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megalopoller

Ali Akay

1990’li yillarda ulus-devletlerin geriye
cekildigi, devletler-Gstli siyasi ve ekonomik
yapilanmanin olustugu bir déneme giriimeye
baglandi. Berlin Duvari ve SSCB sonrasinda,
Avrupa Birligi'nin ortak para birimine dogru
gelistigi yillarda dlinyayi yatay bir sekilde kesen
sehirler yeni diinya merkezleri olmaya basladilar.
Cevre ve merkez arasindaki gerilim diinyayi yatay
cizgiden itibaren yeniden olusturmaya basladi.
Sehirlerdeki degisim en ¢ok mutenalasma ve
normallestirme sureclerinde kendisini gosterdi.
Eski, marjinallesen mahallelerin yeniden yatirim
altina alinmasiyla birlikte yeni bir sehir planlama
yaklasimina dogru yénelim basladi. Mimarlar
da bu sureci en cok belirleyen unsurlar olarak
kentlerin binalarini yeniden olusturdular.

2000’lerin  sonuna dogru, 1990°h
yillarin kurum disi hareketliliginin de ivmesiyle,
cagdaslasma projesi icinde adim adim
ilerlerken, glincel sanat agisindan oldukca
buyik hamleler yapildi. Yeni enerjilere gebe
sehirler olarak merkez-sehirler, ‘normallesme/
mutenalasma’ slireci icin daha da ¢ekici olmaya
bagladi. Gerek kultirel, gerekse sanatsal
kodlar, bu degisim icinde, sehrin dinamigiyle i¢
ice bir sekilde ortak bir dinamik ortaya cikardi.
“Megalopoller dénemi”" olarak adlandirdigim bu
dénemde, 1990’larin basindan itibaren, ulus-
asir sermayenin yavas yavas merkez ve gevre
iliskilerindeki hiyerarsiyi devletler UGzerinden
degil, sehirler Gzerine kurmaya basladigi yeni bir
atilim gérandu.

Kuresellesme, postmodernizm, algak
ve yuksek sanatin arasindaki hiyerarsinin
sorgulanmasi, Uglinci Diinya  sanatinin
popllerlesmesi, dinyadaki buyik bienallerin

1 Bkz. Ali Akay, Tekil Dustnce, 1991, Afa Yay. 3. Baski, Baglam
Yayinlari, 2002 ve_Konu-m-lar, Baglam Yay. 1991

cogalmasi ve cesitlenmesi ile megalopoller
dénemi diye adlandirdigim bu dénemde,
merkez ve cgevre iligkilerinin Ulke bazindan sehir
bazina dogru kaymasi ve global-kentlerin &nem
kazanmasiyla alakall bir sekilde, eski terminoloji
ile ‘Uglincii Diinya ilkelerinde dogan veya ailesel
ve kiltirel kokenleri olan” sanatcilarin daha
taninir hale geldigini soyleyebiliriz. “Gé¢ sonrasi
durum” olarak da adlandirilan bu dénemde,
dénemin sanatgilarinin artik “Uglincii Danyall”,
geleneksel sanat yaparak, ulkelerinin yerel
klltarlerini yansitmaktan 6te baska tur bir ikili
elestirel strateji icine girdikleri ortaya ¢ikmaya
basladi ve bu sanatcilarin Bati-karsiti olmaktan
cok, orada yapilanla esdeger teknoloji ve
dusunceyi kullanarak yeni stratejiler gelistirmekte
olduklarinin dile gelmesiyle siire¢ de anlam
kazanmaya basladi. Bati'da yasayan, her iki
dilde ve ulkede calisip, eser Ureten sanatcilar
daha ilgi ¢ekici bir konuma geldiler. Bati piyasasi
ise bu tip sanatcilara yeni yeni sanatsal ve ticari
degerlerini vermeye basladi. Her yerde iki dilli
veya iki kulturli sanatcilarin gitgide ¢ogaldigini,
batill sehirlerde dogan, Uglncli nesil olarak
adlandirilan veya batili merkezlerde okuyan
ve uzun sire kalarak iki kulttrli olabilen; bu
sayede de iki tarafa da elestirel bakabilen bir
sanat¢i grubunun bugiinin sanati icinde yer
almaya basladigini gbézlemlemekteyiz. Daha
dnceleri gelistirilen Bati-karsiti ve Uglincii Diinya
milliyetciligi ve gelenege bagliliginin yerini alan
bu duyarlilik yeni bir olusum olarak durmaktadir.
Bu tip sanatcilar geleneksel sol sdylemin
milliyet¢i  yaklagimlarinin  da disinda eser
Uretmeye baslamislardir. ikili bir elestiri yéntemi
olarak adlandirabilecegimiz bu dekonstriktif
yontem (Ulkelerin igerisi ve digarisi ayriminin
kesin sinirlarinin - disina dogru tasmakta;

On kapak / Front Cover

Archi- sickness, video, 2010-2011
Sanatgi ve galeri Hussenot, Paris
izniyle

Archi-sickness, video, 2010-2011
Courtesy of the artist and galerie

Hussenot, Paris
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Sanatginin arsivinden, fotograf,
renkli, Berlin, 2009

Artist archive, color photograph,
Berlin, 2009

Arsiv, Archives, Mantes la Jolie,
France © Studio Bertin Ville de
Mantes-La-Jolie
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sinirlarin genisleyerek daralmasinin pragmatik
yolunu bulmaya calismaktadir.  Ozellikle
postkolonyal s@ylem olarak adlandirilan ve
Bati sanat ortaminin son 20 yildaki belirleyici
paradigmasi olarak gbziken bu yaklasimlar
ufuk sanatcilarinin Batili Avrupa cagdas sanat
sergilerinde ve piyasasinda boy géstermesine
olanak saglamgtir.

Diger yandan felsefe ve sosyoloji
gibi ¢cagdas sanatta birincil 6nem kazanan ve
teorisyenlerin ortaya ¢ikmasina zemin olusturan,
disiplinler-asir bir konumun belirmeye baslamasi
ve 1990°h yillarda kultirel g¢alismalarin 6nem
kazanmasi, hatta sistemin bu dogrultuda,
yani kultir agirhkh bir sekilde gelismekte
oldugunu gosteren c¢alismalarin da ortaya
cikmasi sayesinde, sanatsal alanin, politik veya
ekonomik olanin ¢ok da gerisinde kalmadig
dogrulanmaktadir. Hatta neredeyse 6ne giktig
bile iddia edilebilir. Loic Wacquant ve Luc
Boltanski’nin Weber’den yola ¢ikan ve hatta ona
génderme yaparak ilerleyen “Yeni Kapitalizmin
Tini” Uzerine calismalari da gdstermektedir ki,
kapitalist sistem artik sanatsal alani neredeyse
taklit ederek gelismekte ve buylimektedir.
Kapitalizmin her alana yayilmasi sonucunda
Negri ve Hardt'in Empire? adli ¢alismalarinda
gosterdikleri  gibi, kapitalizm kendi iginde,
kendi butlnlesmis cografyasinda yenilenmek
zorundadir ve kriz anlarinda genigleyecek yeri,
toprag! kalmamistir.

Urbi, yani sehir ekonomisinin
merkezinde isleyecek olan ekonomi, politika
ve kdltirel  formasyonlardaki  yenilenme
hareketleri daha boy g6stermenin virttel
hareketlerini dlslinmeye bile baglamamisti.
Ayrica, dunyasallasma diye adlandirdigimizda,
kendimizi kiiresel olandan biraz da olsa ayiracak
bir kavramla karsi karsiya gelecegimizi de

2 Bu kitabin Turkgesi (imparatorluk) Ayrinti yayinlari tarafindan
2001 yilinin Ekim ayinda yayimlanmig ve ¢ikar ¢ikmaz énce
iki baski, sonra da lglnci baskiyla beraber korsan baskisi
piyasaya strulmustar.

hatirlayabiliriz.2 Dunyali olmak veya dinya
vatandasgi olmak demenin, milli sinirlarin ve
kiltdrin digindan bakabilmek demek oldugunu
da animsadigimizda, dinyasaligin sermaye
hareketlerini ele alan  kuresellesmeden
ayri olarak isledigini de dusunebiliriz. Nedir
dinyasallasma ile klresellesme arasindaki
anlam farki? Bu soru, dinyasali kireselden
ayiran direnme ve kiltir  kavramlarina
baglayacak bizi. Sanatsal ve kiltirel ¢abalari
ve disinme tarzlarini -kiresel sirketlerden
sponsorluk aliniyor olsa bile- sermayenin
prestijinden ayirmak gerekecek; c¢lnki c¢ok
6nemli gibi duran bu ayrim, aslinda, nedenlerde
yatmakta. Nigin sanat disinuldiginde hesap
dusunulmemektedir? Nicin sermaye gruplari bir
kiltirel veya sanatsal alana yardim yaparken
sanati degil de parayr dusinmektedir? Nigin
“Halkla iligkiler” veya “Reklam sirketleri” sanat
ve sermaye arasinda araci ve para iligkilerini
dizenleyen rolu oynarlarken, sanati degil, ama
prestiji veya sembolik olani distiinmektedirler?*

3 Bunun i¢in de Derrida’nin ve Jean-Luc Nancy’nin ¢alismalarini
ornek gostermek dogru olacaktir.

4 Bu acilardan baktigimizda Hegel’in sanat i¢in séylediginden cok
da uzaklasmis olmuyoruz aslinda; ¢clinkli Hegel “Sanatin Empirik
Kuramlar” adli 2. Bélimde, sanatin bakisinin arzunun pratik
cikarindan ayrildigini ifade etmektedir. Gunkl sanat nesneye
bakarak 6zgurligu distinmektedir, 6zglrligu serbestlestirmekte
ve arzunun hegemonyasindan kurtarmaktadir. Halbuki arzu,
orada, nesneyi belirli bir amag, fayda icin kullanarak mahveder.
Bkz. Hegel, Introduction a I'esthetique, (s/69). “Sanat bireysel
bir varolugla ilgilenmektedir” diye yazmaktadir Hegel. Bizim
bakisimiza goére de, sanat varolug ile ilgilenerek, parasal
olanin ve nesnenin egoist ¢ikarciigini distinmekten kendisini
alikoymaktadir. Aslinda, Hegel, burada, arzunun bir nesneye
yoneldigini belirterek modern psikanalize bir acilim imkani
sunmaktadir; halbuki Deleuze igin arzunun bir nesnesi yoktur.
Arzu bir kimenin icinde hareket etmektedir. Kadin bir elbiseyi
arzuladiginda, aslinda arzuladig elbisenin kendisi veya “eksikligi”
olmaktan cok, etrafinda dénen bir kiimeler sistemidir. Siklik, etrafi
etkilemek, is dinyasinda paye kapmak, kocasini ve cevresini
etkilemek, kendisini degerli kilmak vb. tim bir dizenlemenin
icinde arzuyu bulmak mimkuin olacaktir. Hegel sanat ve arzuyu
ayirdiginda sanatin nesnenin ylzeyiyle, gorintusuyle, formuyla
ilgilendigini, arzunun ise nesnenin kendisiyle (ampirik ve dogal
genislemesiyle, somut maddiligiyle) ilgilendigini yazmistir
(s/69). Sanat duyumsalin yiizeyinde islemektedir. Duyumsal, bir
goruntl vaziyetinde, sanat sayesinde kendisini ylikselmis olarak

1. Kapak, Fuck the architect,
mounir fatmi, 2008

Book cover, Fuck the architect,
mounir fatmi, 2008

2. Arsiv, Mantes la Jolie, Fransa
© Studio Bertin Ville de Mantes-
La-Jolie

© Collection Longepierre
Archives, Mantes la Jolie, France
© Studio Bertin Ville de Mantes-
La-Jolie

