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“Sanat Olmayan Yapitlar Yapilabilir mi?” diye
sormustu Marcel Duchamp, Osman Constantinos
ile René Block’un Ekim 1995’te istanbul’da dér-
diincii Bienal hakkinda karsilikh konusmalarin-
dan cok 6nce.

OC: istanbul'da siirekli olarak serginin bagligina takili-
yorlar...

RB : Arada bir takilmak iyidir.

OC: Giinkii gok anlamlilig: iginde &yle kolayca tematize
edilemeyecektir.

RB : “Orient/ation” elbette tema degil, leitmotiv anla-
minda soylenmistir. ‘Oryentasyon’ sézciigtinde benim il-
gimi geken sozclgiin cografi baglamidir. ‘Oriente olmak
- yonelmek’ séziiniin pek ¢ok Avrupa dilinde ‘Orient’
kokiinden tiiremis olmasi bir raslanti degildir. Yalnizca
tizerinde hig diistinmemisiz. B&ylelikle ben Batili oldugu-
nu sandigimiz kiiltiirtin kékeninin ne kadarinin ‘Orient-
Dogu'dan gelmis olduguna dikkati cekmekten baska bir
sey amaglamadim. Iskenderiye, Kudiis, Bizans, hali ‘ori-
ente oldugumuz’, bizi yénlendiren st diizey kiiltiirler.
Dolayisiyla ‘Orient/ation’ dinamik bir kavram olarak ele
alinmigtir.

OC: Siz de ziten bdyle tasarlamisgtiniz, yalniz bu tasarim-
da Bat’nin eksikligi dikkati cekti. Ozellikle Bat’'yr géste-
ren hicbir sey yok.

RB : Bati her yerde var. Tasarim giinimiiz kiiltiirsiizligi-
niin geligkili pusulasi.

OC: Dogu da her yerde var.

RB : Cografi agidan bakilirsa, evet.

OC: Giindelik gergek olarak da dyle, dzellikle burada, Is-
tanbul’da. Yalnizca tepkisel, ilerlemeyi durduran gii¢ ola-
rak Islam’in her giin giderek daha fazla hissedilen etkisini
animsatmakla yetinecegim.

RB : Tepkisel giigler Bat’'da da var. Ancak bunlar “giic-
ler” olarak soyutlamamaliyiz. Bunlar iktidar ve niifuz ka-
zanmak igin bir din ya da bir ideolojiyi kullanan tepkici te-
kil bireylerdir. Dinin gercekte ilerlemeye y&nelik anlayi-
s$ini saptiran bu insanlara karsi gikmak zorunluluktur.
OC: Bazi sanatgilarin yaptiklari gibi mi?

RB : Sanatgilarin her zaman otoriter giiclere karsi cika-
cak cesaretleri olmustur.

OC: Sonunda siirgiinde yasamak igin. Bu konuya daha
sonra tekrar deginecegiz. Ancak siz bile son zamanlarda
tlim &nemli sergilerinizi her ne kadar siirgiinde degilse
de, Almanya'dan bagka iilkelerde diizenlediniz. 1981’de
Paris'te ve 1991’de Seul’daki Alman sanatina iliskin biyik
sergileri, 1990'daki Sidney Bienali'ni, 1992’de Kopen-
hag'da koleksiyonunuzun ilk sunulusunu ve simdi de 4. [s-
tanbul Bienali’'ni saysam yeter.

Farkli kiiltiirel gevreler sizin izerinizde 6zel ve spesifik
bir gekim mi yaratiyor? Ya da daha somutlastirirsak:
Sidney’deki bir bineal ve istanbul’daki bir bienal igin ayri
anlayislar mi séz konusu?

RB : Ozellikle bu farkli kiiltiirel gevrelerin temsil ettikle-
ri nitelik biiyiik bir meydan okuma. Yalnizca her seferin-
de farkl bir kiiltiirel baglama tepki vermekle kalmayip,
daha ¢ok her iligkin durumdan yola gikip amaca dogru

“Is it possible to create works that aren’t art?”
asked Marcel Duchamp a long time before Osman
Constantinos and René Block met in Istanbul in
October 1995 to talk about the fourth Biennial.

OC : In Istanbul, they keep stumbling over the title of
the exhibition...

RB : Stumbling is surely good sometimes.

OC : ...because in its ambiguity, it’s not at all that simple
to thematicize.

RB : “Orient/ation” was, of course, not meant to be a
theme, but a leitmotiv. What interested me about the
word ‘orientation’ is its geographical reference : the fact
that the word ‘to orient oneself’ in many European lan-
guages have their origin in the word ‘Orient’, is by no
means a coincidence. We've never thought about it. I
intended nothing else, other than to point out how much
of our supposed Western culture had its origin in the
Orient. Alexandria, Jerusalem, Byzantium, high cultures
by which we still orient ourselves. And so, ‘Orient/ation’
is meant to be a dynamic concept.

OC : Just as you've sketched it, only in this picture, it is
obvious that the West is missing. Nothing specifically
points towards the West.

RB : The West is everywhere. The picture is the para-
doxical compass of contemporary un-culture.

OC : The East is everywhere too.

RB : Viewed geographically, yes.

OC : Also a daily reality, right here in Istanbul. I need
only mention the influence of Islam, which is making
itself felt more each day, as a reactionary force impeding
progress.

RB : There are reactionary forces also in the West. But
one shouldn’t view this as an abstraction, as “forces”,
rather, these are after all individual reactionary people
who use a religion or an ideology to win power and influ-
ence. Because they pervert a conception of religion,
which, in reality, is not against progress, one must take
steps against these people.

OC : As some artists do?

RB : Artists always had the courage to take steps against
authoritarian powers.

OC : And then to have to live in exile. A topic that we’ll
touch upon a bit later. In recent years, even you've orga-
nized all important exhibitions if not in exile, then cer-
tainly in countries other than Germany. I mention only
the large exhibitions of German art in Paris 1981 and
Seoul 1991, the Sydney Biennial 1990, the first presen-
tation of your collection in Copenhagen 1992 and now
the 4¢h Biennial of Istanbul. Do other cultural environ-
ments hold a special and also a specific appeal for you?
Or, to be more concrete, are there different conceptions
for a Biennial in Sydney and a Biennial in Istanbul?

RB : It’s precisely these other cultural environments that
pose a great challenge. It shouldn’t just be a reaction to
another cultural context, rather, more importantly, one
must approach the task from the respective situation.
Bearing in mind these other environments with their



gitmek zorunlulugu var. Iste bu kendi gelismis gelenekle-
ri olan farkl cevreleri dikkate alip, orada bulduklarimla
Bati sanati olarak adlandirilan kavramdan getirdiklerim
arasinda diyalogu saglayacak bir temanin gelistiriimesi ge-
rekiyor. Sidney’in durumunda bir tema bulmak nisbeten
daha kolaydi: Avustralya’nin kiiltiirel yagami Batr’ya y&ne-
lik ve Batr'ya bagimli. Orada temel sorun dogu (ABD) ve
Bati (Avrupa) yénlerinde yaklasik ayni mesafede bulunan
Batili merkezlere olan uzaklik. Toplam niifusu Istan-
bul'dan biraz daha az olan 5. Kita'nin geng sanatgilari Ba-
til diisiiniyorlar ve tilkenin sanat okullarinda Bati sanati-
nin ABC’sini &greniyorlar. Ancak Batiyla olan bu iligki ya-
pay, koku eksik. Boylece diizenli araliklarla geri dénen
uluslararasi bir sergi olarak Sidney Bienali’nin diizenlen-
mesi Avustralyali sanatgilar igin dzel bir 6nem tagiyordu.
Orada Bienal'in sagladigi iliskiler bir tir kék takilmasi gi-
biydi, o giine dek yalnizca sanat dergilerinden taninan sa-
natgilar ve eserlerle dogrudan karsilasmay! sagliyordu.
Avustralyay pek cok kez ziyaret ederek kazanilan bu de-
neyim sonucunda 8. Bienal icin sanat tarihi ile iligkisi olan
bir temanin segilmesi ve bu yiizyilin baginda Marcel Duc-
hamp tarafindan bulunmus olan Readymade dogrultusun-
da hareket edilmesi mantikliydi ve sartti. Readymade sa-
nat anlayisinda devrim yaratan bir kurguydu, 60’li yillarda
Pop Art ve Fluxus hareketi sanatgilar tarafindan da ge-
listirildi ve glinimuzde-digerleriyle birlikte Turk sanatgi-
lari icin de kendiliginden sanatsal bir sézliik konumuna
yiikseldi. Readymade temasinin organizasyonun Berlin'de
yapilmasi Sidney’e gore elbette daha kolaydi ve boylelik-
le Bienal bir &lgiide ‘readymade-hazir’ olarak Sidney'e
projekte edildi ve orada yalnizca mekansal olarak ger-
ceklestirildi. Istanbul’daki Bienal icin ise bagka bir cikis
noktasi s6z konusu: Istanbul’'un kendisi olayin merkezin-
de yer almali. Ve bu da iglerin, geligkileriyle diinyada egsiz
sayilabilecek bu yerde gerceklestirilmesi anlamina geliyor.
OC: Siz bir seferinde Istanbul’'u New York ile karsilastir-
mIStinIZ.

