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Video Sanatinin Onciilerini
Pera Miizesi'nde Konuk
Etmenin Mutlulugu

Kurulugsundan bu yana sanatin farkli dallarinda sergiler diizenleyen
Pera Miizesi, bu kez de video sanati ve pop mtizik iligkisini ele alan ve
video sanatindan 6nemli 6rneklerin yer aldigi ¢ok renkli ve kapsamli
bir sergiyi sanatseverlerle bulusturuyor.

Bu Bir Ask Sarkis Degil: Video Sanati ve Pop Miizik Iliskisi sergisinde,
Amerika, Japonya, Fransa, iskocya, Ingiltere, ispanya, Giiney Afrika,
Irak, Belcika ve Kanada’dan 28 sanatcinin 26 yapiti yer aliyor. Sergiye
ayrica kapsamli bir video gosterim programi da eslik ediyor.

Sergide yer alan eserler, 1960’lardan giiniimiize pop miizik ile video
sanati arasindaki iligkilerin izini stiriiyor ve bu iki tiir arasindaki
etkilegsimlere odaklaniyor.

Sergide, hem bicimsel hem de kavramsal agidan pop ve rock
ikonografileriyle baglantili olan video sanati ve deneysel film tarihinin
onemli eserleri yer aliyor. Bu gercevede, sergide yer alan video sanatinin
onciist sanatcilarin ve miizik tarihine 1s1k tutan yapitlarinin, sanatin
miizikle olan iligkisine daha farkli bir gozle bakmamizi saglayacagi
disiincesindeyiz.

Bu vesileyle, sergiye yapitlariyla katilan tim sanatcilara, degerli
isbirlikleri icin Ispanya’daki Screen Projects’e, kurumun yéneticileri
Carlos Duran ve Emilio Alvarez’e, serginin kiiratorii Javier Panera’ya,
ozverili calismalari icin Isa Casanellas’a, Suna ve inan Kirag Vakfi
Pera Miizesi ¢aliganlarina ve sergiye katkida bulunan diger kisi ve
kuruluslara icten tesekkirlerimizi sunuyoruz.

The Pleasure of Hosting
Pioneers of Video Art at Pera
Museum

Having organised a variety of exhibitions focusing on different
branches of art since its foundation, this time Pera Museum brings to
art lovers a colourful and comprehensive exhibition examining video
art and pop music crossovers, showcasing some significant examples
of video art.

The exhibition This is Not a Love Song: Video Art and Pop Music
Crossovers, features 26 works by 28 artists from US, Japan, France,
UK, Spain, South Africa, Irag, Belgium and Canada. A diverse video
screening program is also presented parallel to the exhibition.

The works in the exhibition traces the genealogy of the relations
between video art and pop music from the 1960s to today.

The exhibition includes significant works in the history of video art
and experimental film that are formally and conceptually related to
the iconographies of pop and rock. In this framework, we believe that
these pioneer artists and their successors showcased in the exhibition
enlightens the history of music, which will allow us to see a fresh
relationship between visual arts and music.

We would like to take this opportunity to thank the talented artists who
have participated in the exhibition; Screen Projects from Spain for their
valuable collaboration, and their directors Carlos Duran and Emilio
Alvarez, the exhibition’s curator Javier Panera; Isa Casanellas for her
dedicated work; Suna and Inan Kirac Foundation Pera Museum’s team,
and all the individuals and institutions who have contributed

realizing this exhibition.

Suna, inan & ipek Kirag
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"Muzik kétulugin istismar
edemedigi duyularin
tek hazzidir”

Salo dels Miralls, Gran Teatre del Liceu, Barselona

Cogumuz Warhol'u The Velvet Underground’dan 6grendik ve ¢ok geng
yaslarda grubun miizigini The Factory’de ¢ekilmis fotograflariyla
6zdeglegtirdik: miziklerinin sound’u bilingaltimizdaki belli imgelerle
hi¢ ayrilmamacasina ic ice gecti. Ornegin Talking Heads’ten video
kliplerini diisiinmeden tam anlamiyla zevk alabilir miyiz? Bjork, Michel
Gondry’nin gorsel solenlerinin miizigini mi yapiyor yoksa Gondry,
Bjork’iin miizigine imge mi sagliyor? Bircok durumda oldugu gibi
hangisinin 6nce geldigi merak konusu: tavuk mu yumurta mi? Bunun
gibi sorular bizi miizik ile gorsel sanatlar arasindaki ortak zemini
aragtirmaya yoneltiyor.