© Collection Longepierre

Bu sorularin alaninin iginden gelen biri igin,
bunlari sormak bu ortamdaki farklar anlamak
demektir. “Kim neyi ne zaman dusunuyor?”
sorusu da dlnyasallasma ve klresellesme
arasindaki farki anlamak bakimindan sorulmasi
gereken sorular arasindadir. O kadar ki, neyin
disundaldigi ve pratikte neyin yapildigi, bu
sirada surdurilen pratik sureci iginde anlam
kazanmaya baglayacaktir. Sanatcilar veya
kuratorlerin  bazilari  sergilerini  yaparlarken,
hangi pratik sermayenin isine gelecek diye
distnmeyerek calistiklarinda, zaten kiresel
sermayenin hizmetinde degildirler; halbuki
sermayenin kurallarina ve sadece buna bagh
kalarak sanat veya sergi yapmak serginin
dislinsel ve sanatsal boyutuna bir set cekerek,
etkisini azaltacaktir. Bu anlamda, dlnyasal
olan bir kiltir veya bir sanat pratigi, kiresel
olan sermayenin hareketlerinden ve disiinme
bigimlerinden kendisini ayirmaktadir. Jean Luc-
Nancy, Dinyasallasma kavramini ele aldigi
calismasinda sanat ve dinyasal arasindaki
yakinliga parmak basmaktadir: Ona gore,
“bir dinya asla nesnel veya digsal bir diizen
birimi degildir: Bir dinya asla benim 6niimde
degildir, veya o énimde olan benim diinyam
degildir. Ama tamamen bagka bir dinyadir™.
Buradan da anlasilabilecegi gibi, benim diinyam
icinde oldugum dinyadir; 6nimdeki bagka
bir diinyadan bagka bir sey degildir. “Sanatin
icinde oldugum zaman sanat dinyasi benim
icimdedir ve sanat dinyasi benim dinyam
olmaktadir”; ama sermayenin kultir ve sanata
bakigindaki dinya sanat dinyasi degildir;
sanatin 6ninde duran sermaye dinyasidir.
Bu iste kiresellesmedir. Hatta Nancy'ye gore,
“Bu dinyanin bir dinya oldugunu neredeyse
bilemeyebilirim bile”. Nancy burada kendi asina
oldugu sanatlardan bahsetse bile, ben burada

bulmaktadir. Sanat nesnenin (tasin, ¢icegin, organik yasamin)
ani ve saf maddiligini degil, idealligini aramaktadir. Hegel’e gore,
sanat eserleri, glizelin duyumsal gélgesidirler.

5 Jean-Luc Nancy, La Création du Monde ou la mondialisation,
Galilée, 2002, ss/34-35.

sermaye ve sanat dinyasi ayrimi Uzerinde
durmayi tercih ediyorum.® O halde, iginde
bulundugum diinyanin sanat diinyasi veya para
diinyasi olmasi, diinyasallasma ve kiresellesme
arasindaki ayrimi bize géstermektedir. Nancy'yi
takip edersek icinde bulundugumuz diinyada bir
“titresim”, bir “rezonans” hissetmekteyizdir. “Bir
diinya belli bir tonalitenin tinladig bir mekéandir”.”
Bu rezonans bir yandan bize ait olan diinyanin
tekilligini de belilemez mi? Tekillik iginde
oldugumuz ve etkilerini hissettigimiz dinyanin
kendisidir. Bu anlamda da, kuresel degildir,
“dinyasaldir”.® Bu ikisi arasindaki ayrima
baktigimizda baska bir olguya da dikkat cekmek
gerekecektir: O da, yukarida sordugumuz
soruyla baglantih  olarak disunilebilecek
baska bir sorudur. Estetik olan bir sey her ne
kadar gundelik kapitalistik yasamimiza girmis
olursa olsun ve sanatgiyr 19. yizyihn “Gizel”
kavramindan uzaklastirirsa uzaklagtirsin, yine de
sanatin iginde insanlk problemi vardir, tipki bilim
adaminin i¢inde oldugu gibi bir durumla karsi
karsiyayizdir.® Zaten sanatci veya bilim adami,
bilim veya sanat yaparlarken kendi kazanglarini
veya kucik egolarini diigiinlyorlarsa, o zaman
sanattan ve bilimden uzaklagsmaktadirlar da. Ve
neticede, bir diinya sanat eserine ait olan bir

6 Nancy “Hitit” sanatinin kendi diinyasina ait olmadigini ama
“Bach’in veya Matisse’in” kendi dlnyasina tanidik gelecegini
vurgularken sanat iginde kisitl kaliyor. Bkz. a.g.e., s/35.

7 Nancy, a.g.e., s/35.

8 Burada, diinyasalligi eskiden kullanilan evrensel yerine de
kullanabiliriz diye distnlyorum; ¢linkl kuresel olan olgunun
yaninda dlnyasal olan, icinde olmayi gerektirdigi gibi, ayni
zamanda bu alanda direnmeyi ve bir ideale dogru gitmeyi de
icinde barindirir gibi durmaktadir. Evrenselin, énce, ne anlama
geldigini soran Gilles Deleuze’in yaklasimini takip ettigimizde
dunyasal olani daha da anlamh kilmaya baslayacagiz. Bu,
modasi gecmis ve 19. ylzyilla ait olan evrensellik kavramini
yerine oturttugunda, anlamina da canlilik getirecektir.

9 Sanatin artik bir gaz halinde oldugunu ve katiligini kaybettigini
iddia eden ve bunu da gtizel problematigini terk eden sanatin
digindaki tim yasam bigimlerinin birer estetik algilamaya ve
sunuma dénmesi lzerinden gdsteren Yves Michaud’dur. Bkz.
Yves Michaud, L’Art a I'Etat Gazeux, Essai sur le Triomphe de
I'esthetique, Hachette Litteratures, Pluriel, Editions Stock, 2003.

1. Save Manhattan, 2008-2009, video
Sanatginin ve galerie Hussenot,
Paris’in izniyle

Save Manhattan, 2008-2009, video
Courtesy of the artist and galerie
Hussenot, Paris

2. Advertising for Nespresso, 2011
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birimin duizeninde iglemektedir. Bu bakimdan,
duinyasallagsma kuresellesme degildir.

Soyle bir sematik ayrim yapabiliriz:
Dulnyasallasma dedigimizde, Antonio Negri’nin
Cenova’da “No Gilobal” diye adlandirdigr,
dunyasallasmis, G 8’lere karsi eylemler yapan
bir genclikten -bir kavramla sdylersek “cokluk™/
multitudo’dan- s6z etmekteyiz.’® Bu, dinyasal
adaleti kurmaya yonelik olarak kuresel hukuk

10 Bu kavram ile ilgili olan sergi icin Bkz. Ali Akay, Gelecek
Demokrasi Sergisi, Aksanat Kultir Merkezi Galerisi, Eylul-
Ekim 2003. Bu sergide Altan Bal-Gamze Toksoy bekéar odalari
ile ilgili fotografik-antropololjik bir calisma yaptilar; istanbul’a
gb¢ sonrasi gelen genglerin gecici iglerdeki yasamlarini sefalet
icinde surdurdukleri “bekar odalar”. Zeliha Burtek, Multitudo
yazisini bir “light box"ta elle yazarak gerceklestirdi. Cem Gencer
evsiz barksizlarla ilgili olarak Taksim parkinda geceleri banklarda
yatan klosardlarla (berduslarla) ilgili bir video gerceklestirdi;
Sener Ozmen “Crazydemokrasi” adli calismasinda kendi
ylizinu deli olarak gosterdi (kafasindaki huniden Ttirk bayraklari
cilkmaktaydi); Susan Steinberg Avrupa’da ve Amerika'da
yasamakta olan gé¢men ve ilticacilara “Daha iyi bir diinya i¢in
ne dlslniyorsunuz?” sorusunu yonelttigi video calismasini
gerceklestirdi. Seza Paker ise daha 6nce Galerist'teki kisisel
sergisinde sergiledigi blylk enstalasyonunun iki parcasini (iki
video) gosterdi. Bu iki video calismasinda Seza Paker, Paris-
Issy les Moulinaux’da yapmis oldugu calismada, burada bulunan
blylk hangardaki silah ve harp araclari koleksiyonculariyla
yaptigi dokimanter bir calismayi sanatsal hale koydu. iki
videoda da fotograflari videoya ve videoyu da fotograflara
cevirerek gosterdi. Fotograflardan yaptigi videoda hangari ve
oradaki nesneleri gérintiledi. Digerinde ise Sophie adli bir
travestiyle yaptigi milakati gosterdi. Bu iki videodan ikincisinde
bir kulaklikla Turkce versiyonu Serra Yilmaz'in icrasiyla
izleyicilere dinlettiriyordu. Sophie ise, bu konusmadan da
anlasilabilecegi gibi, pipline’larda dalgiclik yaparak kazandigi
parayl, tutkusu olan harp araclarina yatiran bir travestiydi. Bu
konusmanin sonrasinda, sergiden hemen evvel, pipline’larda
bir dalis sirasinda bogularak 6ldi. Bu bir taraftan da bize
tutkularin gerceklestiriimesinde “gecici iglerin” toplumsal emek
icindeki yerini de sorgulayan bir vakanin sahitligini yapmaktaydi.
Cokluk, iste, klresellesmis diinyada bu ezilen ve dislanmakta
olan kalabaliga verilen ad. Hepsi sistem disi yasayarak
sistemin digladiklarini olusturmakta. Burada marksist anlamda
“sinif mucadelesi” kavramindan cok, Hobbesun, De Civea
adl kitabinda “dislanmasi gerek” diye adlandirdigi cokluk
kavramiyla kars! karsiya gelmekteyiz. Bu ki, Spinoza tarafindan
demokrasinin gerceklesmesinde kullanilacak olan “kalabaliga”
verilen bir ad olarak cikacak karsimiza. Negri ve Hardt
imparatorluk (Exil, 2000) adli best-seller olan kitaplarinda bu
kavrami “devrimci gucleri” ifade etmek icin kullanmaktalar. Ayrica
Bkz. Negri, Du Retour, Calman Levy, 2002. Negri, “no global”
diye adlandirdigi “cokluk akimina” siyasetin diinyasallastigi ana
ait olarak bakiyor. Tam bir ¢okluk haline geldiler diyor “No global”
akimini gerceklestiren gencler icin. Negri. a.g.e., ss.103-105.

sisteminin ekonomik faydaci yanina Kkarsi
cikmakta. Bu insanlar AMI gibi telif haklarini da
iceren, “Amerikanlagsan” ve “Disneylandlasan” bir
hukuk, kltir sistemine karsi bir tavirla, “Copyleft”
sistemine kendilerini yakin hissediyorlar. Yani,
haklari korumak yerine ve korumak ic¢in de
paralamak yerine, haklar serbest birakarak
kullanima agmaya ve bu kullanim sayesinde
de bilimsel buluglart ¢ogaltmaya yonelik
geligtirilmis bir bilgisayar programi paylagim
sistemi. Bu tavir, o anlamda, misafirperverlik
olarak adlandirilabilecek bir dostluk ¢izgisini
de beslemekte. Levinas ve daha sonra da
Derrida’nin actigi yolda ilerlemeyi éngéren bir
dunyasal misafirperverlik ve armagan sistemi
bu.” Bu anlamda da milliyetcilik ve irk¢ilik gibi
konulara kargi orgutlenmeyi savunmakta ve
6ngormektedir.  Dinyasallasma  kavramina
oturan tum bu gizgiler kiresel dunyanin
sermayesine, hukukuna, kiltiriine, medyasinin
Ozellesmesine ve kisisellesmesine, toplumun
toponlagsmasina'? karsi hareketler olarak kiresel