RB : Tipki zit kutuplarin kargilagtirlmasi gibi. Her iki
kent de gok kiiltiirlii potalar, niifus agisindan yaklasik ay-
ni boyuttalar. Suyla Amerika'dan ayrilan Manhattan Av-
rupa’nin en batidaki kenti, suyla Asya’dan ayrilan istanbul
Avrupa’'nin en giiney-dogudaki metropolii. Her ikisinin
de telefon kodlari 212, ikisi de yaklasik ayni derecede
kirli ve kiiltiir igin yaklasik ayni azlikta harcama yapiyorlar-...
OC: Bunun istanbul’'un durumunda Bienal'e de etkisi
oluyor mu?

RB : Elbette. Zamanimizin biiylik bir boliimiini o&zel
sponsorlara, katilan ulkelerin kiltir kuruluglarina, mas-
raflari lasmalari, ¢alismalarindan para almamalar ya da
satig gelirleriyle Bienal'e katkisi olacak Bienal 6zgiin bas-
ki dosyasi igin is vermeleri dnerileriyle miitevazi davran-
malarini rica ettifimiz sanatgilara yazdigimiz dilenci mek-
tuplarini kaleme alarak gegiriyoruz.

OC: Sizin cesitli sergilerinizde oldugu gibi, 6rnegin 1985
Hamburg Baris Bienali ve 1990 Sidney Bienali gibi, iddiali
editér René Block beser yillik aralarla tekrar tekrar cikis
yapiyor goriiniiyor. Bu kez hangi sanatgilar davet edildi?
RB : Bu &zgiin baski dosyasinin dagitimiyla Bienal’in be-
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own traditions, a theme must be developed that enables
a dialogue between that which I inevitably bring with
me of so-called Western art and that which I've found
there. In the case of Sydney, it was relatively easy to find
a theme: the cultural life of Australia is Western orient-
ed and West-dependent. The main problem is the dis-
tance to Western centers: they are approximately just as
far away in an easterly (USA) direction as in a westerly
(Europe) one. The young artists of the Sth Continent -
which boasts not many more inhabitants than Istanbul -
think Western and learn the Western ABC'’s of art in the
art schools of the continent. This Western reference,
however, is artificial, the roots are missing. And so, the
establishment of the Sydney Biennial, of a regularly
recurring international exhibition, was therefore of par-
ticular importance for Australian artists. The contacts
that the Biennial made possible there were a kind of root
replacement, by allowing direct confrontation with
artists and works that, up until then, one had only
known from art magazines. From this recognition,
gained through many visits to Australia, it was both log-
ical and imperative for me to choose a theme for the 8th
Biennial with an art-historical reference and to focus on
the Readymade that was invented by Marcel Duchamp at
the beginning of this century. The Readymade was an
artistic construct that revolutionized the understanding
of art, that was further developed in the 1960’s through
Pop Art and also through artists of the Fluxus movement
and which today, as a matter of fact, also for Turkish
artists, is now taken for granted in the artistic vocabu-
lary. The theme Readymade was, of course, much easier
to organize from Berlin than it would have been from
Sydney and so, the Biennial was, in a certain sense, pro-
jected as a ‘Readymade’ to Sydney and only spatially real-
ized there. For the Biennial in Istanbul, another point of
deparcure presents itself: Istanbul itself should be at the
center of the event. And this means that the work must
be carried out from this location which, in its contradic-
tions, must certainly be unique in the world.

OC : You once compared Istanbul to New York.

RB : The way one compares opposites. Both cities are
multi-cultural melting pots, are approximately of equal
size as measured by the number of inhabitants.
Manhattan, separated by water from America, is the most
westerly city of Europe, Istanbul, separated by water
from Asia, the most southeasterly metropolis of Europe.
Both have the same telephone area code: 212, are approx-
imately equally dirty, and spend approximately the same
small amount on culture...

QC : ... which in the case of Istanbul, also had conse-
quences for the Biennial?

RB : Of course. We spend a large part of our time writ-
ing letters begging for money to private sponsors, to the
culeural organizations of the participating countries, to
the artists with an appeal for modesty, that is, to reduce
costs, to work for nothing or to take part in the Biennial
Print Portfolio, the proceeds of whose sale will benefit
the Biennial.
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lirli boliimlerinin finanse edilebilmesi, elbette dosyanin
yapimi igin bir ¢ikis noktasi. Ancak benim amacim bunun
otesine gidiyor, glinkii sergi bu dosya iginde 6zgiin sanat
yapitlari bigiminde yasiyor. Daha dogrusu eslik edecek
bir belgeleme olan ka-
tologdakinden farkli
olarak. Bienal bittik-
ten sonra sanatgilar
ve sanat eserleri Is-
tanbul'u terkedecek.
Eger olayr canl kila-
cak dosya da olma-
saydi, geriye yalnizca
anilar kalird.

Ben 18 sanatciyr da-
vet ettim. Lawrence
Weiner ve Nam June
Paik Hamburg ve
Sidney’e de katilmis-
lardi. Sarkis, Rosema-
rie Trockel, Ken Uns-
worth ve llya Kaba-
kov da Sidney’e kati-
lanlardandi. Bu sefer igin yeni katilanlar ise Alfredo Jaar,
Tatsuo Miyajima, Richard Wentworth, Ayse Erkmen,
Rebecca Horn, Olaf Metzel, Komar ve Melamid, Maaria
Wirkkala, Serge Spitzer, Jannis Kounellis, Aydan Murte-
zaoglu ve Per Kirkeby. Sanatgilarin se¢iminde benim icin
onemli olan farkl kusaklarin ve farkli cografi kékenlerin
dikkate alinmasidir: Japonya, Kore, Avustralya, Sili ile
Rusya, Danimarka, ltalya, ingiltere, Finlandiya, Almanya
ya da Tirkiye gibi. Weiner, Kirkeby, Kou-nellis ya da
Horn gibi kimi sanatgilar deneyimli iken, kimileri bu or-
tamla yeni karsi karsiya gelmektedir: Spitzer, Jaar, Miya-
jima, Erkmen, Wirkkala ya da Murtezaoglu gibi. Bu da
tahta oyma, asitle ga-
isma ya da litografi
gibi klasik sanatg tek-
niklerinden elek baski
tizerinden ofset bas-
kiya degin uzanan de-
gisik baski tekniklerini
de gerektirmektedir.
OC: Bu arada ofset
baski ticari baski tek-
nigi olarak ¢ogu ko-
leksiyoncu ve miize-
ler tarafindan diglan-
makta.

RB : Sanatgilar her
zaman en gagdas bas-
ki tekniginden yarar-
lanmiglardir. Bu Di-
rer'de tahta baskiyd
ve onun igin baski yapan bir atélyesi vardi. 100 yil énce-
sinde litografi zamaninin en cagdas teknigi olarak bulun-
dugunda, ki aslinda ticari baski amaciyla bulunmustu, sa-
natgilar da bu teknigi kullandilar. 60’li yillarda tartigmali

Print Portfolio: AYDAN MURTEZAOGLU ipek baski/2renk silkscreen/2colours, 68x98cm

Print Portfolio: ALFREDO JAAR ipek baski/2renk silkscreen/2colours, 68x98cm

I am lured by faraway distances, the immense void
I project upon the world. A feeling of emptiness
grows in me; it infiltrates my body like a light and
impalpable fluid. In its progress, like a dilation into
infinity, I perceive the mysterious presence of the
most contradictory feelings ever to inhabit a human

soul. I am simultaneously happy and unhappy,
exalted and depressed, overcome by both pleasure
and despair in the most contradictory harmonies.
I am so cheerful and yet so sad that my tears reflect
at once both heaven and earth. If only for the joy of my
sadness, I wish there were no death on this earth.......

OC: As came ;?/pass with many of your exhibitions.
After the Peace

iennial in Hamburg in 1985, for exam-
ple, and at the Sydney Biennial 1990, it appears once
again that the ambitious editor René Block comes through
in a S-year rhythm.
Which artists
invited this time?
RB: The fact that cer-
tain parts of the Bien-
nial can be financed
through the sale of
this portfolio is, of
course, the incentive
for its production. My
concern goes above
and beyond this, since
in this portfolio, the
exhibition lives on in
the form of original
works of arc and will
be distributed inter-
nationally. Differently
than in the catalogue,
which is an accompanying documentation. When the
Biennial is over, artists and art works will leave Istanbul.
Only memories would remain if there were no portfolio
to keep the event alive. I've invited 18 artists. Lawrence
Weiner and Nam June Paik were already present in the
Hamburg and in the Sydney portfolios. Sarkis,
Rosemarie Trockel, Ken Unsworth and Ilya Kabakov
made a print for Sydney. Newcomers to this edition are
Alfredo Jaar, Tatsuo Miyajima, Richard Wentworth,
Ayse Erkmen, Rebecca Horn, Olaf Metzel, Komar and
Melamid, Maaria Wirkkala, Serge Spitzer, Jannis
Kounellis, Aydan Murtezaoglu and Peer Kirkeby.
Important for me in
the selection of the
artists is to take into
account the different
generations and the
diverse geographical
origins: Japan, Korea,
Australia, Chile as
well Russia, Den-
mark, Italy, Eng-
land, Finland, Ger-
many or Turkey.
Some of the artists are
experienced graphic
artists (like Weiner,
Kirkeby, Kounellis
or Horn), some ap-
proach the medium
in new ways (Spitzer,
Jaar, Miyajima, Erkmen, Wirkkala or Murtezaoglu).
This also entails various printing techniques that range
from the classical artist techniques of wood engraving,
etching or lithography, to silkscreen printing, to offset.

were



olan elek baskida da ayni sey olmustu, bugtin de aynisi of-
set baski icin s6z konusu. Ben editér olarak sanatginin

tercih ettigi teknigi onaylarim. Clinkii o imzasini atmakla
sanatsal sorumlulugu da tzerine almaktadir.