Tiim ziyaretcilere ilham kaynagi olacagina inandigimiz “Bu Bir Ask
Sarkisi Degil” sergisinin arkasindaki fikir tam da bu diistincenin bir
Uriind. Sergi ayrica, gorsel-isitsel yaraticiligi canlandirmayi ve bu
alandaki iiretimler i¢in uygun alanlar yaratmayi hedefleyen bir kiilttr
kurulusu olan Screen Projects’in felsefesi ve iistlendigi sorumluluk

ile de yakindan ilgili. Screen Projects, uluslararasi ortakliklar kurup
ortak bir bilyiime alani yaratirken, diizenledigi biiyiik fuar, festival,
sozel etkinlikler, atolye ve gosterimler sayesinde kisa zamanda diinya
genelinde gorsel sanatlar ile ilgilenenlerin profesyonel bir bulugma ve
referans noktasi haline gelen benzersiz bir platformun, LOOP’un ortaya
cikisina da vesile olmustur.

Biz her zaman video ve sinemanin, yani hareketli gorsel sanat
pratiklerinin ¢cagimizin dilini olusturmakla kalmadigina, ayni
zamanda sanat ile halk arasindaki sinirlari da yok edebilen, béylece
ozenli ve yenilikci soylemler igin ortak bir zemin hazirlayabilen asli
araclar olduguna inandik. Bu nedenle, LOOP’un 13 yili boyunca, video
sanati ile sinema, hareketli imge ile performans, hatta dans ile siir
arasindaki benzerlik ve paralellikleri aragtirmaya 6zen gosterdik. Miizik
ile videonun sanatsal ifadeler oldugu, altmiglardan beri birbirlerini

‘Music is the only pleasure
of the senses that vice
cannot abuse’

Salé dels Miralls, Gran Teatre del Liceu, Barcelona

Many of us discovered Andy Warhol by listening to The Velvet
Underground and, at a very young age, we got used to relating their
music to photographs of the band at The Factory: the sound was
irremediably attached to certain images in our subconscious. Then, can
we really enjoy the Talking Heads without thinking of their videos? Is it
Bjork who makes the music for Michel Gondry’s visual extravaganzas
or Gondry who provides the images for Bjork’s music? As in so many
cases, we wonder what came first: the chicken or the egg? These many
thoughts and questions led us to explore the common ground between
music and the visual arts.

And it is exactly from this reflection that the idea behind This is Not

a Love Song: Video Art and Pop Music Crossovers stems, a striking
exhibition, which will undoubtedly constitute a source of inspiration for
everyone who visits it. An exhibition that, moreover, faithfully reflects
the philosophy and commitment of Screen Projects, a cultural agency
born of the intention of stimulating the audio-visual creation and
providing the ideal spaces to fully enjoy it. While weaving international
collaborations and creating the space for a shared growth, Screen
Projects also gave birth to LOOP, a unique platform that through the
organization of a major fair, a festival and a side program of talks,
workshops and screenings, soon enough became the professional
meeting point of reference for moving image art enthusiasts worldwide.

We have always believed that video and cinema, that is to say, moving
image art practices, not only constituted the language of our era,

but were also the sole means through which we could eradicate the
impenetrable barriers between art and the public, thereby giving

way to a shared terrain for rigorous and innovative discourses.

Thus, throughout LOOP’s 13 editions, we intentionally explored the
increasingly imperceptible echoes and parallels between video art and
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besledigi, deneyimlemek iizere yeni ortak alanlarin arayiginda oldugu
bir gercek. Ancak heniiz hareketli imge baglaminda, pop miizik
evreniyle ilgili kapsamli bir goris ortaya konmadi.

Bu konudaki boglugu doldurmak tizere 2010 yilinda bu alanda uzman,
ispanyol kiirator Javier Panera ile bir soylesi gerceklestirdik. Javier
Panera, DA2, Domus Artium de Salamanca’da diizenlenen Video Killed
the Radio Star. A History of Music Video ve Rock My Religion sergide pop
miizigin gorsel sanatlarla iligkisini irdelemisti. Bu Bir Agk Sarkist Degil
sergisi de bu sekilde dogdu. Javier Panera’nin bu yolculuga katilmasi
bizi olduk¢a memnun etti.

Bu sergi, video yaratimu ile pop miizik arasindaki iligkilerin izini
siirtiyor ve sanat tarihinde alternatif bir yol haritasi éneriyor.

Sergiye ev sahipligi yapan Pera Miizesi’ne ve bu serginin ortaya
¢tkmasini mimkiin kilan tim sanatci, katilimer ve kurumlara
tesekkdr ederiz.

cinema, the moving image and performance, as well as dance and
poetry. Nonetheless, nobody had yet come up with a comprehensive
overview of the universe of pop music from the perspective of the
moving image. Music and video are indeed both artistic expressions,
which have been nurturing each other from the sixties onwards,
seeking new common territories to experiment in.