11 Bkz. Jacques Derrida, Adieu a Emanuel Levinas, Galilée,
1997. E. Levinas, Totalité et Infini, s/232 “Oldirmeyeceksin”
emrini duyan Oteki’nin ytiziine bakan bir sorumlulugun ortaya
cikardigi bir misafirperverlik. “Etik” alaninin belirleyicisi olarak
durmaktadir. Yabancinin dost mu diisman mi oldugu sorusunu
sormaz. O anlamda, dost ve disman Uzerine kurulu “Carl
Schmitt’ci bir politikanin” disina tasir artik politikayi (Schmitt

iki tirli savastan s6z ediyordu: polemos (dogal diismanlar)

ve stasis (i¢ kavgalar); yani, Platon’daki Grekler ve Barbarlar
savasl ve Greklerin i¢ savasi ayrimi). Bu anlamda, geleneksel
anlamdaki politikay! etika’dan ayirmak mimkun olacaktir. Ve bu
da, kavimci bir etika’ya hi¢ mi hi¢ benziyor gibi durmamaktadir.
Ne i¢ savas, ne de dogalari veya kavimleri farkli olanlarin
siddeti ve savasi s6z konusudur artik. Levinas igin 6liye karsi
olan sorumluluk, élimdeki bir 6ldirmenin varliginda yatar:
“Oltim hep bir cinayeti icinde barindirir”. Burada sorumluluk
benimle baslamaz; éteki sayesinde baslar. Bu, Dostoyevski'den
(Karamazof Kardesler'deki “Biz herkesin 6niinde ve her sey
Gizerine sugluyuz ve ben de en basta suclularin bagindayim”)
beri gelen temel bir ayirim olarak durmaktadir. Ben (ego) bilen
6zne olarak tim bilincimle &teki tizerine sorumluluk kararimi
vermekle yikimli degilimdir; ben ancak 6tekinin sayesinde
sorumluluguma ulasirim.

12 Toponlasma icin bkz. Ali Akay, Sanatin ve Sosyolojinin Ruh
Hali, Baglam Yay. 2002. Toponlasma kavramiyla “Top 10” listeleri
haline gelen kdltlrel olusumlar ele alinmaktadir. Yazarlarin best-
sellerlesmesi, star sistemiyle sanat¢i yaratma ve tim ¢oklugun
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Speed City, video, 2009, sanatci ve
galeri Hussenot, Paris izniyle

Speed City, video, 2009, courtesy of
the artist and galerie Hussenot, Paris

1. Sanat¢inin arsivinden, Minoterie,
Tunis, 1905-1906. extrait de la revue
Le Béton Armé, septembre 1906

Artist’s archive, Minoterie, Tunis,
1905-1906. extrait de la revue Le
Béton Armé, septembre 1906

2. Sanatginin arsivinden, couverture
de la revue Béton Armé, février 1900

Artist’s archive, couverture de la
revue Béton Armé, février 1900
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dlnyaya elestirel bir bakigla ¢galismaktadirlar.
Bir diinyanin iginde oturuldugu zaman,
oturulan yer bir diinya olur; halbuki bilindigi gibi
postmodern sermaye yersiz-yurtsuzlagmigtir.
Ulkesini ve topragini kaybetmistir; ama burada,
“sanatin bir toprag: veya yurdu olacak midir?”
sorusunu sormadan, daha fazla ileri gidemeyiz.
Bu nedenle, ulus-devlet ddnemindeki sanatlarin
algilanisina bakmak yanlis olmayacaktir. Bunun
icin de 19. ylzyil igindeki olusumlara bakmak
dogru olacaktir. Bir 6rnek alalim kendimize:
Hegel.”™® Estetik adh derslerini verdiginde,
Hegel'in sanatlar belli bir hiyerarsiye oturtmus
oldugunu  hatirlayabiliriz.  Bu hiyerarsiyi
hatirlarsak; sembolik, klasik ve romantik adh ¢
ayri merhaleden gelen bir sanat tarihini felsefe
tarihi icinden okuyacagimizi animsayalim.
Burada, Hegel bize aslinda, lg¢ ayri cografyadan
sOz etmektedir: Birincisi Misir sanatina, ikincisi
Yunan ve Roma sanatlarina, uglincisl ise
ozellikle Kuzey Avrupa Hiristiyanhgina ait olarak
disundlmustir. Bu nedenle sanatlar 19. ve 20.
yuzyillarda birgok yerde ve birgok disunir ve
sanatgci tarafindan milli kiltirel karakterlere gore
disindlmastir. Bunun sanatcilar igin oldugu
gibi sanatlarda kullanilan malzemeler i¢in bile
bdyle oldugunu sdyleyebiliriz. Bir on sene kadar
once bile, bazi cevrelerde, resim yapmanin tuval
resmi yapmak oldugunu ve bununla da Akdeniz
kaltdrinan  anlagildigini  soyleyenler  vardi;
bunun karsisinda enstalasyon veya cagdas
sanat diye adlandinlan ve ginimuzde artik

diglanmasi s6z konusudur.

13 Hegel, Introduction a [I'esthetique Le beau, Champ/
Flammarion, Almancadan Fransizcaya Ceviri: S. Jankelevich,
1979. Hegel kitabin hemen basinda bu eserin estetige, yani
dogal olmayan, dogalligi terk ederek, dislayarak “yapaylasan”
guzelin bilimine, yani felsefeye bir giris niteliginde oldugunu
belirtmektedir (dogal gtizellik mikemmel olmayan, estetik
glzellik ise mukemmel olani gostermektedir). Bu anlamda,
sanat ayni zamanda, “Mutlak Fikrinin” de sifati olarak karsimiza
cikartiimaktadir. Bu Ug¢ sifatin da ayni olarak ele alinmasi 19.
ylzyil baginin epistemesini bize géstermesi bakimindan ilging
olarak durmaktadir; ¢linkii tam da Yves Michaud’nun iginden
ctkmis oldugumuz bir problematik olarak gosterdigi, Hegel'in
bize 6nerdiginin tersi gibi durmaktadir (s/9).

glncel sanat adini almig olan bir bakisa gobre,
bunlar “Kuzey sanatidirlar’. Gok sukir, boyle
garip bir ayrimin iginden ¢ikmig bulunmaktayiz.

Bu dlinya, icinde oturanin dinyasidir;
o bu diinyanin iginde disinir: Bu diinya sanat
dlinyasiysa sanati, para ve sermaye dlnyasiysa
da parayi ve sermayenin carklarini diigiinmek
muUmkunddr. Bir diinya bir yerdir, yerlerin oldugu
ve bunlarin da kesistigi yerdir. Yerlesmek demek
oturmak demektir. Yerlesilen dinya bir seyin
disundlur oldugu yere verilen ad gibidir. Buna
gére kuresel veya dinyasal olmak mimkin
olabilecektir. Nancy’ye goére, “oturmak”, bir
yerde oturmak, Grek dilinden gelen kelimelerle
de baglanti icindedir: ethos ve etos. Yani bu iki
benzer kelimeye gére, her tlrll etikanin, ahlakin
“dibinde ayakta durmak” demektir. Benzer
bir sekilde Latince iki kelime de habitare ve
habitus, Latince habere’den gelmektedir; ve de
durmak, ayakta durmak, tutunmak gibi anlamlari
icermektedir. Bir yeri doldurmak, oray tutmak,
o yere sahip olmak, kullanimina sahip olmak
anlamlarini icermektedir.™ Boylece bir diinya bir
ethos’tur veya bir habitus’tur.’®

mounir fatmi, yukarida ele aldigimiz
ve acikladigimiz bu sirecin elestirisi iginde
distnmekte ve sehirlerin mimarisine egilerek
kaybolan bir dunyadan yeni teknolojilerin
hékim olmaya basladigi baska bir dinyaya,
Arap aleminden ironik olarak bakmakta; bir
yandan kendi kultirel kodlarinin Gzerinden Batili
sanat tarihine ait kiltirel ve sanatsal alana
dogru farkh malzemelerle ve 6zellikle network
malzemeleriyle (baglar, hatlar-kablolar (hem
Arap hat yazisi, hem de kablo hatti), suretler,
hadisler, ready-made’ler ile) calismakta, diger
yandan ise yeni hazir malzemeler, teknolojik
kulturel tiiketim nesnelerinin Gzerinden mimarhk
ve sehirciligin buglinki kaotik yatinm dinyasinin
elestirisini estetik bir dille gerceklestirmektedir.
Cesitli boylardaki hoparlérlerden olusturulmus

14 Jean-Luc Nancy, a.g.e., s/36

15 Jean-Luc Nancy, a.g.e., s/36

1. Arsiv, Archives, Mantes La Jolie,
Fransa © Studio Bertin Ville de
Mantes-La-Jolie

© Collection Longepierre

2. Arsiv, Archives, Mantes La Jolie,
France © Studio Bertin Ville de
Mantes-La-Jolie

© Collection Longepierre
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olan enstalasyonda uzaktan modern veya
postmodern bir sehir manzarasi, bir yandan
oyunsal bir gekilde ortaya konulurken diger
yandan 1s1gin da etkisiyle duvara yansiyan
gblge gercek bir sehrin kurtarilmayi bekleyen
hayalini (Manhattan) bize  vermektedir.
Bir yandan sehir ve onun yansittigi buyik
desibellerin icinde yasanan ugultunun, sehir
gurdltastnin (bagirti, cagirti, klakson, siren,
alarm ve eglence hayatinin yarattigi etkiyle
birlikte muzigin gulraltisi  ve kakofonisi)
megalopollerin yagamina dair temel bir ipucunu
bize vermektedir. Save Manhattan bu bakisin
bir riind olarak tabii ki, 11 Eylil’e bir gdnderme
olarak okunacaktir. Burada, Bati-disindan gelen
ve Batr'ya bakan ve onunla bir empati iligkisine
gecen 21. yuzyilin yeni durumunu gérmekteyiz.
Kuzey Afrika, Fas kultlrd iginden gelen ve hem
Bati’'yl hem de Dogu’yu elestirel olarak ele alan
mounir fatmi’nin suret ve hadisler Uzerinden
ele aldigi caligsmalarinda da ayni yaklasima
sahit olmaktayiz. Glzellik ve iyilik duygularinin
keskinligi ve kesiciligi bizi Nietzsche'vari “iyinin
ve kétinun” étesinde bagka bir zihniyete dogru
gotirmekte. Oyle ki, bu yaklagimin elegtirel
bakisinda bir yandan hizin, diger yandan
da coskuyu hissetmemek mumkin degil. The
Machinery diye adlandirdigi calismasinda
sanatgi her seyden énce makinesel bir diinyada
oldugumuzu bize hatirlatmakta. The Ghost adli
videoda; bos, transandantal, dikey helezonik,
buklimli  ve suUreksizlikler yapan cizgilerin
-ickinlik planina gére yerlesirken- planin olustugu
yerde hareketlenen ve doldurulan figUrlerini
gérmekteyiz. Figlrlerle duslinmek: hayaletimsi
olanin islami kaligrafi olarak figtirsellestiriimesi.
Ecran noir adli calismasi da hazir malzemelerden
(ready-made) yapilmig VHS’lerin yan yana
getirilmesiyle gergeklesmis; imaji saklayan, ama
imaji tasiyan tasiyicinin (support) gosterildigi,
izleyeni dusundirict bir ¢alisma. Sarkis'in
kasetlerinin seritlerini de hatirlatmiyor degil,
bazen film ve bazen de mizik tagiyan seritler
yerine mounir fatmi, seritleri de saklayan kara

