, KunstMusik, Verlag fur Moderne Kunst (Nurnberg), Bloomsbury Press, Les Presses du Réel and by Errant
Bodies Press. His sound art has been presented in various galleries, including the KW Berlin, AD Gallery Bremen,
Kasa Gallery Istanbul and Art Bengaluru, Bangalore, India. His concert works have been commissioned by Ensemble
Decibel (London), Hezarfen Ensemble (Istanbul), Kaommerensemble Neue Musik, Deutschen Kammerorchester Berlin
and others. He was a founding member of the Errant Sound collective in Berlin, with whom he is currently founding
Berlin School of Sound and he was co-founder and co-curator of the Dystopia Sound Art Festival since 2018.

www.jeremywoodruff.net
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