Eager to fill in the gap, in 2010 we had a conversation with Spanish
curator and expert in the field, Javier Panera, who had already
examined pop music’s relations with the visual arts in two exhibitions:
Video Killed the Radio Star: A History of the Music Video and Rock My
Religion, both held at the DA2, Domus Artium de Salamanca, which he
brilliantly curated. And this is how This is Not a Love Song was born. We
are extremely grateful he decided to embark on this journey.

Accordingly, the exhibition traces out a genealogy of the relation
between video art and pop music and delights us with an alternative
itinerary through the history of the arts.

We wish to thank the Suna and Inan Kirac Foundation Pera Museum for
organizing and welcoming this show, and every artist, collaborator, and
institution involved for making it possible.

Carlos Duran
Es Direktdr - Co-director, Screen Projects / LOOP

Foreword
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Sanirim Frank Zappa (bazilari bunu Laurie Anderson’in soyledigini
iddia ediyor) bir soylesisinde “miizik iizerine yazmak mimarlik ile
dans etmeye benzer” demis. Bu ¢arpici yorum, bazi kendini begenmis
miizik elestirmenlerine, hicbir metnin beste yapma, miizigi icra etme

veya yalnizca miizik dinleme deneyiminin yarattigi enerji ve duyguyu
yakalayamayacagini farkl bir bicimde dile getirmekteydi. Ayni

sekilde, cagdas sanatla ugrasanlar, bircok sanatcinin eserleriyle ilgili,
alaninda uzmanlagmis dergilerde yayimlanan elegtirilerde kendilerini
tanityamaz. Dolayisiyla gerek miizisyenlerin gerekse sanatcilarin,
okurun dinleme veya izleme sansi elde edemedigi bir miizik parcasinin
veya bir sanat eserinin sahip oldugu soyut mu soyut degerleri
siyah-beyaz bir seymis gibi tanimlamaya calisan biz elegtirmenlere
glivensizlik duymalari bir dereceye kadar anlasilir bir seydir.

Frank Zappa'ya ozellikle The Beatles'in Sgt. Pepper’s albiim kapagiyla
dalga gecen We're Only in It for the Money baghkli kural tanimaz

Frank Zappa'nin We're Only in It for the
Money albiimiiniin i¢ kapagi, 1968
Gatefold sleeve of the Frank Zappa's
We're Only In It for the Money, 1968
Cal Schenkel, Verve Records

I think it was Frank Zappa - though others claim it was Laurie Anderson
-who said in an interview that ‘writing on music is much like dancing
on architecture’. Such a biting comment was a way of telling certain
smug music critics that no text is able to capture the energy and
emotion generated by the experience of composing, playing or simply
listening to music. In the same vein, nobody devoted to contemporary
art is unaware that many artists fail to recognize themselves in reviews
of their work published in a number of specialized journals, so it is
understandable, to a certain extent, that both musicians and artists
mistrust those of us who attempt to describe in black and white
something as abstract as the values conveyed by a piece of music or a
work of art that the reader may not have had the chance either to hear
or contemplate.

Although 1 feel great respect for Frank Zappa, at least since that
irreverent album came my way that cynically parodies the cover of
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albimiyle karsilagtigimdan bu yana, biiyiik bir saygi duymakla
birlikte, mizik dinlemek kadar haz aldigim seylerden birinin mtzik
hakkinda konusmak ve tartismak oldugunu séyleyerek, onun o
provokatif gézleminin altinda yatan degerler 6lcegini tersine ¢evirmek
isterim. Sanat eserleriyle sanatcilar hakkinda tutkuyla tartigmak ve
yazmak kadar sergileri ziyaret etmek ve sergiler diizenlemekten de
keyif aldigimi, ayrica onlardan ¢ok sey 6grendigimi de séyleyebilirim.
Bu diyalektik oyunu siirdiirmek ve yeni bir tartisma cephesi agmak
adina bagka bir tinlti s6z{i, Octavio Paz’in “mimarlik donmus miiziktir”
s6zlind de alintilamak isterim.