kutuyu yerlestiriyor duvara, bize temasa ettirmek
Uzere: Kara kutu hicbir sey gdstermeyen ama
esas gercegi de icinde tasiyan bir hakikat.
Sehrin  mimari yapilanmasina  ait
olarak Les Monuments adl enstalasyon santiye
kasklarinin bir yiginindan olugsmakta; her bir
kask uzerinde bir post-yapisalci filozofun adi
yazilmis: G. Deleuze, J. Derrida, J. Baudrilard
vs. Marie Duparsi’nin 2009’da mounir fatmi
Gzerine yazmig oldugu yorumu takip edersek,
gorinen hazir malzeme kasklarin bagka tarld bir
konstriiksiyon oldugunu dustinebiliriz. Fikirlerin,
modern veya postmodern dlgsilincenin hem
icinden gecen, hem de disina ¢ikan bir yeni
sehir ingasinin parcasi oldugu gibi; fikirler de
metaforik olarak bir mimari konstriiksiyon; ancak
bu kasklar ayni zamanda yeni postmodern
megalopollerin  sehircilik anlayisinin  sadece
kurulusunu degil, ayni zamanda risklerini de
bize dusindurtmekte. Ulricke Beck’in Risk
Toplumu olarak adlandirdigi postmodern kiiresel
sehirlerin yikici, ge¢cmis ile olan iligkileri yok edici
olan yanina dokunmakta.’® Bu kasklar riske
karsi koruyucu oldugu kadar riskin yogunlugunu
da animsatmakta. La Pieta ile Michelangelo
sugsuz ve kuzu olarak nitelendirilen ve kendisini
insanliga feda eden isa’yi Meryem’in kollarinda
tasvir etmekte, ancak mounir fatmi’nin kullandigi
medyum; kablolar, iletisim ve aglarla isleyen
dinyamizin medyumu: lIsa aci cekmekte,
gazapta, medya da yeni urb’larda insanlara
enformasyon gétiurecek diye dezenforme
etmekte; her duyulanin haber olarak her an
sansasyonellestiriimesi ve hemen bagka bir
sansasyonele gecilmesi glinimuz sorunlarindan
en kuvvetlisi olarak durmakta. mounir fatmi
bir form benzerligine yaklagsmakta, elbette,
taninan ve popller bir formu ele aliyor; ancak
bir benzetmeden cok kablolarin igindeki kuvvetli
enerjiyi digtndugumuzde glcleri kapmakta
oldugunun farkina varmaya bagliyoruz. Form
icat etmek yerine hazir formun icindeki guici

16 Bkz. Ali Akay, Minér Politika, Baglam Yay. istanbul, 2000.
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1. Sanatcinin arsivinden,
International asbestos-cement
Review, AC49, 1968. Multi-storey
housing in Columbia

Artist’s archive, International
asbestos-cement Review, AC49,
1968. Multi-storey housing in
Columbia

[

ele gecirip, onu kullaniyor, gésteriyor. Klee’nin
sOyledigi gibi, “gdriintirt géstermek degil géranir
kilmak”, daha ilgin¢: Gazetecinin ve sehirlerdeki
enformasyon ve dezenformasyon dinyasinin
sansasyoneline karsi gugleri gérunurlestiren
“sansasyon mantigi” olusturmak."”

Gunumuizde megalopollerin aldigi vaziyet,
Chicago ekolu olarak taninan sosyo-ekolojist insani
ve kentsel yaklasimlardaki perspektiften ‘biyotik’
belirlenmelerle dictimektedir. Yasam mekanlarinin
ve vyerlesim yerlerinin politikalarindaki  biyotik
Ogeler ve miucadeleler, giinimizde normallesen
ve mutenalasan anti-ekolojik ve  biyo-politik
geniglemelerle birlikte bagka bir perspektife dogru
cekimekte; nostalik 6geler kimi mahallelerde
saklanirken bazi yerlerde de modernist yapilar yok
edilmekte ve bunlarin yerine buglniin neo-liberal
rant politikalarina uygun yeni insalara dogru
kayilmaktadir. Chicago ekoliinden Park’in ‘yeni
nufus gruplar’ olarak adlandirdigr Avrupa’dan
Amerika’ya goécle gelen nufusun yerlesiminin
analizleri, bugin yerini mimari ve tasarim
dergilerinin yaninda sanatsal perspektiflerle de
ele alinan yeni moda bir yaklasima birakmaya
baslamistir. Sanatin sanat eseri olmak kadar
sanat belgesi olarak ele alinmasinin arkasinda
yatan gercek ise, sanatin, biyo-politik ddnemde
hayat ile karismaya baslamasidir. Boris Groys’un
bakigina goére, ‘uygulamali sanatlarin’ sehir
planlamasi, tasarim uretimi, mimari, reklam ve
modayla karismaya baslamasiyla birlikte hayat
sanatin icinde yer almaya bagslamistir.'® Burada
goc veya etnik gruplar, varliklarina ragmen,
aslinda sehirlerin rahatsizlik verici unsurlari
olarak ele alinmakta ve mumkun oldugu kadar
merkez disina c¢ikartilmaya ve sirllmeye
caligsilmaktadir. Yine Park’in “yeni g¢evresel
yaklasimlar” olarak dusindigi ekolojik bakis
yerini ‘yeni malzeme ekolojisine’ birakmakta,

17 Burada, elbette, Gilles Deleuze’lin “Logique de la sensation”
kitabina génderme yapilmakta.

18 Boris Groys, Art Power, MIT Press, 2008, s/55.

megalopoller mimari deney alanlarn olarak
kullaniimakta, vyerlesim ve sehircilik iligkisi
“estetize edilerek” islevselci yaklagimlardan ¢ok
daha fazla barok unsurlarin kullanildigi bir saha
olmaktadir. Bir yandan da ‘insani ekoloji’ yerini
insan-asir bir ekolojiye birakmaktadir. Yani;
yasamsal éruntuler, baglamlar, hayvan ve bitkisel
yaklasimlar yeni mekéanlarda dusiniimekte
ve toprak havaya dogru yulkseltiimektedir.
Binalarin  teraslarinin,  kullanim  alanlari
olarak bitki, hayvan ve hatta ulasim alanlar
olmaya baslamasi, yerusti dlnyasinin bazi
megalopollerde yeralti diinyasi haline girmesiyle
iliskilendirilerek ~ diigtindlebilir. Ozellikle Latin
Amerika megalopollerini bu sekilde ele almak
mimkun géziukmektedir. Her yerde merkez ve
cevre iligkilerinin i¢ ice girmekte oldugu, uzun
zamandan beri sehircilerin tespitleri arasindadir.
Diger yandan ise uretkenlik alanlari ve Gretkenlik
disi alanlar olarak ikiye ayrilan ekonomik sehir
‘trans-ekolojisi’  Amerikan  megalopollerinde
evsiz barksizlari, igsizleri ve AIDS basta olmak
Uzere hastalari ve sakatlari Uretken, ¢aliskan
calisanlarin diinyasindan ayirmak istemektedir.
Normatif sehir anlayisinin getirdigi yeni béligim
ekonomisi konut alanlarini ve is alanlarini
teknolojik olarak birlestirirken mekansal olarak
ayirmaya calismaktadir.

Murray Bookchin’in deyimiyle ‘kentsiz
kentlesme’ denilen, kent kusaklarinin kentlerin
yerini almaya basladigi bir ddneme girmekteyiz.
Politik olan yeni kentlesme bigimi dinyanin
bircok yerinde ve Ozellkle de bati-disinda
yasanmakta olan modellerde yik-yap ilkelerine
gore genislemektedir. Cin dlnyasi bu ¢ilginligin
en blylk 6rneklerinden biri olarak sanatgcilarin
ilgisini siklikla ¢ekmektedir. Devlet politikalari
haline gelen ve belediyelerin elinden gecen
izinlerle yeniden orgltlenen rant politikalari
megalopollerin yeniden sekillenmesinde buylk
rol oynamaktadir. Yurttaslik ve demokrasi
olarak adlandirilan bir diinyanin krizinde, ‘vergi
mukellefleri’ kendi vergilerinden olusan bir
ekonomi politik yaklasimda s6z séylemekten
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1. The mosque wallpainting, 2009-
2010, Sidi Ogba camiinden plan,
Kayravan, floorplan from the Sidi
Ogba’s mosque, Qairouan

Sanatcinin ve galerie Hussenot,
Paris’in izniyle

Courtesy of the artist and galerie
Hussenot, Paris
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¢ok buna maruz kalmaktadir. Eylemsizlestirilmis
‘yurttaglar’, umursamazlk dlnyasinin parcgasi
olarak, yasamlarini ancak idame ettirme
yollarini aramaktan daha O&teye gidemeyen
bir pasiflestirme politikasinin parcasi haline
gelmektedirler. Kent hirsi bir pazar oldugunda
yik ve vyap politikalari megalopollerin ana
¢izgisini olusturmakta, gecmisi saklamak ancak
yuzeylerde ve binalarin 6n cephelerindeki
simulatif gobrintide yasayabilmektedir.
Sehir  cografyasinin  artik iktidarin  yeniden
sekillendirmekte oldugu bir topografya haline
gelmeye baslamasi entelektiel ve kentsel
yaklasimlardaki teorik ve pratik tutumlari g6z ardi
etmektedir. Kullanim degeri bir degisim degeri
haline gelmekte; sermayenin transnasyonel
akigkanhgr karsisinda bicimsel olarak gercek bir
boyun egme dénemi yasanmaktadir. Birer sehir
organizasyonundan ¢ok bir sirket organizasyonu
olarak isletiimeye baglanan sehirlerin
megalopolistik  karakterleri dinya merkezi
olmakta oynadiklari rekabetci rol UGzerinden
belirlenmektedir. Ekonomik gelismenin
bir  kultirel gelisme olarak algilanmaya
baslandigi post-modern yaklagimlarla birlikte
sehir ‘isletilecek bir alan’ olarak algilanmaya
baslanmistir. Buyuyen bir ‘kentsel makine’
taktiklerle, stratejilerle, érglitlenme bigimlerinin
esnekligiyle, yerel yerlesik halkin fakirlesme
suregleriyle birlikte islemektedir.

mounir fatmi’nin “Architecture Now”
adh dizi videolar yukarida ele aldigimiz paralel
ve rekabetci sehir dinyasinin  belgelerini
bize sunmakta. Yikimlarin hazin géruntileri,
renklerindeki solukluk veya parlaklik, yikim
makinelerinin, greyderlerin kuvvetiyle karismakta
oldugunu géstermekte. Bazi gérintulerde ilk
planda goélgenin ve karanligin algilanmasiyla
aydinliga dogru ilerleyen hiyerarsik estetik
uzam, yapilmakta olan siddetin ayni zamanda
agaclara ve bitkilere de uygulanmakta oldugunu
gbstermekte: Hayvan, bitki ve insan, canl (anima)
kategorisinin icinde birlikte anlam kazanmakta.
Betona uygulanan siddet gorintlleri ise,

greyderlerin  kepgesinin insan-digi  makinenin
ana 6gesi olan sermayenin eli ve protezi olarak
anlamlandirilabilmekte. Tozu dumana katan
bu eylemsellik hali eski dunyanin arkasinda
ev ve kapl numaralarindan bagka bir somut
gérantlyu barindirmamakta. Varolan “yerlerin
vaziyeti” (etat des lieux) anestezi yapilmaksizin
(Without Anesthesia) duyulan acinin bir pargasi
olarak okunmakta. Bir zamanlar Refah-devleti
politikalarinin insa ettigi uyku-siteleri (cite/dortoirs)
gecmis bir zamanin nostaljisinden bagka bir sey
olarak durmuyor. Artik hayaletlerin gezindigi
bosluklarin pesinde bir bakigi algilamaktan
baska bir sey vyapilamiyor. Jean-Francois
Lyotard’in postmodern ddnemler igin “taniklk
etmekten baska ne vyapabiliriz?” sorusunun
icindeyiz.
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1. Brainteaser for moderate muslim,
2004, plexiglass Uzerinde siyah
beyaz akrilik ile kapli 5 rubik kup,
54x11,5x 13,56¢cm

Sanatcinin ve Lombard-Freid
Projects, New York’un izniyle

Brainteaser for moderate muslim
2004, acrylic on rubik’s cubes,
plexicase, 54 x 11 x 11 cm
Courtesy of the artist and Lombard-
Freid Projects, New York

2. Brainteaser for moderate muslim,
2009, her biri 100 x 100 cm’den

9 murekkep puskurtmeli baski
Sanatcinin ve Lombard-Freid
Projects, New York’un izniyle

Brainteaser for moderate muslim,
2009, 9 inkjet prints, 100 x 100 cm
each. Courtesy of the artist and
galerie Hussenot, Paris




Setting the district at the center of the world.