OC: Bienal katilan |15 sanatginin dagitilacag lig ayri yer-
de gerceklestiriliyor. Siz bu Bienal'de, katilan her ilkenin
kendi mekani olan 3. Istanbul Bienali'nin aksine, ulusal su-
numlar yapilmayacagina siirekli olarak dikkati gektiniz.
Sanatgilari hangi bakis agisina gére sectiniz ve birbirinden
cok farkli olan mekanlara nasil dagittiniz?

RB : Simdi bir yiizyili doldurmus olan Venedik Bienali’nin
temsil ettigi klasik bienal modeli ulusallik ilkesi lizerine
kuruludur. Tipki bir diinya fuarinda oldugu gibi her Ulke-
nin kendi pavyonu vardir ve sorumlulugu kendisi iistlene-
rek bu pavyonda ne géstermek istedigine kendisi karar
verir. Bu kendisine déniik, ylizyihmizin diinyaya getirdigi
politik ve kiiltiirel kaymalara hemen hig yer veremeye-
cek olan bir 19. yuzyll modelidir. Yeni bienallerin Vene-
dik'e gére periferi olarak nitelendirilebilecek Sdo Paulo,
Sidney, Istanbul ve simdi de Johannesburg ile Kore'de
yer alan Kwangju gi-
bi kentlerde ortaya
¢lkmasi tesadif de-
gildir. Tum bu yerler
farkh kulturel gev-
relerle gelenekleri
temsil ederler. Bu
farklihg bienalleri ile
lkirmak istemisler-
dir. Ulkelerinin geng
sanatgilari diger al-
kelerinkilerle karsi-
lasmalidir. Bu daha
cok bir sempozyum
ya da bir atdlye ka-
rakterindeki yeni bi-
enal modelidir. Ve
bu da 20. yiizyilin
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Print Portfolio: OLAF METZEL ofset baski/2renk offset/2colours, 68x98cm
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OC : Whereby offset, as a commercial printing tech-
nique, is to a great extent still frowned upon by collec-
tors and museums.

RB : It was, of course, always the case that artists had
availed themselves of the most modern printing tech-
niques. For Diirer, it was the wood print and he had a
workshop that printed for him. One hundred years ago,
when lithography was devised as the most modern tech-
nique of the time - for commercial printing, by the way
- artists used this technique, that's what happened with
silk-screen printing, which was still controversial in the
1960’s, and that's how it is today with offset printing. As
an editor, I accept the technique which the artist decides
upon. Since, through its signature, he assumes the artis-
tic responsibility.

OC : The Biennial will be held in three locations over
which approximately 115 participating artists will be
distributed. You've indicated time and again that at chis
Biennial - in contrast to the 3rd Istanbul Biennial, at
which each participating country had its own space -
there will be no nation-
al presentations. What
criceria did you use
both to select the ar-
tists and to assign them
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100-year old Venice
Biennial, very clearly
represents the nation-
al priniciple. Just like
at a world exposition,
each country has its
own house and de-
cides for itself what it
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sonunda beni ulusal

sunumlardan daha cok ilgilendirmektedir. Ama bienaller
ormanda agaclarin yetistigi gibi ortaya gikmazlar. Onlarin
kurulmalari gerekir. Ulkeleri, kentleri igin bir bienalin
énemine inanan, bu fikre tutkun ve buna bagkalarini da
inandirmay bagarabilecek insanlarin varhig gereklidir. Bu-
nun girisimin kurumlagmasindan ¢ok daha 6nce gergek-
lesmesi gerekir. Istanbul igin bu motor giic dncelikle
geng sanatgilar icin bikip usanmadan yaptigi girisimlerle
“Bienal” olgusunu getirmis olan elestirmen Beral Madra
olmustur.

Ondan sonraki seref de ulusal katiimin daha fazla olmasi
yoniindeki ¢agrisiyla Uglincii Bienal'e uluslararas diizeyde
ilginin artmasimi saglayan Vasif Kortuna aittir. Ayni za-
manda 14 lilkeye yaptig gagriyla ulusal prezantasyonlar-
daki sinirlar ve zayif noktalari géstermistir. O zaman an-
lagilmaz bigimde Almanya’nin da aralarinda bulundugu
resmen katilmayan iilkelerden gelen sanatgilar ile Afrika,
Asya ya da Latin Amerika'nin pek cok Ulkesi iin s6z konusu
oldugu gibi katilmasi miimkiin olmayanlar disarda kalmistir.

wants to show. This is
a model from the 19th Century that is enclosed in itself
and that can hardly reckon with the political and cultur-
al displacements that this century brought to the world.
It is no coincidence that the new Biennials - as seen from
Venice - have arisen on the periphery, in Sdo Paolo,
Sydney, Istanbul and now also in Johannesburg and in
Kwangju, Korea. All of these places represent different
cultural environments, traditions. With their Biennials,
they want to open all of this up. The young artists of
their countries should come together with those from
other countries. This is a new Biennial model that has
more the character of a symposium or a workshop. And
at the end of the 20¢th Century, that interests me more
than national presentations. But, of course, Biennials do
not simply just come into being the way trees grow in a
forest. They must be founded. There must be people who
are convinced of the importance of a Biennial for their
land, for their city, are obsessed by such an idea, and who
then also succeed in convincing others. Long before such
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Joseph Beuys 197 'de yaptigi, gerek Bienal, gerekse ona es-
lik eden Fluxus sergisinde izlenebilecek bir galismasinda
politik partilerin diktatérligiiniin agilmasini nasil talep et-
misse, ben de bu yiizyilin sonuyla birlikte zengin tilkele-
rin kiiltiirel diktatorligiiniin agilmasini talep ediyorum.
Ayni zamanda bu Bienal’'in de bu y&nde ilk isareti vere-
cegine inantyorum. Cunkii Fransa, Ingiltere ve Almanya
Federal Cumhuriyeti gibi iilkeler yiikliice miktarlarda fi-
nansman saglamayi, ancak ayni zamanda kendi iilkelerin-
de yasayan yabancilarla kendi sanatgilarinin sayisini ayni
tutarak ulusal prezantasyondan vazgecmeyi kabul etmis
bulunmaktadirlar. Elbette Almanya, Fransa ya da Ingilte-
re’den bes sanatglyr géstermek istiyorum. Ancak ayni za-
manda kendi iilkelerinden destek alamayan ii¢ Bosnal, iki
Cinli, dért Iranli ve birer Meksikali, Beninli, Sirp, Liibnan-
h, Fash, Taylandl ya da
Endonezyal’yr davet et-
mek istiyorum. istan-
bul’da Bienal i¢in ayrilan
ve mekdnlarin renovas-
yonu ile katalog icin
kullanilan sinirh parasal
imkénlarla bu, ¢ogu kez
bir yanda istek ve sa-
natsal gereklilik, diger
yanda da finanse edile-
bilirlik arasinda yapilan
bicaksirtinda bir gezin-
tiydi. Ve iste bu nokta-
da bu Bienal'in kurgu-
lanmasina yalnizca fikir
diizeyinde  kalmayip
gergeklestirilebilmesi
icin gerekli giderleri de
g6z dniinde tutan Istan-
bul Kiiltur ve Sanat Vak-
fi Genel Mudiirii Melih
Fereli ile Vakfin Bagkani
Sakir Eczacibas’na te-
sekkiirlerimi iletmek is-
tiyorum. Kdultiirel me-
sajlar her zaman az sa-
yida kisi tarafindan gén-
derilir, elbette cok kisi
tarafindan alinip anlagilabilecekleri umudu tasinir...

OC: ... Segme kriterlerinizi sormustum...

RB : Dogru. “Readymade Boomerang” ile bir tema verip
buna gére kendimi yénlendirmem gereken 1990 Sydney
Bienali’'nden farkli olarak “Orient/ation” ile daha &nce de
sGylemis oldugum gibi bir leitmotivimiz var.

Serginin yanitlar vermek yerine daha ¢ok sorular ortaya
atacagindan yola gikiyorum. Sorulardan biri de, sanatgila-
rin son yillarin politik galkalanmalarini ne agidan ele al-
diklaridir; yeni agilmalarla birlikte, yeni biiziilmeler de
s6z konusudur. Ozellikle bu degisimler acisindan istanbul
ayirt edici bir 6nem kazanacakuir. Biz bunu konusacagiz,
bu nedenle de cagrili olan tiim sanatgilar buraya gelmeyi
isterler ve gelmelidirler. Istanbul biitiiniiyle, bir yer ve
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Ustte above: Luvr Apt. October 18 Ekim, 1995 (Foto: Manuel Citak)
altta below: Diinya, Ortakdy. August |4 Agustos, 1995 (Foto:S.V.)
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an undertaking becomes institutionalized. In Istan-bul,

the motor was primarily the art critic Beral Madra in her

untiring efforts for young artists, who got this thing

“Biennial” moving. Then, it was thanks to Vasif Kortun

to have awakened increased international attention by

inviting some nations for a substential pariticipation at
the third Biennial. With the invitation to 14 countries,
however, he had at the same time also demonstrated both
the limits and weaknesses of national presentations.