Kimileri miizik ve imgelerin internette dolagimini sinirlamak istese de,
birakin yayimlama kisitlamasi olmaksizin yazmayi, video linklerine
serbestge girilebilen, sarki indirilebilen veya miizigini aklimizdan
ctkaramadigimiz sanat¢inin web sitesine veya rock grubunun
MySpace’ine erisim imkani buldugumuz internet gibi bir medyada
bugilin “mimarlik ile dans” heterotopisi neredeyse miimkiin. Ama
oncelikle 31 Sarki, Sel Yayincilik, 2010 adli o miithis kitabinda yer verdigi
poptiler eser seckisindeki parcalarin kendisinde yarattigi duygusal
yankilamalardan yola ¢ikarak bir cesit otobiyografik metin ¢ikaran
Britanyali yazar Nick Hornby ile aramda kesinlikle bir benzerlik kurmaya
calismadigimi belirteyim. Bu Bir Ask Sarkist Degil, her seyden énce

benim altmiglardan glintimiize pop miizik ile gorsel sanatlar arasindaki
iliskinin bir soyagacini ¢ikarmak gibi getin bir isle yiizlesme yontemim.
Bunu yaparken bu iki tiirtin birbirini besledigi ve deneysellik, {itopya
veya siyaseten yanligcilik alanina savruldugu (ki yalnizca olagantsti

bir miizisyen olmakla kalmayan, ayni zamanda saygin bir deneysel

film yonetmeninden ¢ok daha fazlasi olan Zappa'nin son derece tanidik
oldugu degerler bunlar) o anlarin dzellikle altini ¢iziyorum.

Bu Bir Agk Sarkisi Degil (Karakterden Esinlenme),
video, 2013

Javier Largen'in izniyle

This is Not a Love Song (Character Appropriation),
video, 2013

Courtesy of Javier Largen

The Beatles’ Sgt. Pepper’s under the title We’re Only in It for the Money,

I should like to invert the scale of values underlying his provocative
observation by declaring that one of the few things I find as pleasurable
as listening to music is precisely talking about and discussing it... and
that I have probably enjoyed myself and learned as much from visiting
and organizing exhibitions as from passionately discussing and writing
about works of art and artists. So, to carry on with this dialectical

game and open a new discussion front, I have taken the liberty to

bring up another famous quote, this one from Octavio Paz, for whom
“architecture is frozen music”.

Fortunately, despite the fact that some people attempt to place barriers
in the way of the promiscuous circulation of music and images in the
web, the heterotopy of “dancing on architecture” is almost possible
today in media like the Internet where, apart from writing without
publishing restrictions, you can link videos, download songs or link

the website of the artist or the MySpace of the rock band whose music
we cannot get out of our heads. But let me make it clear that I have
absolutely no intention to attempt to resemble Nick Hornby, the British
writer who in his excellent 31 Songs traced out a kind of autobiography
through the emotional resonance his selection of popular songs carries.
This Is Not a Love Song is above all a way of facing the arduous task

of establishing a genealogy of the relationship between pop music

and the visual arts from the sixties to the present day, placing special
emphasis on those moments in which both genres exerted feedback on
each other and moved in the realms of experimentation, utopia or the
politically incorrect; all of which are values very familiar to Zappa who,
incidentally, was not only an extraordinary musician but also a more
than respectable experimental filmmaker.

Yo la tengo, totograf, 2011
Sanatginin izniyle

Yo la tengo, photograph, 2011
Courtesy of the artist
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Altmiglardan beri bircok avangart sanatci kusagy, ilk zamanlar
“seytanin miizigi” olarak bilinen mizigin etkisinde yetigmis, gerek bu
miizigin estetiginden gerekse yikicilik potansiyelinden biiytlenmis,
eserlerinin tiretim stire¢lerinde rock & roll, pop, saykodelik miizik, glam,
soul, disko miizigi, hip-hop, indie pop, elektro miizik veya son elli yilda
ortaya ¢ikan ve kalici olmayan mtzik alt tiirleri ve trendleri gibi gesitli
miizik tiirlerinin trettigi tavir ve hayallerle dogrudan veya dolayl olarak

baglantili unsurlari birlestirmistir.

Pop art’tan kavramsal sanata, performans sanatlari ve beden
sanatindan video sanati ve deneysel sinemaya, Sitiiasyonist hareket’ten
binyilin aktivistlerinin uygulamalarina, Geng Britanya Sanati, iligkisel
estetik veya post prodiiksiyon teorileri gibi daha yeni trendlere kadar
cesitli sanat hareketlerinden etkilenmis, Andy Warhol, Joseph Beuys,
Vito Acconci, Dan Graham, Nam June Paik, John Baldessari, Rodney
Graham, Tony Oursler, Christian Marclay, Mike Kelley, Douglas Gordon,
Jeff Wall, Matthew Barney, Jeremy Deller ve Damien Hirst gibi 6nemli
isimlerden glinlimiiz sanatcilarina kadar birgcok sanat¢i en sira digi
eserlerinin bazilarinda bu mizik ttriinden yararlanmistir. John
Lennon, David Bowie, Pete Townshend, Syd Barrett, Brian Eno, Alan
Vega, David Byrne, Laurie Anderson ayarinda miizisyenler veya Sonic
Youth, R.E.M,, Blur, Franz Ferdinand ve The Kills gibi son yirmi yilin
6nemli gruplarinin iiyeleri de profesyonel miizik hayatlarindan 6nce
glizel sanatlar fakiiltelerinde sanat egitimi almiglardir.