1. | Lived on the 3rd Floor in Tower
n°2, video, 2010

2. Video karesi

Sanatginin ve galerie Hussenot,
Paris’in izniyle

Videostill

Courtesy of the artist and galerie
Hussenot, Paris
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Wi~ ARCHITECTURE NOW !

Etat des lieux #1

1. Architecture Now! Etat des lieux
#1, 2010, video

2. Video karesi

Sanatcinin ve galerie Hussenot,
Paris’in izniyle

Videostill

Courtesy of the artist and galerie
Hussenot, Paris
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Megalopolis, Akbank Sanat 2011
sergisinden

Exhibition view from Megalopolis,
Akbank Art Center, Istanbul, 2011

1. The Center of Now, 2011, diptik,
her biri 50 x 70 cm

Sanatginin ve galerie Hussenot,
Paris’in izniyle

The Center of Now, 2011, diptych,
50 x 70 cm each

Courtesy of the artist and galerie
Hussenot, Paris

2. Sanatginin arsivinden, Qatar, 2010

Artist’s archive, Qatar, 2010
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Onceki sayfa / Previous page 1.
Projet VF, 2011, video

Onceki sayfa / Previous page 2.

Arsiv, Archive, Mantes La Jolie,
France.

© Studio Bertin Ville de Mantes-
La-Jolie

© Collection Longepierre

1. Without Anesthesia, Etat des
Lieux #5, 2010, video

2. Video karesi

Sanatginin ve galerie Hussenot,
Paris’in izniyle

Videostill

Courtesy of the artist and galerie
Hussenot, Paris



1. Save Manhattan 03, 2007, Sesli
mimari, hoparldrler, ses sistemi, ses
band, 1sik ve goélge,

500 x 250 x 100cm

Save Manhattan 03, 2007, Sound
architecture, speakers, sound
system, soundtrack, light and
shadow,

500 x 250 x 100 cm

2. Save Manhattan 03, 2007, taslak

Save Manhattan 03, 2007, sketch
3. 52. Venedik Bienali’'nden sergi
goéruntusu

Exhibition view from the 52nd
Venice Biennial, 2007

Sonraki Sayfa / Next page 1.
Save Manhattan 03, Exhibition
view from Yesterday will be better,
2010’dan sergi goruntisu

Save Manhattan 03, Exhibition
view from Yesterday will be better,
Aargauer Kunsthaus, Aarau, 2010

Sonraki Sayfa / Next page 2.
Save Manhattan 01, 2004, masa,
11 Eyldl 2001’den sonra basiimis
kitaplar, ipler, spot, yaklasik

150 x 90 cm

Sanatcinin ve galerie Hussenot,
Paris’in izniyle

Save Manhattan 01, 2004, table,
books published after Sept. 11th,
2001, strings, spotlight, around
150 x 90 cm

Courtesy of the artist and galerie
Hussenot, Paris
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Onceki sayfa / Previous page
Sanatginin arsivinden, Doha, 2010

Artist’'s archive, Doha, 2010

1. Babel House / Empire, 2008, VHS, stplrgeler,
siyah bayraklar, ahsap pano, isiklar,
150 x 150 x 300 cm

Babel House / Empire, 2008, VHS, brooms, black
flags, wood panel, lights, around,

150 x 150 x 300 cm

2. Babel House / Empire, ayrinti

Babel House/ Empire, detail

3. Traversées, Le Grand Palais, Paris, 2008'den
sergi goruntusu

Sanatginin ve galerie Hussenot, Paris’in izniyle
Exhibition view from Traversées,

Le Grand Palais, Paris, 2008

Courtesy of the artist and galerie Hussenot, Paris
4. Forget, 2010, seramik baret ve kafatasi
Sanatcinin ve Goodman Gallery, Johannesburg’'un
izniyle

Forget, 2010, helmets and skulls in ceramic
Courtesy of the artist and the Goodman Gallery
Johannesburg

Sonraki sayfa / Next page 1.
Underneath, kamusal alan projesi
Ivry-sur-Seine, 2010

Underneath, public space project,
Ivry-sur-Seine, 2010

Sonraki sayfa / Next page 2.
Underneath, 2007, tahta masa,
160 x 90 x 75 cm

Underneath, 2007, wood table,
160 x 90 x 75 cm

Sonraki sayfa / Next page 3.

Fuck Architects sergisinden goruntd,
Le Creux de I'Enfer, Thiers, Fransa
2008

Exhibition view from Fuck Architects:
chapter Il, Le Creux de I'Enfer,
Thiers, France, 2008

4. Mass plan, 2008

Sanatcinin izniyle

Mass plan, 2008
Courtesy of the artist
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megalopolises

Ali Akay

In 1990s a new period started in
which nation-states were in decline and a new
trans-national political and economical structure
began to emerge. After the collapse of the Berlin
Wall and the USSR, while the European Union
progressed towards a single currency, cities
that sliced the world horizontally evolved into
new world centres. The tension between the
centre and the periphery started to reconstruct
the world beginning from the horizontal line. The
transformation of cities was most apparent in the
processes of gentrification and normalisation.
New investments in old, marginalised
neighbourhoods steered towards a new urban
planning approach. And architects, the core
determining agents of this process, recreated
the buildings of the cities.

Towards the end of the 2000s, with
the acceleration provided by the non-institutional
movements of the 1990s and together with
the progress towards the project of becoming
contemporary, certain significant moves in
contemporary art were taking shape. As cities
bearing new energies, the centre-cities started
becoming more and more attractive for the
‘normalisation/gentrification’ processes. The
codes of culture and art were transformed in
unison with the dynamism of the city to produce
a new dynamic. In the period that | have
defined as the “period of Megalopolises”," in
the beginning of the 1990s, a new endeavour
started to emerge in which the trans-national
capital was slowly constructing the hierarchies of
the centre and periphery relations through cities
rather than states.

1 See: Ali Akay, Tekil Diistince, 1991 Afa Publications, 3rd
Edition, Baglam Publications, 2002 and Konu-m-lar, Baglam
Publications, 1991.

It could be stated that together with
globalisation, postmodernism, the questioning
of the hierarchy between high art and low
art, the popularisation of the Third World art,
the increasing numbers and variety of the
grand biennials of the world in a period of
megalopolises has led to the increasing visibility
of artists ‘born in or with family and cultural roots
in the Third World’ due to the shift of the centre
and periphery relations from countries to cities
and the increasing significance of global-cities.
In the period also defined as the “post migration
condition”, it was apparent that artists of the
“Third World” were no longer making traditional
art to reflect the local culture of their country, but
rather pursuing a double-sided critical strategy in
which instead of opposing the West, they were
utilising matching technologies and ways of
thinking to produce alternative strategies. Artists
living in the West, working and producing work
in two languages and in two countries started to
become more interesting. The western market
has only now started to recognise the value of
such artists artistically and economically. It is
now possible to observe an increasing number
of artists present in the current art scene with
two languages and two cultures; either the third
generation, born in western cities, or those
studying and staying long enough in western
centres to become a part of the two cultures;
who could therefore have a critical perception
of both sides. This sensibility is a new formation
different from the earlier anti-western, Third
World nationalism and traditionalism. These
artists have started producing work outside the
boundaries of traditional left wing discourse and
nationalist bearings. This deconstructive method
with a double-sided critical approach is spilling

1. Sanatginin argivinden, exhibition
tower, Helsingborg, Isveg, 1903,
yap! goérunttsu

Artist’s archive, exhibition tower,
Helsingborg, Sweden, 19083,
construction view

2. Sanatginin arsivinden, exhibition
tower, Helsingborg, Sweden, 1903

Artist’s archive, exhibition tower,
Helsingborg, Sweden, 1903

3. Sanatginin arsivinden, New York,
2007

Artist’s archive, New York, 2007
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outside the clear-cut boundaries of home and
abroad, while seeking a pragmatic route to narrow
down the borders through expansion. The post-
colonial discourse that has been the determining
paradigm of western art in the last 20 years had
especially been instrumental in facilitating the
emergence of the artists of the horizon in western
European art exhibitions and art market both.
On the other hand, in conjunction with
the fields of philosophy and sociology engaging
theoreticians and occupying a significant role in
the trans-disciplinary position of contemporary
art, and with the increasing importance of cultural
studies in the 1990s, alongside studies pointing
at the general tendency of the system to develop
in a culture weighed direction, the art sphere
is now as much influential as the political and
economical domains. It could even be argued
that it is much more prominent. As the studies
of Loic Wacquant and Luc Boltanski, starting off
from and referring to Weber, on “The New Spirit
of Capitalism” illustrate; the late capitalist system
flourishes and develops virtually by mimicking
the art field. Due to the expansion of capitalism
in all directions, as revealed in Negri and Hardt’s
Empire, 2 capitalism has to renew itself, within
its integrated geography, for it no longer has a
place or land to expand to at times of crises.
Urbi, which is the regeneration
movements in economy-politics and cultural
formations that would be functioning in the
centre of urban economy, had not even
considered the virtual actions that would lead
to its emergence. On the other hand when we
term the process becoming-world we would be
able to face a concept that would at least slightly
part from the global.* When we see that being
from the world or being a world citizen actually

2 The Turkish translation of this book (imparatorluk) was
published by Ayrinti Publications in October 2001, initially
having two print runs and subsequently having a pirate print
available on the market alongside the third print run.