Artists from countries who either did not want to partic-

ipate officially - as was at the time also Germany’s

incomprehensible decision, - or who could not partici-
pate, as so many countries of Africa, Asia or Latin

America, were excluded.

As Joseph Beuys demanded in 1971, in a work that can
be seen both at the
Biennial as well as at the
Fluxus exhibition accom-
panying the Biennial,
that the dictatorship of
political parties be over-
come, I too demand that
at the end of this century,
the cultural dictate of the
affluent nations be over-
come. And I also believe
thar this Biennial is mak-
ing a first mark in that
direction, since countries
such as France, England
or the Federal Republic
of Germany were con-
vinced to finance large
contributions while at
the same time waiving
national presentations by
making it possible for
about as many foreign
artists living in their
countries to take part as
their own artists.

Of course I'd like to show
} the five artists from Ger-

many, from France, or
from England, but I'd also like to be able to invite the
three from Bosnia, the two from China, the four from
Iran and some from Mexico, Benin, Serbia, Lebanon,
Morocco, Thailand or Indonesia who receive no support
from their countries. With the limited financial
resources that are available for the Biennial in Istanbul,
and which are needed for renovating the spaces and for
the catalogue, it was often a tight-rope walk between
desire and artistic necessity on the one hand and financial
feasibility on the other. And here, I'd like to express my
thanks to Melih Fereli, General Director of the Istanbul
Foundation for Culture and Arts and its President Sakir
Eczacibagi, who not only support the conception of this
Biennial idealistically, but also view the costs of its real-
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kavram olarak bir sanatgi atdlyesine déniisecektir. Vene-
dik gibi bir bienal dinya kamuoyu icin diizenlenir, orada
Venedik yalnizca hos bir kulis niteligindedir. Istanbul’da
bir bienal ise &ncelikle Istanbul igin yapilir, Tirkiye igin
de yapilir, sinir komsusu Ulkeler igin de yapilir, ama &n-
celikle Istanbul igin yapilir. Bu nedenle Istanbul’da yasa-
yan sanatgilar da serginin merkezini olusturacaklardir.
Sergiye katilan toplam |9 sanatgidan ikiser tanesi Paris’te
(Sarkis, Osman), Kéln'de (Iskender Yediler, Adem Yil-
maz), lzmir'de (Arzu Cakir, Cengiz Cekil) ve Selim Birsel
de Ankara'da yagamaktadir. Istanbul’da yasayan 12 sanat-
cidan sekizi kadin (Fatma B. Akman, Giilsiin Karamusta-
fa, Aydan Murtezaoglu, Fusin Onur, Ayse Erkmen, Esra
Ersen, Handan Béritiicene ve Hale Tenger), dordi ise
erkektir (Hakan Akgura, Hiseyin B. Alptekin, Murat lsik
ve Kemal Onsoy). 57 yasinda olan Fiisun Onur ve Sarkis
en yagh sanatgilar olup, 25 yasindaki Arzu Cakir ve Esra
Ersen en gengleridir. Bu yalnizca bir istatistik olmakla be-
raber Istanbul’daki sanat ortaminin disardan bakildiginda
nasil gérindigiine ve uluslararas: diizlemde karsilastir-
mali olarak konumunu nasil koruyacagina iligkin bilgi de
vermektedir. Orta ve geng kusakta kéktenci pozisyonla-
ri temsil eden galismalariyla resim agirlikli calisan erkek
meslekdaslarina gére can alicl gilkiglar yapan kadin sanat-
gilarin varligi dikkat cekicidir. Kadin sanatgilar istisnasiz
olarak yeni, sergiye 6zel olduklari igin bu katalogda basi-
lamayan katkilarda bulunduklarindan, bazilarini kisaca ta-
nimlamak istiyorum:

Merkezi sergi mekani Bogazda birkag yildir bos duran es-
ki bir glimriik deposu olan bir antrepodur. Rus ticaret
gemilerinin yiikleme ve bosaltma yapmasina yarayan, rih-
tumin hemen Uzerinde yer alan Ust kattaki eski yiikleme
rampasindan Galata Kopriist'nlin diger tarafindaki tarihi
Istanbul’da yer alan Aya Sofya'ya agilan bir manzara go-
rinmektedir. Manzara ayni zamanda Marmara Deni-
zi'ndeki hareketli gemi trafigini, Bogaz'in karsi yakasinda
yeralan kentin Asya'daki bslimi Uskiidar ve Karade-
niz’e dogru uzanan canli Bogazigi’'ni de kapsamaktadir.
Daort biiyiik yiikleme lombarlarinin pencerelere déniis-
tlirimesiyle tim bunlar sergi mekaninin ta igine kadar gi-
rebilmekte, disardaki yasam serginin bir parcasi olmakta-
dir. Esra Ersen’in “Diyaloglar” adli galigmasi yalnizca bir-
kag metre otede galismakta olan adamlarla dogrudan ilis-
ki kurmaktadir; kendisi onlarin ter damlayan yiizlerinin
fotograflarini gekerek bu fotograflari saydam filme gegi-
rip sdzii edilen pencere camlarindan birine yapistirmak
suretiyle bu yuzlerden digsari bakmamizi saglamigtir. As-
linda isci terini kiigiik siselerde toplayip bu camlardan bi-
rinin éniinde buharlagsmaya birakmak istemistir... Gizli bir
hoparlérden Binbir Gece Masallari’ni okuyan fisilti halin-
deki ses bu insanlarla alay ediyor gibidir.

Gillsiin Karamustafa ya da Asya’ya bakan bu cam agikliklar-
dan birine “NEVWORIENTATION” enstalasyonunun bir bo-
liimiinu yerlestirerek kizlari giniin birinde kaybolan pek
cok anne ve babanin sessiz yakaris ve acilarini ele almak-
tadir. Onlar belki de pencereden gordiigiimiiz, halatlari
mekana baglanan botlardan biriyle kagirilmiglardir; halat-
larda Istanbul polisi tarafindan kayda gegirildigi ve gegirile-
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ization with calm assurance. Cultural messages are

always sent by a few, in the hope, of course, of being
received and also understood by many....

OC : T had asked about the the selection criteria...

RB : Right. Differently from the Sydney Biennial of
1990 where, with the “Readymade Boomerang”, I had a
theme by which to orient myself, with “Orient/ation”,
we have, as I already mentioned, a leitmotiv - I have no
doubt that the exhibition is more than likely to raise
questions than to give answers. Also the question of how
artists are dealing with the international political
upheavals of the last years; the new openings, but also the
new encrustments. Especially in reference to these
changes, crucial importance could once again be ascribed
to a place like Istanbul. That's what we’ll be talking
about, that’s why all invited artists are supposed to come
here and that’s why they want to come here. Istanbul as
a whole, as place and as idea will be an artists’ workshop.
A Biennial like the one in Venice is staged for an inter-
national public, in that case, Venice is just a pleasant
backdrop. A Biennial in Istanbul, however, is, first of all
made for Isranbul, also for Turkey, also for the bordering
countries, but above, for Istanbul. That’s also why those
artists living in Istanbul are at the center of the exhibi-
tion.

From among the altogether 19 participating Turkish
artists, two each live in Paris (Sarkis/Osman), in Cologne
(iskender Yediler/Adem Yilmaz), in Izmir (Arzu
Cakir/Cengiz Cekil) as well as Selim Birsel in Ankara. Of
the 12 artists who live in Istanbul, eight of them are
women (Fatma B. Akman, Handan Boriitiigene, Ayse
Erkmen, Esra Ersen, Giilsiin Karamustafa, Aydan
Murtezaoglu, Fiisun Onur and Hale Tenger) and four are
men (Hakan Akcura, Hiiseyin B. Alptekin, Murat Isik
and Kemal Onsoy). Fiisun Onur and Sarkis are, at 57, the
oldest artists, Arzu Cakir and Esra Ersen at 25, the
youngest. This may be just a statistic, but it also fur-
nishes information, how the Istanbul art scene is seen
from the outside and how it will need to assert itself in
international comparison, though I am convinced that
with these artists and this constellation of works, it will
do very well. It is interesting to observe that in the mid-
dle and youngest generations, it's precisely the women
artists from whom the decisive impulses emanate, that
they represent the more radical positions in their works
than their male colleagues, who mostly paint pictures.
Since the women artists are, without exception, creating
new, exhibition-related contributions that cannot be por-
trayed in this catalogue, I'd like to describe some of them
briefly:

The central exhibition place is Antrepo, a former customs
warehouse on the Bosphorus that’s been empty for several
years. From the old loading ramp on the upper floor, direct-
ly over the quay where Russian trading vessels are loaded
and unloaded (among them my favorite ship Dimitri
Schostakovich), one has an unobstructed view of the
Haghia Sophia in historic Istanbul on the other side of the
Galata Bridge, of the active shipping on the Marmara Sea,
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cegi sekilde kizlarin adlarini ve kaybolduklari tarihleri tagi-
yan beyaz kurdeleler ugusmaktdir.

Ayse Erkmen ile Hale Tenger depo binasinda buldulklar
duruma gére tepki vermislerdir. Hile Tenger holde du-
ran, i¢ duvarlarinda heniiz son sakinleri tarafindan tuttu-
rulmus ve yapistirilmis kagitlarla gazete kupiirlerini barin-
diran ahgap biiro b&lmelerinden birini segmistir. Bu
amagla b&imenin gevresine dikenli tel cekecegi calismasi-
nin adi “Disari gikmadik, giinkii hep disardaydik. Igeri
girmedik, ¢linkii hep igerdeydik.” olacaktir.

Ayse Erkmen kinetik calismasi “Wertheim-ACUU"” ile
antreponun &niine parkedilmis konteynerlere ve yapinin
icinde yeniden calistirilacak olan yiik asansériine atifta
bulunmaktadir. Asansér
kabininin igi konteyner
duvarlarinda  kullanilan
celik plaklarla kaplana-
caktir. Asansoriin kendisi
kapilari acik olacak sekil-
de strekli inip ¢ikacak, bu
hareket yalnizca her iki
kattaki kisa siireli durus-
larla kesilecektir.

Simdi de Aydan Murteza-
oglu’nun Aya Irini'de go-
rilecek olan iki galigma-
sindan séz etmek istiyo-
rum. llkinde eski Tiirkge
harflerin Latince alfabeye
uyarlandigi bir karatahta
gorilmektedir. Karatah-
tanin sag alt yanina kolun
alt balumiiyle birlikte bir
plastik el kopyasi monte
edilmistir. Bir sehpa lize-
rine yerlestirildiginde bu
obje her Tiirk'e her okul
kitabinda basili olan, Cum-
hurbaskani Atatiirk’u elin-
de bir degnekle yazilanla-
ri isaret ederken goste-
ren fotografi animsata-
caktir. 1993 tarihli bu ob-
jenin Joseph Beuys'un
levhalarina génderme ya-
pacak sekilde yerlestirilmesi séz konusudur. Béylelikle
her iki sanatginin levhalar “oriente olmak” igin araclar
olarak anlagiimalidirlar. Aydan Murtezaoglu’'nun Bienal'e
yaptigl katkilardan digeri olan “Ders”de yine bir ¢ocuk-
luk anisina deginmektedir. Yurt diginda calismak iizere
Kuzey Avrupa'ya gitmis olan ilk iscilerin déniislerinde
otomobillerinin iizerinde getirdiklerine benzer eski bir
“Grundig Majestic Radyo” yabanci dil dersi icin kullanil-
maktadir. Ancak Tiirkge ve Ingilizce olarak séylenen s&z-
ler artik gocuklar igin degil askerler igindir: “Birligimiz yo-
lunu kaybetti (oryantasyonunu yitirdi), “Burada bir harita var”.,
OC: Selim Birsel ve Osman heykeltras, Akgura, Isik ve
Onsoy ressam. Istanbul’da yasamayan diger Tiirk sanat-

;KM?M/&WJ&-@] A

GULSUN KARAMUSTAFA, Kargilama Reception August |5 Agustos [995
— 4. Istanbul Bienali icin proje Project for the 4th Istanbul Biennial

across to the other side of the Bosphorus of the Asian dis-
trict Uskiidar and along the animated Bosphorus in the
direction of the Black Sea. Because of the fact that four of
the large loading hatches were replaced with windows, all
of this can penetrate the exhibition space, life outside
becomes part of the exhibition. The work “Diyaloglar” by
Esra Ersen refers directly to the working men only a few
meters away, whose sweat-drenched faces were pho-
tographed by her and now, transferred to transparent film,
are glued to one of these window panes, so that we look
through these faces to the outside. Originally, she wanted
to collect the sweat of the workers in small bottles and let
it evaporate in front of one of these panes... As if in mock-
ery of these people, from out
of a hidden loudspeaker a
whispering voice recites sto-
ries from the “Thousand
and One Nights”.
Giilstin Karamustafa also
selects one of these glass
openings towards Asia as
part of her installation
“NEWORIENTATION”
which takes up the silent
lamentation and grief of
the many mothers and
fathers whose daughters
disappeared one day with-
our a trace. Perhaps carried
off in one of those boats
that we see through the
window, from where ship’s
ropes are spanned across
the space, with bands of
white ribbons fluttering
from them, carrying the
names of the girls and the
days of their disappearence,
as they were and still are
registered by the Istanbul
police.
Ayse Erkmen and Hale
e Tenger reacted to the situa-
Gk tion found in the customs
house itself. Hale Tenger
chose one of the wooden lockers standing in the hall that
still contains the notes and newspaper photos tacked and
stuck to the inside wall by their last users. “We didn’t go
outside, we were always on the outside - we didn’t go
inside, we were always in the inside” is the title of her work
for which she will put up a fence of barbed wire to surround
this house. ’
Ayse Erkmen, in her kinetic work “Wertheim-ACUU?”, refers
to containers left on Antrepo Square and an old freight eleva-
tor still to be set in motion again inside the building. The
inside of the elevator is to be lined with the steel sheets that are
used for the container walls. The elevaror itself, with its doors
open, will then move continously up and down, interrupted



gilarin hangi katkilari var?

RB : [lkin Aya Irini Kilisesi’nin galerisi igin tasarlanmig ye-
ni bir tinili obje ile Cengiz Cekil var, ayn yel;éle Iskender
Yediler'in Hiristiyan Halk Sanat’na dayanan iki ahsap
heykeli de sergilenecek. Bu heykellerden biri Aziz Flori-
an’a yapilan bir duayi déniistiirtiyor. Dua ondan eger bir
ev yanacaksa bunun kendisininki degil, komsusununki ol-
masinin istenmesi hakkinda. Bu mesel ayni zamanda Bos-
na sorununa da génderme yapiyor. Yediler diger calisma-
sinda yagadigl vatan olan K&ln'iin bir manzara kartini bu-
rada, Turkiye'de ¢iniler lizerine aktararak Yerebatan Sa-
rnic’'nda zemine, yani suyun altina yerlestiriyor.

Sarkis de “Pilav ve Tartisma Yeri” adl eserleriyle antre-
po icine merkezi komiinikasyon amach bir islev vererek
Orient/ation temasina son derece kendine 6zgii bir tep-
ki veriyor. Yaklagik 100 yillik bir kazanda her giin pilav pi-
siriliyor ve bu pilav kurulusta ve serginin agik oldugu za-
manlarda sicak tutulacak. Bu pilav kazaninin gevresine
dairesel olarak iki dizi sira yerlestiriliyor. Bu siralar insa-
ni bir dakika oturmaya, pilav yemeye, su igmeye ve elbet-
te komsusuyla sohbet etmeye ya da daha genis bir top-
lulukla tartismaya davet ediyor. Sarkis bu eski kazanla ay-
ni zamanda: agevinde fakirlere ve yolculara salt su ve pi-
ring de olsa, yiyip icme imkéni saglayan eski bir Ttirk ge-
lenegini de canlandiriyor.

OC: Daha 6nceki aciklamalarinizda her zaman Tirki-
ye'nin cografi cevresine degindiniz ve baslkta da “Ori-
ent” kavrami ile oynuyorsunuz. Bu génderme ne derece
ciddiye alinmali, bu bélgenin sanatgilarinin ne kadari da-
vet edildi?

RB : Her ne kadar hazirlik asamasinda yalnizca Bulgaris-
tan, Yunanistan ve lsrail’'i ziyaret edebilmis olsam da, bu
iliskiyi son derece ciddi olarak ele aliyorum. Ancak sani-
yorum tarihi mekanlar degil de, gagdas sanat atolyeleri
ziyaret edilmek istenirse, Iran, Irak, Suriye ya da Liib-
nan’a yapilacak yolculuklarin anlamsiz olacaginda hemfiki-
riz. Bu ilkelerden olan bizim baglamimizda énemli sanat-
cilar Paris, Londra, New York ya da diger Batili merkez-
lerde siirgiinde yasiyorlar. Bu onlarin kendi ulkelerinde
baski gérdiikleri anlamina gelmiyor, tlkelerinde sanatsal
olarak kendilerini agamadiklari anlamina geliyor; sanatsal
etkinligi ancak sirgiinde saglayabiliyorlar. Kendilerini
siirglinde ziyaret edip Bienal'e katiimlarini tartigtim, bun-
lar arasinda ¢ogu kez erotik, yumusak motifler kulla-
narak, dikis ipliginden yaptigl resimleriyle Misirli Ghada
Amer (Paris), patlayici, vahsi gizimlerden ortaya gikan
mimari projeleriyle Irakli Zaha Halid (Londra) ve “yalniz-
ca” siirler olduklarini bildigimiz ama anlamadigimiz igin
bizi korkutan metinleri micadeleci Bedevi kadinlarinin
fotograflarinin tizerine basarak en meydan okuyucu kat-
kilardan birini yapan ikinci lrakli sanatgi Shirin Neshat
(New York) ya da Iranli Shirazeh Houshiary (Londra),
Fariba Hajamadi (New York) ve Siah Arjamani (Minne-
apolis) var. Ayrica Bienal icin yaptig), bir tanesi Islam na-
maz seccadeleri boyutunda olan ve igneleri arasinda bir
pusulanin saklandig igneli halilariyla Filistinli Mona Hato-
um’u da anmali; o da Shirin Neshat gibi Dogu’daki kadin-
larin durumuna iligkin keskin bir yorumda bulunuyor. Bu-
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only by short stops at both floors.