3 The works of Derrida and Jean-Luc Nancy would serve as
examples for this phenomenon.

means to be able to look beyond the borders
of national boundaries and national culture, we
would then be able to realise that the process
of becoming-world functions differently from
globalisation which deals mainly with the capital
movements of the world. What is the difference
between the meanings of becoming-world and
globalisation? This would connect us with the
concepts of resistance and culture that separate
worldwide from the global. The artistic and
cultural efforts and ways of thinking should be
considered separately from the prestige aiming
tendency of the capital, even if these actions
are sponsored by global companies, because
the most important difference lies in the reason
behind the actions. Why do we not associate art
with calculation? Why do the investment groups
consider financial gain and not art when they
fund the culture and the art fields? Why are the
“Public Relations Companies” and “Advertising
Agencies” concerned about the prestigious
and symbolic values and not art itself when
they are acting as the mediators and financial
organisers between art and the capital?* To ask

4 From this perspective we would not be falling far away from
what Hegel stated about art, because in the 2nd chapter titled
“The Empirical Theories of Art” Hegel expresses that the gaze
of art differs from the practical greed of desire. Because gazing
at the object, art contemplates on freedom, it frees freedom from
the hegemony of desire. However, desire ruins the object by
using it for its own good, by utilising it for an end. See: Hegel,
Introduction a I'esthetique, (p/69). “Art deals with an individual
existence”, writes Hegel. And according to our view, art deals
with being, while refraining from the monetary and the egoist
greed of the object. Actually, here, Hegel presents a new vista for
modern psychoanalysis by stating that desire aims for an object;
however according to Deleuze, desire does not have an object.
Desire revolves inside clusters. When a woman desires a dress,
the desire is not actually for the dress itself or for the “lack” of it;
it is rather for a system of clusters revolving around it. It would
only be possible to locate desire in a totality of an arrangement
of being fashionable, attracting attention, gaining a position in the
work environment, impressing her husband or her surroundings,
making herself more valuable. When Hegel separates art and
desire, he writes that art is interested in the surface of the object,
with its image, its form, and that desire is interested in the object
itself (with its empirical and natural expansion, its concrete
materiality) (p/69). Art functions on the surface of the sensory. As
an image the sensory finds itself elevated through art. Art seeks
for the ideal of the object (the stone, the flower, the organic life)
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1. Arsivler, Archives, Mantes la
Jolie, Fransa

2. Arsivler, Archives, Mantes la
Jolie, France Archives, © Studio
Bertin Ville de Mantes-La-Jolie
© Collection Longepierre

these questions from within the field implies a
certain understanding of the differences in the
environment. The question “Who thinks about
what and when?” would be instrumental in
understanding the difference between becoming-
world and globalisation. So much so that what is
being deliberated on and what is being actually
done will become significant in the process of the
practice. When artists and curators work without
considering what sort of practice would suit the
capital best, they are actually not serving the
global capital, however producing an exhibition
or an artwork by considering the rules of the
capital and that alone would limit the artistic and
intellectual processes involved in making an
exhibition which would in turn reduce the effect
of the work. Hence, a worldwide culture or art
practice differs from the global movements of
capital and its frame of mind. In his work dealing
with the concept of Becoming-World Jean-Luc
Nancy points at the similarity between art and
the worldwide: According to him “a world is never
an objective or an exterior unit of order. A world
is never in front of me, or the world in front of me
is not my world. But a totally different world.”®
As this excerpt would illustrate, my world is the
world that | live in; the world in front of me is
nothing but another world. “When | am in art
the world of art resides in me and the world
of art becomes my world”; but the world of art
and culture perceived by the capital is not the
world of art; it is the world of the capital in front
of the world of art. This is globalisation. In fact
according to Nancy, “I might not even be able to
know that this world is a world.” Although here
Nancy is mentioning the arts that he is familiar
with, | prefer to reside on the difference of the
capital and the art world.® So, whether the

and not its immediate and pure materiality. According to Hegel,
works of art are the sensory shadows of the beautiful.

5 Jean-Luc Nancy, La Création du Monde ou la mondialisation,
Galilée, 2002, pp/34-35.

6 When Nancy emphasizes the fact that “Hittite” art does not

world that | am a part of is the art world or the
financial world illustrates the difference between
becoming-world and globalisation. If we were
to steer alongside Nancy, we would be feeling
a “resonance” in the world we are in. “A world
is a space where a certain tonality resonates.”
And doesn’t this resonance determine the
uniqueness of that world which belongs to us.
What is unique is the world that we are in and that
we feel the effects of. And thus, it is not global
but “worldwide”.® Considering their difference,
another phenomenon must be emphasized:
Which leads us towards another question
derived from the one put forth earlier. Even if the
aesthetical has entered our capitalistic everyday
lives and had distanced the artist from the 19%
century notion of the “beautiful”, art still has a
basic concern about humanity, we are faced
with a situation just like the one confronted by
the scientist.® And if the artist or the scientist
is concerned about their income or their trivial
egos while making art or science, they would
be venturing away from the essence of art and
science. At the end of the day, a world functions
on the order of a work of art. On that note,
becoming-world is not globalisation.

A figurative distinction could be made

belong to his world, while “Bach or Matisse” would be familiar to
him, he remains limited in his perception of art. See: ibid., p/35.

7 Nancy, ibid., p/35.

8 Here becoming-world (worldwide) could be used as a substitute
for the term formerly used; universal, because unlike the global,
the worldwide necessitates a condition of being there, being
contained in it while nevertheless resisting and evolving towards
an ideal. When we pursue the approach of Gilles Deleuze, who
initially asks what universal means, we would be improving our
understanding of that which is worldwide. When the outdated,
19th century concept of the universal is established in its right
place, the meaning of it will also be revitalized.

9 Itis Yves Michaud who claims that art is no longer solid, that
itis in a gaseous state, and he argues that when art left the
problematic of the beautiful all other life forms have assumed
an aesthetical perception and presentation. See: Yves Michaud,
L’Art a I'Etat Gazeux, Essai sur le Triomphe de I'esthetique,
Hachette Litteratures, Pluriel, Editions Stock, 2003.

1. Arsivler, Archives, Mantes la
Jolie, Fransa © Studio Bertin Ville
de Mantes-La-Jolie

© Collection Longepierre

2. Sanatcinin arsivinden, ‘Liberty’
binasi, Casablanca, fotograf:

J. Belin

Artist’s archive, ‘Liberty’ building,
Casablanca, photo: J. Belin
Sonraki sayfa / Next page
Kufik, Sanatgi doktmani

Kufik, Artist's document
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as such: The term becoming-world refers to the
youth protesting against the G 8’s in Geneva
defined as “No Global” by Antonio Negri, in a
single word a “multitude”/multitudo.' Reacting
against the economical gain inclined global
system of law to be able to sustain worldwide
justice. Standing against an “Americanised”
and “Disneyland-like” system of legal culture,
inclusive of copyrights issues like the AMI, they
feel more inclined towards the “Copyleft” system.
That is, instead of protecting the rights and doing

10 For an exhibition about this concept See: Ali Akay, Democracy
to Come Exhibition, Aksanat Culture Centre Gallery, September-
October 2003. In this exhibition, Altan Celem-Gamze Toksoy
realised a photographical-anthropological investigation about
“bachelor pads”, the dreary places where single young men
who have migrated to Istanbul working in temporary jobs live.
Zeliha Burtek, handwrote the text of Multitudo in a “light box”.
Cem Gencer made a video about the homeless who spend the
night on park benches at the park on Taksim square; Sener
Ozmen transformed himself into a crazy man in the work titled
“Crazydemokrasi” (with Turkish flags adorning the funnel on
his head); Susan Steinberg made a video asking the migrants
and refugees in Europe and America, “What are your thoughts
about a better world?” Seza Paker presented two videos from an
earlier solo exhibition at Galerist, which was a grand installation.
In these two videos Seza Paker transforms a documentary about
the weapons and military equipment collectors in a bunker at
Paris-Issy les Moulinaux, into art. In the two videos photographs
were transformed into video and videos were transformed into
photographs. In the video made from the photographs the bunker
and the objects were portrayed. And the other video was an
interview with a transvestite named Sophie. In this second video
the Turkish version on the headphones was dubbed by Serra
Yilmaz. From the interview it was understood that Sophie was a
transvestite with a passion for military paraphernalia who worked
as a diver in the pipelines to earn the money she was spending
on these war equipments. After the interview and right before
the exhibition she was drowned during a dive at the pipelines.
This also made us a witness of an incident about the position of
“temporary jobs” in social labour on fulfilling passions. Multitude
is the name given to this crowd suppressed and outcast in the
global world. They all live outside the system and constitute the
outcasts. Here we are not really encountering the Marxist “class
struggle”, but rather with a concept of multitude that Hobbes
states, “should be cast out” in his book De Cive. This will also
appear as the name of the “masses” that will be used by Spinoza
in realising democracy. In their best-seller book The Empire (Exil,
2000), Negri and Hardt use the same term when mentioning the
“revolutionary powers”. See also: Negri, Du Retour, Calman
Levy, 2002. Negri perceives the “multitude movement” he calls
“no global” as the moment politics becomes worldwide. They
have become a real multitude he claims for the youth realising
the “No global” movement. Negri, ibid., pp/103-105.

this by pouring money, allowing the rights to be
freely transferred onto other users to enable
scientific inventions especially in computer
software. This also feeds a thread of friendliness
that could be called hospitality. This is a system
of worldwide hospitality and offering following
the footsteps of Levinas and Derrida." Therefore
it also supports and proposes organising against
issues of nationalism and racism. All these lines
of action against the capital, the law, the culture,
the privatised and personalised media, and
the petty top-ten'? society of the global world,
have a critical view on the globalised world,
emerging out of the concept of becoming-world.

A world becomes a world when it
is lived in; however it is a known fact that the
postmodern capital is deterritorialized. It has lost
its country and land; yet we could not proceed
further without asking the question, “Will art

11 See: Jacques Derrida, Adieu a Emanuel Levinas, Galilée,
1997. E. Levinas, Totalité et Infini, p/232. A hospitality emerging
out of a responsibility in face of the Other who has heard the
commandment “Thou shall not kill”. It stands as a determining
factor in the field of “Ethics”. It does not question whether the
foreigner is an enemy or a friend. In that sense, it moves politics
beyond the construction of “Carl Schmitt politics” based on friend
and enemy (Schmitt was mentioning two types of war; polemos
(natural enemies) and stasis (civil wars), that is the differentiation
of the wars between the Greek and the Barbarians, and the civil
wars amongst the Greeks in Plato). It would be therefore possible
to separate politics from ethics in the traditional sense. And this
does not in any way seem similar to a tribal ethics. What is at
stake here now, is neither a civil war, nor violence or war between
those with different natures or tribes. According to Levinas the
responsibility towards the dead lies in the murder inherent in
death. “We should think of all the murder there is in death; every
death is a murder...” Here the responsibility does not originate
from the |, it rests with the other. This stands as a fundamental
difference since (the sentence in Brothers Karamazov “We are
all guilty of all and for all men before all, and | more than the
others”) Dostoyevsky. | (ego) as the conscious subject, with all
my consciousness, am not liable for the responsible decision
about the other, | could only reach my responsibility through the
other.

12 For becoming top-ten society See: Ali Akay, Sanatin ve
Sosyolojinin Ruh Hali, Baglam Publications, 2002. The concept
of top-ten society deals with the cultural formations that have
become like “Top 10” lists. Authors becoming best-sellers,
creating artists through star systems and casting out all
multitudes are part of this process.

1. Arsivler, Archives, Mantes la
Jolie, France © Studio Bertin Ville
de Mantes-La-Jolie

© Collection Longepierre

2. Arsivler, Archives, Mantes la
Jolie, France © Studio Bertin Ville
de Mantes-La-Jolie

© Collection Longepierre

have a land or a country?” It would not be wrong
to have a look at the perception of the arts at
the period of nation-states at this point. And a
glimpse of the developments in the 19" century
would complement this investigation. Let us
take Hegel as an example.™ In his lectures on
Aesthetics Hegel places the arts in a certain
hierarchy. This hierarchy of the three stages of
symbolic, classical and romantic was leading
towards a reading of the history of art through
the history of philosophy. Here, Hegel is actually
mentioning three different geographies: The
first one is relating to Egyptian art, the second
to Greek and Roman arts and the third to
Northern European Christian art. It is due to
this reason that in the 19" and 20" centuries
several scholars and artists in various different
locations have considered the arts in relation
to national cultural characteristics. This would
also apply to the materials used in art as well
as the artists themselves. Only ten years ago,
in certain spheres, there were people claiming
that from painting one should understand paint
on canvas and that this practice indicates
the Mediterranean culture; however another
argument contrary to this one stemming from
installations or what we call contemporary art
today was stating that “Northern Art” would
be a better term for describing the mentioned
activities. We should be thankful that such an
incredible distinction no longer exists.