I'd also like to mention two contributions by Aydan
Murtezaoglu, which can be seen in the Hagia Irene. Here
first of all, is a blackboard with the old Turkish letters
that have been transcribed into the Latin alphabet. In the
lower right half is the plastic replica of a hand with a part
of the forearm mounted onto it. Set on an easel, this
object reminds every Turk of a photo that is printed in
every school textbook that shows President Atatiirk in
front of this very blackboard, a pointer in his hand, indi-
cating what is written. It is obvious to display this object
from the year 1993 in such a way that it corresponds to
the blackboards of Joseph Beuys, shown in this exhibi-
tion. The blackboards of both artists can be understood
as a means of orient/ation.

The second of the two contributions created for the
Biennial by Aydan Murtezaoglu, “Course”, likewise
refers to a memory from childhood. An old ‘Grundig
Majestic Radio”- like the one that the first foreign labor-
ers working in northern Europe brought back with them
on top of their car roofs - is used in language teaching.
But the sentences, which are now spoken in Turkish and
English, are no longer intended for students, but for sol-
diers: “Our squadron has lost its orientation”, “Here is a
map of the area”.

OC : Selim Birsel and Osman are sculptors, Akgura, Isik
and Onsoy are painters, what kinds of contributions are
coming from other Turkish artists not living in Istanbul?
RB : First of all, there is Cengiz Cekil with a new sound
object for the loft of the St. Irene Church. Two wooden
sculptors by Iskender Yediler, based on Christian folk
art, will also be exhibited there. One of these sculptures
alters a prayer to Saint Florian, imploring him that if a
house must burn, that it please be the neighbour’s and
not one’s own. A parable, incidentally, of the conflict in
Bosnia as well. In another work, Yediler had a normal
picture postcard of his adopted home. Cologne, trans-
ferred here in Turkey to ceramic tiles that will be laid out
on the bottom of the Yerebatan Cistern, that is, under
water.

Sarkis, on the other hand, through his work, has reacted
very individually to the motto Orient/ation: his “Place
for Rice and Discussion” should perform a central com-
municative function in Antrepo. In a hundred-year old
kazan, rice will be cooked daily and kept warm during
setting-up and opening hours. Arranged in a circle
around this pot of rice are two rows of benches that are
an invitation to rest a moment, to eat rice and drink
water, to think and of course, to speak with one’s neigh-
bour or to discuss in larger circles. With the old kazzan,
Sarkis simultaneously also seizes upon the old Turkish
tradition of giving food and drink to the poor, to the out-
siders, in the Asevi, “soup kitchen”, even if it may be just
rice and water. ,

OC : In earlier comments, you've also invariably referred
to the geographical environs bordering Turkey and in the
title you play with the concept of Orient. How seriously
was this reference intended, to what extent have artists
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taya giktigi yerden pek uzak degildir. Orasi ise Marina
Abramovic’'in video enstalasyonu igin ideal bir yerdir.
Kounellis, Kabakov ve Abramovic'in yukarida tanimlamis
oldugum katkilari antik Istanbul'a adanmig olup, kente
iceriden yaklagirken, geng kusagin yaklasimi daha ¢ok “di-
saridan” gergeklesmektedir. Giinii-
miiz Istanbul’u, Beyoglu'nun canli
sokaklarindan, alternatif kiiltiirel
etkinliklerden giinlik Tiirk futbol
tutkusuna degin &rnegin Maria
Eichhorn ve Olaf Metzel'in calis-
malarinda yansitlmistir.

OC: Baslangicta Joseph Beuys’tan
sz etmistiniz. Istanbul gibi bir ye-
rin Beuys icin biyiileyici bir ruhsal
serliven olacagini, bu Bienal’in slo-
gani gibi bir sloganin onun kisiligi
igin bigilmis bir kaftan olusturacagi-
ni diistinebiliyorum. Tiirkiye'de bu
vesile ile ilk kez gosterilecek olan
onun calismasina saygin bir yer
ayirmis olmaniz bosuna degil.

RB : Elbette Beuys'un galigmasinda
sergi bagligini secerken neyi kastet-
tigim agiga ciktg gibi, onun yoklu-
gunu ne kadar duydugumuz da agi-
ga cikiyor. Heniiz Bienal'in baghg
kesinlesmeden bile bir késenin o-
nun eserlerine ayrilmasi gerekliligi
belirgindi. Ben Istanbul'a ilk kez
dort yil 6nce bir Beuys seminerine katilmak ve onun ca-
lismalari hakkinda birkag konferans vermek igin geldim.
Ve burada onun eserlerine gosterilen ilginin baska yer-
lerdekinden gok daha fazla oldugunu duyumsadim. Biiyiik
bir glinliik gazete, sanirim Cumhuriyet'ti, bir Beuys ilave-
si basip, bunu giinliik baskisiyla birlikte verdiginde son de-
rece duygulandim. Bu baska hig bir yerde olmamisti. Daha
sonra sanatgilarla yaptigim pek ¢ok konusmada bu katkida
bulunmam rica edildi.
Elbette ORIENT/-
ATION baghg Be-
uys cahsmalarinin
seciminde  &nemli
bir rol oynadi. “Parti
diktatoryasi bdyle
asilir” yazih 1971 ta-
rihli plastik torbadan
daha 6nce séz et-
mistim. Bu torba ay-
rica Beuys'un “Do-
laysiz Demokrasi Bii-
rosu”ndan gelen po-
litik  bilgilendirme
malzemesi ile bir
gentigi olan kece bir
levha iceriyor. Beuys
bu plastik torbalari,
ancak kege levhalar

o

May [ Mayss 1972
Stpirtp Atma, Gésteri Eylemi,
Joseph Beuys sanatgi El Loko ile birlikte.
Sweeping Our, Performance Action,

Siptrtip Atma, | Mayis 1972 Joseph Beuys gésteriden sonra,
Berlin’deki Karl-Marx Meydanr’nii siipiiriiyor.
Sweeping Out, 1 May 1972 Joseph Beuys cleaning the Karl-Marx-Platz
in Berlin after a demonstration.

Basilica, he lays bare a Byzantine mosaic fragment that is
usually kept covered and includes it in the small instal-
lation “Extraordinary Incident”. In the underground 6th
Century Yerebatan Cistern, he found an antique stone
with a Roman Chariot chiseled into it that is not pulled
by a horse, but by a hypothetical
American car. Bewildering to the
visitor, his “First Image of The Car”,
with a panel that explains how and
why the inhabitants of Byzantium
use cars, is not far from the place
where the cistern, to a large extent
emptied of water, has revealed the
Medusa, her two-stone hewn heads
interwoven with legends and snakes.
An ideal place for the video installa-
tion “Becoming Visible” by Marina
Abramovic. While the three contri-
butions described here from Kou-
nellis, Kabakov and Abramovic are
obliged to ancient Istanbul, ap-
proaching the city from within, the
reapproachement of the younger ge-
neration occurs more from “wichout”.
Present-day Istanbul - from lively
streets of Beyoglu, the alternative
cultural activities, to the everyday
Turkish passion for soccer - is, for
example, reflected upon in the works
of Maria Eichhorn and Olaf Metzel.
OC : In the beginning, you quoted Joseph Beuys. I can
imagine that for Beuys, a place like Istanbul would have
been a fascinating spiritual adventure, that a motto like
the one of this Biennial would really have been almost
tailored to his person. It’s not a coincidence that you
grant such respectable room to his work, which on this
occasion, will be shown in Turkey for the first time.

RB : Of course, with the work of Beuys, it becomes clear
what I meant in che
choice of the exhibi-
tion ritle and it also
becomes clear again
how much we miss
him. Even before the
motto of Biennial was
fixed, it was clear that
it would have to
include a corner with
his works. I came to
Istanbul for the first
time four years ago to
take part in a seminar
on Beuys and to hold
several lectures on his
work. And I felt that I
sensed an interest in his
work here that was
even greater than in

.
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olmadan, bir yil sonraki “Stpiriip Atma” adl aksiyonun-
da da kullanmisti. Bu eylem | Mayis 1971’de Bati Ber-
lin'deki Karl Marx Meydanrnda uygulandi. Bu, Berlin’in
daha cok kiigiik burjuvalarin yasadig bir bélgesinde yer
alan, ¢ok biiyiik olmayan tas doseli meydan o giin, oto-
nom sol gruplarin bir mitingine ve resmi olarak Mayis
Bayrami'ni kutlayan Sendikalar Birligi'nin karsi mitingine
sahne olmustu. Mitingcilerin meydani terketmesinin ar-
dindan Beuys tiimuyle sembolik olarak gérdigu temizle-
me eylemine bagladi. Bir yandan protesto gosterisinde
bulunan &grencilerle yakinlik kurma arayisi icindeyken,
diger yandan da ayni anda protestoculara “ne istiyorsu-
nuz ve nasil gergeklestirmek istiyorsunuz?” diye bagira-
rak onlardan uzaklasti. Bu aksiyonda politik bir temizle-
me - dolayisiyla bir arindirma siireci séz konusuydu. Og-
rencilerin kafalarini yanlis ideolojilerden temizlemek ne
denli gerekliyse, bu yanhs ideolojilerin bazilarinin yarati-
aisinin adini tagiyan meydani temizlemek de o denli ge-
rekliydi. Beuys bu aksiyona Diusseldorf Akademisi'nden
iki 6grencisini de birlikte getirmisti. Bunlardan birini, To-
go kékenli Afrikal El
Loko’yu bu Bienal'e
lkatilmaya davet et-
tim. Stiplirtilerek top-
lanan ¢op parti dik-
tatorlugiine kars! bu
torbalara doldurul-
mustu. Tim bu ¢op
daha sonra bir galeri
mekanina gottiriiliip,
konik bicimde yigildi,
kirmizi siipiirge de
bunlarin yanina kon-
du. Ik enstalasyon-
larda  8grencilerin
attiklar1 sloganlar ve
soyledikleri sarkilar
alcak sesle galiniyor-
du. Daha sonra,
copler bir vitrinde
sergilenmeye basladiginda, bundan vazgegildi. Bu eylem
ile iligkili olarak “Giimus Stptrge ve Kilsiz Stiptirge” adh
gogaltilmig 20 adet baski ile olustu.