This world is the world of its inhabitant;
the inhabitant thinks within this world: If the world

13 Hegel, Introduction a [I'esthetique Le beau, Champ/
Flammarion, translated from German into French by: S.
Jankelevich, 1979. Right at the beginning of the book Hegel
points out that the book is about aesthetics, a science of the
beautiful that has become unnatural, “artificial”’, by leaving
the natural, by excluding it, and therefore that the book is an
introduction to philosophy (natural beauty portrays the imperfect
while aesthetical beauty portrays perfection). Hence, art
also begins to denote the “ldea of the Absolute”. Perceiving
these three attributes to be similar is interesting in terms of
understanding the 19th century episteme; because it is precisely
this problematic that Yves Michaud demonstrates that we have
grown out of, the opposite of what Hegel’s suggests (s/9).

is the world of art it would be possible to think
within art, if it is the world of money and capital
it would be possible to think within the wheels
of money and capital. A world is a place; it is an
intersection place of existing places. To settle
means to dwell. The world being dwelt in is like
the name given to a place where something is
being thought about. And as such it would be
possible to be either global or worldly. According
to Nancy, “dwelling”, to dwell somewhere, is
connected to the words ethos and etos of Greek
origin. And according to these two similar words,
it means to “stand under” all kinds of ethics. In
a similar fashion, the Latin words habitare and
habitus, derived from the root habere, embody
the meanings such as to stand, to hold. It means
to fill a certain place, to hold a place, to have
a place, to have the right to use a place.™
Therefore the world is an ethos or a habitus.'®
mounir fatmi resides within a critical
consideration of this process outlined and
explained here, and through his interest in
the architecture of cities he looks at a world
dominated by new technologies from a world
that is vanishing, with an ironic gaze from the
Arab world; on the one hand he works through
his own cultural codes, towards the culture and
art field of the West by utilising various materials,
especially network materials (connections, lines-
cables (the lines both as in Arabic calligraphy
and in cable lines), figures, hadiths, ready-
mades), and on the other hand puts together
a critique of the chaotic investment world of
architecture and city planning of our day with
an aesthetical language, using new available
materials, objects of technological -cultural
consumption. In the installation assembling
various sizes of speakers looking like a playfully
arranged modern or postmodern cityscape
from a distance, their shadow cast on the wall
presents the vision of a real city (Manhattan)

14 Jean-Luc Nancy, ibid., p/36.

15 Jean-Luc Nancy, ibid., p/36.

1. Arsivler, Archives, Mantes la
Jolie, France © Studio Bertin Ville
de Mantes-La-Jolie

© Collection Longepierre

2. Arsivler, Archives, Mantes la
Jolie, France © Studio Bertin Ville
de Mantes-La-Jolie

© Collection Longepierre
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waiting to be saved. On the other hand, there is
the city and its humming in excessive decibels,
the noise of the city (shouting, horns, alarms,
together with the sounds of the night life creating
the noise and cacophony of music) offering a
basic clue about the life in megalopolises. As
a result of this perception Save Manhattan will
surely be read as an allusion to September 11™.
Here we encounter the condition of the 21
century, the outside-of-the-West gazing at and
empathising with the West. We witness the same
attitude in mounir fatmi’s work with figures and
hadiths; a North African, coming from Moroccan
culture and critical of both the West and the
East. The sharpness of the senses of beauty
and goodness transport us into a Nietzschean
mentality beyond “good and evil”. So much so
that it is impossible not to feel the sorrow and the
exhilaration in the critical view of this approach.
In his work titled The Machinery the artist reminds
us that we are living in a machinery world. In the
video work, The Ghost, empty, transcendental,
vertical spiralling, curved and discontinuous
lines -arranged according to an immanent plan-
creating invigorated and congested figures
where the plan is generated. Thinking through
figures: figure forming from the ghostlike through
Islamic calligraphy. Ecran Noir is another work
made by available materials (ready-made), this
time VHS tapes assembled one next to the
other; a thought provoking work, disguising the
image yet showing the supporting transporter
of the image. The work is also reminiscent
of the bands of the cassettes in Sarkis’ work,
however instead of the tapes carrying films
or music, mounir fatmi installs the black box
disguising the tapes themselves, as if urging the
viewer to contemplation: the black box reveals
nothing itself while holding the truth inside.

The installation on the architectural
configuration of the city, titled Les Monuments,
consists of an agglomeration of hard hats
with the name of a different poststructuralist
philosopher inscribed on each one: G.

Deleuze, J. Derrida, J. Baudrillard etc. If we
were to follow the footsteps of Marie Duparsi’s
interpretation of mounir fatmi, written in 2009,
we would be able to conclude that the ready-
made hard hats are actually a construction of
another kind. Just as ideas are part of a city
being constructed passing through and beyond
modern or postmodern thought; while ideas
themselves are metaphorically an architectural
construction; the helmets not only refer to the
configuration of the city planning approach of
the new postmodern megalopolises, they also
evoke the inherent risks therein. It touches on
the destructive side of the postmodern global
cities, their disposition of tearing down all links
with the past, as described in Ulrike Beck’s Risk
Society."® While the helmets protect against the
risks they also remind one of their existence. In
la Pieta Michelangelo depicts the innocent, lamb
like Jesus, who had sacrificed himself, in the
arms of Mary, but the medium of mounir fatmi
is the media of our times; of a world operating
by cables, networks and communication: Jesus
is in agony and pain, and the media is carrying
disinformation to the inhabitants of the new
urbs; the fact that every piece of information is
transformed into a sensationalised news, only
to be followed by the next sensation remains to
be one of the most significant problems of our
times. mounir fatmi moves towards a similarity
in form, of course he utilises a well known,
popular form, however only when we think of
the overwhelming energy carried through the
cables do we realise that this is not imitation but
seizing power. Instead of inventing new forms
he grasps the power within the available form,
and uses it, displays it. As Klee said, “...not
(to) reproduce the visible; rather ... (to) make
visible” is worthwhile: to construct the “logic of
sensation” which makes the powers operating in
the world of information and disinformation of the

16 See: Ali Akay, Minér Politika, Baglam Publications, Istanbul,
2000.

1. Arsivler, Archives, Mantes la
Jolie, France © Studio Bertin Ville
de Mantes-La-Jolie

© Collection Longepierre

2. Sanatginin arsivinden

Artist’s archive

journalist and of cities visible.'”.

The state of megalopolises today
is evaluated by the biotic conditions through
the socio-ecologic humanistic and urban
perspectives defined as the Chicago school.
The biotic elements and struggles in the politics
of living spaces and settlement areas are being
drawn towards another perspective with the
normalised and gentrified anti-ecologic and bio-
political expansions, and while nostalgic elements
are preserved in certain neighbourhoods,
modernist structures are being torn down in
others to make way for new structures that
would fit the neo-liberal economic rent policies
of the day. The settlement analyses of the
population migrating from Europe to America,
the ‘new population groups’ according to Park
from the Chicago school, are being replaced
by a new trend developed through magazines
of architecture and design and nourishing
from artistic perspectives. The truth that lies
behind the evaluation of an art work as an art
document as much as a work of art is due to the
amalgamation of art and life in the bio-political
period. According to Boris Groys, the merging
of ‘applied arts’ with city planning, design,
architecture, advertisement and fashion, has led
to the relocation of life in art.'® Here migration
and ethnic groups, despite their existence, are
being considered as disconcerting factors in the
city to be pushed and evicted as far out of the
centre as possible. The ecological viewpoint
considered as the “new environmental approach”
by Park is being replaced by the ‘ecology of new
materials’; megalopolises are being utilised
as laboratories for architectural experiments,
and the relationship of settlement and planning
as a field is being “aestheticised” employing
more baroque elements than functionalistic
approaches. In the mean time, ‘humanist

17 This, of course, is a reference to the book of Gilles Deleuze,
“Logique de la Sensation”.

18 Boris Groys, Art Power, MIT Press, 2008, p/55.

ecology’ is being replaced by a trans-human
ecology. That is; life networks, contexts, animals
and plants are being envisaged in new spaces
and earth is being elevated towards the air.
The fact that the rooftops of buildings are being
utilised as areas for plants, animals and even as
areas of transportation could be considered in
correlation to the transformation of the ground
level into an underground world in certain
megalopolises. This would seem most fitting
especially in Latin American megalopolises.
It has been determined by city planners long
ago that the centre and the periphery have
been merging. On the other hand, the ‘trans-
ecology’ of the economic city that separates
productive areas and counter productive areas,
aims to segregate the homeless, unemployed,
sick (especially with AIDS) and disabled from
the world of the productive and hardworking
in American megalopolises. The new welfare
distribution economy emerging out of the
normative city perception wishes to spatially
separate the work and residence areas while
fusing them technologically.

We are progressing towards an era
of ‘deurbanisation’ (urbanisation without cities)
as perceived by Murray Bookchin, a period in
which urban belts take over cities. The political
new urbanisation model is expanding by the
principle of demolish-and-build in various parts
of the world especially outside the west. China
has been a curiosity for artists as the most
thrilling example of such madness. Economical
rent policies that have become state policies
organised by the permissions granted by
municipalities play an important part in the
reshaping of the megalopolises. In the crisis of a
world of citizenship and democracy, ‘tax payers’
are exposed to economic policies founded on
their taxes rather than having a say over them.
The ‘citizens’ who have been rendered inactive,
have become part of a world of indifference,
looking only for ways of sustaining their lives
while being contained in a policy of pacification.

1. Sanat¢inin arsivinden. Camdan
bir gékdelen igin model, Artist's
archive, Model for a sky scraper of
glass, Ludwig Mies van der Rohe,
1919, in Nikolaus Pevsner's Génie
de l'architecture européenne,

Le livre de poche, 1970
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When the greed of the city manifests itself
as a market, the demolish-and-build policies
establish the main axis of the megalopolises,
and preservation of the past materializes only
at the surface, the simulation of the facades of
buildings. The fact that the geography of the
city is now a topography reshaped by governing
powers, undermines the theoretical and
practical implications of intellectual and urban
approaches. Use value is being transformed into
exchange value, in a period of real submission
in the face of the trans-national fluidity of capital.
The megalopolis character of a city, which is
more and more organised like a company than
a city, is evaluated by the competitive role it
plays in becoming a world centre. In line with
the postmodern approach where economical
development is perceived as a cultural
development, the city is being conceived as an
‘enterprise’. An ever growing ‘urban machine’
operating with tactics, strategies, flexibility in
organisation models and processes that lead
to the impoverishment of the local inhabitants.

The video works of mounir fatmi
entitted “Architecture Now” offer documents
of a world of parallel and competitive cities
mentioned above. The mournful images of
demolishment, the brightness or paleness of
their colours show the fusion with the power
of the demolishing machines and bulldozers.
The hierarchical aesthetic realm in some of the
images, beginning with the perception of shadow
and darkness opening onto light, present the fact
that trees and plants alike are exposed to the
violence that is taking place: Animals, plants
and human beings find their place under the
category of living beings (anima). In the images
showing the violence exerted upon concrete,
the claw of the excavator could be perceived as
the hand or the prosthesis of the fundamental
element of the in-human machine, the capital.
This hell raising activity has no solid reflection of
a world that once existed behind the house and
door numbers. The existing ‘state of place’ (etat

ALRERT CAMYE

L'Etran Fer

&

des lieux) could be read as part of the pain felt
Without Anesthesia. The dormitory towns (cite-
dortoirs) built by the policies of the Welfare State
once upon a time are no more than a nostalgia
of a time long gone. Nothing more could be done
than perceiving this gaze seeking the emptiness
where ghosts meander. We dwell in the question
of Jean-Francgois Lyotard uttered when faced
with postmodern times; “what is one to do but
bear witness?”

1. L’Etranger serigraphy, 2010

2. Eyfel Kulesi The Eiffel Tower

3. Sanatginin arsivinden, 2011. Artist’s archive, 2011
4. Sanatginin arsivinden, 2010

Sanatginin ve galerie Hussenot, Paris’in izniyle

Artist’s archive, 2010
Courtesy of the artist and galerie Hussenot, Paris

Sonraki sayfa / Next page 1.
1. The Monuments, 2008-2009, 4 adet murekkepli baski
serisi. Sanatcinin ve Paradise Row, Londra’nin izniyle

The Monuments, 2009, serie of 4 inkjet prints
Courtesy of the artist and Paradise Row, London

Sonraki sayfa / Next page 2.