70'li yllarin bagi Beuys hakkinda biiyiik tartismalarin ol-
dugu yillard:. Iki Documenta sergisi sirasinda, 1972 yilin-
da “Dolaysiz Demokrasi Biirosu” ile ve bir sonrakinde,
1977 yilinda “Is Yerinde Bal Pompasi” ile her seferinde
100 giin siireyle olmak tzere ziyaretgilerle tartisabilmek
icin Kassel'de kaldi. Dénem, politik sergiler donemiydi —
o zaman geng kusagl olusturan sanatgilar politik olarak
angaje ve oriente olmak istiyorlardi. 1974 yilinda, Lond-
ra’da ‘Art into Society - Society into Art’ sergisinde, iz-
leyicilerle yapilan tartismalar sirasinda 100 tane karatah-
tanin yazilarla doldurulup sergilenmesiyle énemli calis-
masi “Yonlendirici Gigler” ortaya cikti. Bu tartismalar si-
rasinda olusan, ziyaretgilerin etraflarinda toplandigi yere
atilmis karatahtalarin tgii bu Bienal'de goriilebilecek,
bunlara bos bir karatahta ve siyah tahtalar ile renkli par-

JOSEPH BEUYS, Siipiiriip Atma Sweeping Out [972
gosteri heykeli performance sculprure

other places. I was deeply moved when a large daily news-

paper, I think it was Cumburiyet, printed a Beuys special edi-
tion and enclosed it with the daily issue. That’s never been
done anywhere else before. And then, in many talks with
Turkish artists, I've been asked for this contribution.

The title ORIENT/ATION, of course, had decisively influ-
enced the selection of the Beuys works. I've already men-
tioned the plastic tote bag printed with the manifesto “So
kann die Parteiendiktatur iiberwunden werden” (“That’s the
way to overcome the dictatorship of political parties.”), from
the 1971. It contains besides, political informational mate-
rial from Beuys’ “Biiro fiir Direkte Demokratie” (Bureau
for Direct Democracy) and a felt sheet with a notch in it.
Beuys used a greater number of these plastic tote bags,
but without the felt panels, one year later in his action
“Ausfegen” (Sweeping Out). The action was carried out
on the 1st of May, 1972 on Karl-Marx-Platz in West
Berlin. This not very big, paved square in a rather lower
middle class district of Berlin served, on that day, as the
starting point for a demonstration of autonomous left
wing groups, a coun-
terdemonstration to the
official May Day cele-
brations of the federa-
tion of labor unions.
After the demonstra-
cors had left che
square, Beuys began
his clean-up action,
which he viewed quite
symbolically. On the
one side, he sought a
nearness to the de-
monstrating students,
while at the same time
he distanced himself
from the demonstra-
tors, to whom he
shouted, “What do
you want, and how do
you want to realize it?” This action had to do with a
political cleaning - or rather - clarification process. Just
as it appeared necessary to cleanse the heads of the stu-
dents of false ideologies, it was also necessary to clean up
the square that carries the name of the author of ideolo-
gies which have been wrongly interpreted. Beuys
brought two of his students from the Academy in
Diisseldorf with him to this action. I've invited one of
them, the African artist El Loko from Togo, to take part
in this Biennial. The swept up trash was filled into the
plastic bags opposing the dictatorship of political parties.
All of the rubbish was then brought into a gallery space,
spilled out in the form of a “V” and the red broom was
placed alongside. At the first installations, the slogans
and songs of the students were played quitely from a
recording. Later, when the rubbish was exhibited in a
showcase, this was done away with. In connection with
this action, the multiple “Silberbesen und Besen ohne
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caciklarin karigimlariyla dolu kavanozlar eklenecek.
OC: Marcel Broodthaers’in galigmalarindan olusan kii-

giik bir ig grubunu Istanbul’a getirmekle Bienal'in organi-
zatorii olarak, Avrupa’da daha ¢ok Beuys’un karsi kutbu
niteligindeki ikinci bir hayatta olmayan &nemli sanatgiya
Bienal'in organizatori olarak egilmis bulunuyorsunuz.
Bunlarin ikisinin birbirleriyle olan iligkisi karmagikti. An-
cak diger yandan her ikisi de Képcke, Fillou ve Paik gibi
Fluxus hareketine dahil edilen sanatgilarla arkadastilar.
Simdi Bienal gercevesinde biiyiik bir Fluxus sergisini Is-
tanbula getiriyorsunuz. Bu bir rastlanti mi, yoksa bir
strateji mi?

RB : Her ikisinden de bir parga var, bu yénlendirilmis
rastlanti olarak da nitelendirilebilir. Bu Fluxus sergisi be-
nim Dig lligkiler Enstitiisti igin gergeklestirmis oldugum
son sergi projesiydi ve boylece sergi uzun yillar boyunca
diinyay! dolagmaya gikmadan &nce yurtdigi prémiyerinin
Istanbul’da gergeklestirilebilmesi beni &zellikle sevindirdi.
Ben buna her zaman bir tiir Truva Ati olarak baktim.
Giinkii birlikte calistigim Gabriele Knapstein ve ben, “Al-
manya’da Fluxus - Cok Digiimlii Uzun Bir Oyki” bashg
al-tinda  satin
alinmasi ve do-
lagimi Alman
Dusisleri Bakan-
g tarafindan fi-
nanse edilen u-
luslararasi  bir
sergi diizenle-
meyi basarabil-
dik. Bunun gikis
noktasini  her
ne kadar Al-
manya'da gergek-
lestirilen Fluxus
olgulari olustu-
ruyorsa da, ka-
tilan yaklagik 30
sanatgidan yal-
nizca 6’si Alman olup, digerleri ya Almanya’da yagsamakta
ya da bir siire orada galigmig bulunmaktadirlar. Fluxus'un
ana karargdhi olan ve kurucusu George Maciunas’in ya-
sadigi yerin bulundugu New York’'un yaninda, Alman-
ya'nin bu hareketin sanatgilari igin Avrupa merkezini
olusturdugu ve Fluxus’un resmi dogum saatinin 1962’de
Wiesbaden’de tarihlendigi diisiiniiliirse, b&yle bir retros-
pektif igin cografi bir sinirlandirma getirilmesinin mantik
digi olmadig gorillr. Belirli bir bdlgede yogunlasilarak, ki
bu, bu durumda eski Almanya Federal Cumhuriyeti'dir,
tim hareketi temsil edici nitelikte olan tam bir sunum
saglanmasi basarilmistir. Yaklagik 450 sergi objesinin yani
sira sergi bir de 1962 yilinda Maciunas tarafindan Wiesba-
den’de organize edilen Fluxus konserlerinden 1976'da
Berlin de, erken &liminden kisa siire énce diizenlemis
oldugu biiyiik Fluxus aksamina ve 1978'de Joseph Beuys
ve Nam June Paik’in Diisseldorf Sanat Akademisi’'nde cift
piyanoda sunduklari duygulandirici piyano diieti “In Me-
morian George Maciunas”a degin bir dizi genis bir yelpa-

JOSEPH BEUYS, Yénlendirici Giiglerden: Gélge 1975-77
From Directive Forces: Shadow, 120x400x200cm

Haare” ("Silver Broom and Broom withour Bristles) was
created, in an edition of 20 copies.

The early 70’s were the years of the big discussions with
Beuys. During each of two Documenta exhibitions, he
remained in Kassel for 100 days in order to talk with the
visitors: in the year 1972, he was there with his “Bureau
for Direct Democracy”, as well as at the following exhi-
bition, in the year 1977, with the installation
“Honigpumpe am Arbeitsplatz” (“Honey Pump on the
Job”). It was the time of the political exhibitions - the
young generation of artists in those days wanted to get
involved politically and to orient themselves that way.
At the exhibition “Art into Society - Society into Art” in
London in 1974, the important work “Richtkrifte”
(“Directive Forces”), came into being as, in discussions
with the public, 100 blackboards were inscribed and dis-
played. Three of these blackboards, created during the
course of the discussions and which had been thrown on
the floor with visitors standing around them, can be seen
at the Biennial, augmented by a blank blackboard and
two glasses with particles from the black painted floor
parts in London
and New York.
OC : In view of
the fact that you
are bringing a
small group of
works with pieces
by Marcel Brood-
thaers to Istan-
bul, you are, as
organizer of the
Biennial, bowing
before a second
artist personality
who is no longer
with us, a per-
sonality who was
more a counter-
part to Beuys. The two had a complicated relationship to
each another, but again, they were friends with arriscs
such as Kopcke, Filliou or Paik, who are identified with
the Fluxus movement. Now you're bringing a large
Fluxus exhibition to Istanbul as part of the Biennial.
Coincidence or strategy?

RB : A little of both, which one could also describe as
controlled coincidence. This Fluxus exhibition was the
last exhibition project that I realized for the Institute for
Foreign Cultural Relations in Stuttgart and so I'm of
course especially happy that its foreign premiere can take
place here in Istanbul, before the exhibition goes on tour
for many years around the world. I've always viewed it as
a kind of Trojan Horse, because under the title “Fluxus
in Germany 1962-1994; A Long History with Many
Knots” I had managed, together with my partner
Gabriele Knapstein, to organize an international exhibi-
tion whose acquisition and tour was financed by the
German Foreign Ministry. It is true that what took place

=



zeye yayllmis odyoviziiel dokumentasyonu igermektedir.
Bu sergi Bienal'in ideal bir uvertiirii niteligindedir. Ciinkii
Fluxus bu yiizyllda dénemin sanatsal disiplinlerinin sinirlari-
ni gdzardi etmis, resim, metin, ses, film ve digerlerini de-
neysel yénde kullanmis olan ve dolayisiyla pek gok geng sa-
natginin, ancak ayni zamanda ‘normal’ insanlarin da ‘oriente’
olabilecekleri ilk ve son uluslararasi sanat hareketidir.

OC: Sizin kendi sanatsal kokeniniz 60°li yillarin bu olayla-
rinda yatiyor. Giinlimiiz sanat ortamini, geng sanatgilari
tarafsiz gériip degerlendirebildiginize inaniyor musunuz?

RB : 60'li yillar bende iz birakti ve ben bugiin s6z konu-
su olaylara katilmig olmaktan dolay! son derece mutlu-
yum. Hakga davranip davranmayacagimi bilemem, ancak
bildigim bir sey varsa, o da &zellikle geng sanatgilarin —
her ne kadar hayatimda asla sanati degerlendirmemis ol-
sam da, benim degerlendirmemi istemeleri ve kabul et-
meleridir.

OC: Sidney Bienali’nin katalogunun &nséziinde bir sergi-
yi nasil yaptiginiz soruluyor. Sizin yamitiniz “hayal giicti
ile” ve burada “hayalgiicli bilgiden daha énemlidir” diyen
Albert Einstein’a atif yapiyorsunuz. Sectiginiz bu vecize
bugiin de bashg hayalgiictinden gok bilgi n kosulunu ge-
tiren Bienal i¢in de gegerli mi?

Bu Bienal'deki anlayis kuramsal bir uygulamada degil ci-
zimde aranmalidir. Benim isim sanatgilar ve sanatla; yani
bir resimden yola gikiyorum. Buna gore Bienal’in iyi ola-
bilmesi icin bir resim, bu durumda ti¢ balimlu bir resim
olmasi lazim. Istenen sonucun kavrami kafada, tipki bir
ressamdaki gibi, resim olarak olusuyor. Daha sonra ziya-

i

KEN UNSWORTH, cizim faksi fax drawing 1995
— 4. Istanbul Bienali igin proje Project for the 4ch Istanbul Biennial
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in Germany with regard to Fluxus events is the reference
point, but of the approximately 30 artists involved, only
6 are German, the others live in Germany or had worked
there for some time. If one takes into account that besides
New York, the headquarters of Fluxus and the place of
residence of its founder, George Maciunas, the Federal
Republic of Germany was the European Center for the
artists of this movement and that the official birth of
Fluxus occured in Wiesbaden in 1962, then a geograph-
ical restriction for a retrospective is not illogical. By con-
centrating on a specific area, in this case, the former
Federal Republic of Germany, we succeeded in present-
ing a precise record that is absolutely representative for
the entire movement. Beside the approximately 450
exhibits, the manifestation includes an extensive audio-
visual documentation from the first Fluxus concerts
organized by Maciunas in Wiesbaden in 1962, to the big
Fluxus evening that he organized in Berlin in 1976, the
last one before his untimely death, as well as the moving
piano duet “In Memorium George Maciunas” that Joseph
Beuys and Nam June Paik performed on two pianos at
the Diisseldorf Art Academy in 1978. This exhibition is
an ideal overture to the Biennial, since Fluxus is the first
as well as the last international art movement in this cen-
tury, that ignored the boundaries of the respective artis-
tic disciplines, used visuals, text, sound, film, etc. exper-
imentally and therefore, is a movement by which young
artists especially, but also ‘normal people can orient
themselves.

OC : Your own artistic experiences root in these events of
the 1960’s. Do you believe that you can see and judge the
current art scene, the young artists impartially?

RB : The 60’s had a formative influence on me and I'm
tremendously glad today that I could participate a little
in those events. I don't know if I can be just, but I know
that especially young artists desire and accept my judg-
ment - although I've never in my life ever judged art.
OC : In the foreword of the catalogue to the Sydney
Biennial you are asked how you create an exhibition and
you answer, “With imagination,” and you cite Albert
Einstein, who once said “Imagination is more important
than knowledge”. Does this motto apply also today to
this Biennial whose motto after all, seems to presume
knowledge rather than imagination?

RB : The concept for this Biennial is represented in a
drawing and not in a theoretical treatise. I deal with
artists and with art. I start then, from a picture.
Accordingly, the Biennial, if it is to be good, must
become a picture, in this case a three-part picture. A
notion of the desired result originates in the head as a
picture, as with a painter. If this cannot be seen later by
the visitors, words won't help either. Or allow me another
analogy from music. The 115 artists of this Biennial could
be the musicians of a philharmonic orchestra - in which
there are, of course, some first violins, violas, cellos, but also
third flutes and a harp - which have come together to per-
form an ‘Orientation Symphony’. But only if they all forget
their positions and privileges and play together, unisono
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retciler bunu géremezlerse, sézler de yardimci olamaz. Ya da
miizik alaninda baska bir kargilagtirma yapmama izin verin. Bu
Bienal'in 115 sanatgisi bir ‘oryentasyon senfonisi’ni sunmak
icin bir a-raya gelmis bir filarmoni orkestrasinin miizisyenleri-
ne benziyorlar, orkestrada dogal olarak birkag birinci keman,
viyolalar, cellolar ancak tigtincii fliitler ve bir de arp var. O bel-
ki de unutulmaz
olacak olan tini
ise yalnizca hep-
si kendi konum-
larini ve ayrica-
liklarini - unutup
“linison ve an-
gaje” olarak bii-
tiinlesip calabili-
yorlarsa ortaya
gikabilir.

OC: Ya orkes-
tra sefi olarak
René Block?

RB : Filarmoni
orkestralari kendi seflerini kendileri belirlerler, ancak or-
kestra sefi olmayi isterdim.

OC: Bu Bienal'de ilk kez Dogulu sanatcilarin eserleri Ba-
tili sanatgilar ve diinyanin diger bélgelerinden gelen sanat-
gllarla esit kosullarda sergilenecek. Buradan kalici bir diya-
logun gelisebilecegine inaniyor musunuz? Orient (Dogu)
ile Oksident (Bati) arasindaki iliskiyi nasil gériiyorsunuz?
RB : Bu soruya, eger izin verirseniz bir siir ile yanit
verecegim. Johann Wolfgang Goethe bu siiri 1826 yilin-
da yazmis, ama bugiin o zaman oldugundan daha da giin-
cel ve ayrica gelecege de génderme yapiyor:

o

Kim ki kendini ve digerlerini tanir
Anlayacak ki burada

Dogu ile Bati

Artik ayrilamamakta

Diisiinceye dalinca iki diinya arasinda
Kendimi tartmayi gecerli kildigimda
En iyisi Dogu ile Bati arasinda
Hareket halinde olmakta

Tiirkge geviri: SUHEYLA ABABAY

JOSEPH BEUYS, Lahana Tursusu Notasi 969
Sauerkraut Score, 29x140x131cm (Foto: Werner Zelli

and dedicated, only then will that sound emerge that may

perhaps be unforgettable.

OC : And René Block as conductor?

RB: Philharmonic orchestras decide their conductors for

themselves, but I would have liked to have been a conductor.

OC: At this Bien-nial, for the first time, artists from the
Orient  will  be
shown with parity
next to those from
the West and those
from the other parts
of the world. Do you
think that a sustained
dialogue could devel-
op from this? How
do you see the rela-
tionship between
Orientand Occident?
RB : I'd like to,
if I may, respond
to this question
with a poem that Johann Wolfgang von Goethe wrote in
the year 1826, and which is more relevant today than at
that time and which also points the way to the future:

i

Wer sich selbst und andre kennt
Wird auch hier erkennen:
Orient und Occident

sind nicht mehr zu trennen.

Sinnig zwischen beiden Welten
Sich zu wiegen lass’ ich gelten;

Also zwischen Ost- und Westen
Sich bewegen, sei’s zum Besten!

("He who knows himself and others will also recognize
that Orient and Occident cannot be separated any more.
To sway cleverly between both worlds, to move between
East and West, is for the best.”)

English translation: LAURIE SCHWARTZ