2. The Monuments, 2008-2009, baretler, filozof isimleri,
yaklasik 150 x 150 x 90cm

Fuck Architects Sergisi'nden mekan gorseli: bolum Il1,
First Brussels Biennial, 2008

The Monuments, 2008-2009, helmets, philosphers names,
around 150 x 150 x 90 cm

Exhibition view from Fuck Architects: chapter Ill,

First Brussels Biennial, 2008

3. The Monuments, 2008, seramik baretler,

35 x 25 x 17cm. Megalopolis Sergisi'nden mekan gorseli,
Akbank Sanat, Istanbul, 2011

Sanatginin ve galeri Hussenot, Paris’in izniyle

The Monuments, 2008, helmets in ceramic,

35 x 25 x 17 cm. Exhibition view from Megalopolis,
Akbank Art Center, Istanbul, 2011

Courtesy of the artist and galerie Hussenot, Paris







1. Without History, 2007, Art of War'dan
parca, 4 metre genisliginde, dlguler
farklilik gosterebilir

Fuck Architects Sergisi’nden sergi
goruntust: bolum Il FRAC Alsace,
Sélestat, 2009

Sanatginin ve Conrads, Dusseldorf'un
izniyle

Without History, 2007, jumping poles,
excerpts from the Art of War, 4 meters
wide, size may vary

Exhibition view from Fuck Architects:
chapter Ill, FRAC Alsace, Sélestat, 2009
Courtesy of the artist and Conrads,
Dusseldorf

Sonraki sayfa / Next page 1.

1. Black screen, 2010, bos VHS'ler farkli
boyutlarda, blank VHS, size may vary

2. Skyline, ayrinti

Skyline, detail

Sonraki sayfa / Next page 2.
Black screen, 2010,

bos VHS'ler farkli boyutlarda,
blank VHS, size may vary

Megalopolis, Akbank Sanat
Sergisi’nden mekan goruntisu

Exhibition view from Megalopolis,
Akbank Art Center, Istanbul

Sonraki sayfa / Next page 3.

3. Skyline, VHS kasetler, 800 x 365 cm
Fuck Architects Sergisi'nden mekan
goruntusu: bolum Il FRAC Alsace,
Selestat, 2009

Sanatcinin ve galeri Hussenot, Paris’in
izniyle

Skyline, VHS, tapes, 800 x 365 cm
Exhibition view from Fuck Architects:
chapter lll, FRAC Alsace, Sélestat, 2009
Courtesy of the artist and galerie
Hussenot, Paris
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1. Traps, 2004-2005, atlama siriklari

resim, 4 metre genisliginde, olculer farkllik
gosterebilir

Afrika remix, centre Georges Pompidou,
Paris, 2005’ten sergi gérunttsu

Traps, 2004-2005, jumping poles, painting,
4 meters wide, size may vary

Exhibition view from Africa remix, centre
Georges Pompidou, Paris, 2005

2. Afrika remix, centre Georges Pompidou,
Paris, 2005'ten sergi géruntlsu

Exhibition view from Africa remix, centre
Georges Pompidou, Paris, 2005

3. Afrika remix, centre Georges Pompidou,
Paris, 2005’ten sergi goruntusu

Exhibition view from Africa remix, centre
Georges Pompidou, Paris, 2005

Sonraki sayfa / Next page 1.

1. I like America, Tribute to Jacques Derrida,
2007, boyanmis atlama gubuklari, metal
merdiven, boyutlar degisiklik gésterebilir
Tuileries 2010’dan sergi géruntusu, Paris,
2010

Sanatcinin ve Lombard-Freid Projects

New York'un izniyle

| like America, Tribute to Jacques Derrida,
2007, painted jumping poles, ladders in
metal, size may vary

Exhibition view from Tuileries 2010, Paris,
2010

Courtesy of the artist and Lombard-Freid
Projects, New York
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Onceki sayfa / Previous page 1.

Without History, 2007, Art of War'dan parca, 4 metre
genisliginde, dlculer farklilik gosterebilir

Hard Head, 2005-2008, akrilik boya, in situ

Without History, 2007, jumping poles, excerpts from the

Art of War, 4 meters wide, size may vary

Hard Head, 2005-2008, acrylic painting, in situ

Black Screen, the Line, 2007-2008, bos VHS, boyutlar degisiklik
gOsterebilir

Black Screen, the Line, 2007-2008, blank VHS, size may vary

Fuck Architects: chapter lII'den sergi gortinttsd, FRAC Alsace,
Selestat, 2009. Sanatcinin ve Conrads, Dusseldorf'un izniyle

Exhibition view from Fuck Architects: chapter Ill, FRAC Alsace,
Sélestat, 2009. Courtesy of the artist and Conrads, Dusseldorf

Onceki sayfa / Previous page 2.

The Dynamic Geography of History, 2006'da baglayan proje,
dijital baskilar, 90 x 60 cm

The Dynamic Geography of History, Project started in 2006,
digital prints, 90 x 60 cm

The Machinery, 2009, farkl boyutlarda 30 testere bigagi,
kaligrafiler

The Machinery, 2009, 30 saw blades of various size,
calligraphies

Parallel Worlds, 1999-2008, es eksenli anten kablolari,
renkli bant, 12 metre uzunlugunda

Parallel Worlds, 1999-2008, coaxial antenna cable,
colored tape, 12 meters long

Minimalism is Capitalist, Conrads, Dusseldorf Sergisi'nden
gorunty, 2008. Sanatginin ve Conrads, Dusseldorf'un izniyle

Exhibition view from Minimalism is Capitalist, Conrads,
Dusseldorf, 2008. Courtesy of the artist and Conrads,
Dusseldorf

Onceki sayfa / Previous page 3.
Mehr Lich! 2009-2011, detay. Mehr Licht! 2009-2011, detail.
1. Mehr Lich! 2009-2011, fotokopi makineleri, neon isiklar

Mehr Licht! 2009-2011, copy machines, neon lights
2. Between the Lines, Galerie Hussenot, Paris, 2011'den sergi
goruntUsu. Sanatginin ve Galerie Hussenot, Paris’in izniyle

Exhibition view from Between the lines, Galerie Hussenot,
Paris, 2011. Courtesy of the artist and galerie Hussenot, Paris
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1. Modern Times, a History of the
Machine, 2009-2010, videolar, ses,
celik testere bigaklari

Modern Times, a History of the
Machine, 2009-2010, videos,
sound, saw blades in steel

2. Told, Untold, Retold, Mathaf
Arab Museum of Modern Art, Doha,
2011’den sergi gorantdsu

Exhibition view from Told, Untold,
Retold, Mathaf Arab Museum of
Modern Art, Doha, 2011

3. Told, Untold, Retold, Mathaf
Arab Museum of Modern Art, Doha,
2011°den sergi goruntusu
Sanatginin izniyle

Exhibition view from Told, Untold,
Retold, Mathaf Arab Museum of
Modern Art, Doha, 2011
Courtesy of the artist
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1. Modern Times, a History of
the Machine, 2009-2010, video
enstalasyon

Modern Times, a History of the
Machine, 2009-2010, video
installation

Sonraki sayfa / Next page
Mixology, 2010, video
Sanatginin ve galeri Hussenot,
Paris’in izniyle

Mixology, 2010, video

Courtesy of the artist and galerie
Hussenot, Paris
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Mehr Licht !

1. Ghosting, VHS kasetler, fotokopi
makineleri, video, siyah mat akrilik
boya ile yazilmis ctimle, yaklasik
1500 x 800 x 500 cm

Ghosting, VHS, tapes, copy
machines, video, sentence painted
in black mate acrylic,around

1500 x 800 x 500 cm

2. The Spectacle of Everyday Sergi
gdruntusu, Xth Lyon Biennial, 2009

Exhibition view from The Spectacle

of Everyday, Xth Lyon Biennial, 2009

3. The Spectacle of Everyday Sergi
goéruntusu, Xth Lyon Biennial, 2009

Exhibition view from The Spectacle

of Everyday, Xth Lyon Biennial, 2009

Sonraki Sayfa / Next page 1.
The Machinery, 2009, farkli
boyutlarda 30 testere bicagi,
kaligrafiler

The Machinery, 2009, 30 saw
blades of various size, calligraphies

Sonraki Sayfa / Next page 2.
Megalopolis, Akbank Sanat,
Istanbul sergisinden géruntu

Exhibition view from Megalopolis,
Akbank Art Center, Istanbul

Modern Times, a History of the
Machine, 2009-2010, video
installation, video enstalasyon

Sanatcinin ve galerie Hussenot,
Paris’in izniyle

Courtesy of the artist and galerie
Hussenot, Paris
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1. Between the lines, 2010, yuvarlak
celik testere bigcagr, 150 cm
Sanatginin ve galeri Hussenot,
Paris’in izniyle

Between the lines, 2010, circular
saw blade of steel, 150 cm
Courtesy of the artist

and galerie Hussenot, Paris

95



1. Sanat¢inin arsivinden, The New
York Times, 27 Kasim 2010

Artist’s archive, The New York
Times, November 27th, 2010,
Building Museums and a Fresh
Arab Identity

2. Sanatginin arsivinden, fotograf
Beyrut, 2009

Artist’s archive, photograph, Beirut,
2009

3. Sanatcinin arsivinden, fotograf
Beyrut, 2009

Artist’s archive, photograph, Beirut,
2009

4. Sanatcinin arsivinden, fotograf
insaat alani, Tanca, 2010

Artist’s archive, photograph
construction yard, Tangier, 2010
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We live in FINANCIAL TIMES.

1. Sanatginin arsivinden, fotograf,
Istanbul, 2011

Artist's archive, photograph,
Istanbul, 2011

2. Sanatginin arsivinden, fotograf,
istanbul, 2011

Artist’s archive, photograph,
Istanbul, 2011

3. Financial Times gazetesi i¢in
reklam, 2010

Advertising for Financial Times
Newspaper, 2010
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1. Sanatcinin arsivinden, fotograf,
Tanca, 2011

Artist’s archive, photograph,
Tangier, 2011

2. Sanatcinin arsivinden, fotograf,
Tanca, 2011

Artist’s archive, photograph, Tangier
2011

Sonraki Sayfa / Next page 1.

1. Speed City, video, 2009-2010
Exhibtion view from Megalopolis,
Akbank Art Center, Istanbul
Courtesy of the artist and galerie
Hussenot, Paris

Sonraki Sayfa / Next page 2.
2. Sanatginin arsivinden, renkli
fotograf, Tokyo, 2006

Artist’s archive, color photograph,
Tokyo, 2006
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LARCHITECTUR
- FRANCAISE |

1. Arsiv, Archives, Mantes la Jolie,
Fransa © Studio Bertin Ville de
Mantes-La-Jolie

© Collection Longepierre

2. Arsiv, Archives, Mantes la Jolie,
France © Studio Bertin Ville de
Mantes-La-Jolie

© Collection Longepierre

3. Sanatcinin argivinden, L'architecture
frangaise, n°95-96, 1949

Artist’s archive, L'architecture
frangaise, n°95-96, 1949
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1. Sanatcinin arsivi, iran minyattirt
Artist’s archive, persian miniature
2. Sanatcinin arsivi, kufik kaligrafi
Artist’'s archive, kufik calligraphy
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1. Sanat¢inin arsivi, renkli fotograf,

Beyrut, 2009

Artist’s archive, color photograph,
Beirut, 2009
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