E T Y AR A RS

Since the sixties, several generations of avant-garde artists have

been brought up under the influence of what initially was known as
‘the devil’s music’, who - fascinated either by its aesthetics or by its
subversive potential - have integrated in the production processes

of their works elements directly or indirectly related to attitudes and
images developed by genres such as rock 'n’ roll, pop, psychedelia, glam,
punk, soul, disco music, hip-hop, indie pop, electro or any of the more
fleeting music sub-genres and trends that have emerged over the past
fifty years.

From pop art to conceptual art, from performance and body art to
video art and experimental cinema, from the Situationist movement
to the activist practices of the new millennium via more recent trends
like Young British Art, relational aesthetics or the theories of post-
production, such major artists as Andy Warhol, Joseph Beuys, Vito
Acconci, Dan Graham, Nam June Paik, John Baldessari, Rodney Graham,
Tony Oursler, Christian Marclay, Mike Kelley, Douglas Gordon, Jeff Wall,
Matthew Barney, Jeremy Deller and Damien Hirst, among many others
down to the present day, have approached this genre in some of their
most outstanding works, on occasions collaborating with different
rock bands or even recording their own albums, just as musicians of
the stature of John Lennon, David Bowie, Pete Townshend, Syd Barrett,
Brian Eno, Alan Vega, David Byrne, Laurie Anderson or members of
such key bands over the last two decades as Sonic Youth, R.E.M., Blur,

Otuzunu Ge¢mis Hi¢ Kimseye

Glivenme, albiim, 2006

David Arranz 6zel koleksiyonu

Don't Trust Anyone over 30, album, 2006
Private collection of David Arranz







Melez tiirlerin en mitkemmel 6rnegi olan rock (gérsel sanatlardan ¢cok
once) ylksek kiilttr ile alcak kiiltiir arasindaki, sahne ile giinliik yagam
arasindaki, “yeni sanatsal davranig” ile eglence sektorii arasindaki
sinirlar ategleyen ilk postmodern kiilttir hareketi olarak ortaya
cikmisti... Dolayisiyla, 20. yiizyilda belli donemlerde sanat ile miizigin
paralel yollarda ilerleyip kendi geribildirimini yaratmig olmasi, bu
yolda pop miizik tarihi igin “alet ¢cantas1” gérevi gormiis, deneysel ve
yikict olanin kitle kiilttriiyle beklenmedik, paradoksal iligkilere girmis
olmast bizi sagirtmamaly, zira “miizik sektorii” ile “sanat sistemi”nin on
yillarca en kiistah ve en géziipek miizikal ve sanatsal trendleri yoldan
cikarmaya (ve zamanla etkisizlestirmeye) egilimli oldugu, boylece her
genglik isyani tezahtiriini “tiiketim toplumu”na dontstiirerek Mark
Rothko veya Kurt Cobain gibi figiirlerin firtinali zihinlerinde kac¢inilmaz
olarak sucluluk duygular yarattigi biliniyor.

Gercekten de, her kiiltir, kurulu diizeni kuvvetlendirirken ayni
zamanda alternatiflere de yer birakir. Bu anlamda rock, diizen ve
kaos ilkelerinin birbiriyle miicadele ettigi, yeniden bir araya geldigi,
kirilgan ittifaklar kurdugu, kendilerini kamufle ettigi ve genellikle
akil karigtirici, belirsiz ama asla gelisigiizel olmayan bir bicimde
davrandigi gercek bir savags alani olagelmistir. Miizik altkiiltiirleri
sinirlari agmak arzusuyla belirli araliklarla yeniden dogsa da ve 20.
yiizyilda belli donemlerde giindelik adetlerin ve kiiltiir tiiketicilerinin
aligkanliklarinin degistirilmesine hizmet etmig olsa da, ayni nedenle
rock, muhtemelen ilk ¢iktig1 donemlerden itibaren ekonomik sistem
tarafindan emilen ve kiltiir kapitalizminin en karli endistrilerinden
biri haline getirilen tarihteki ilk kars: kiltiir hareketidir. Dolayisiyla,
giderek artan sayida sanatcy, alternatif addedilen kiiltiir endtstrilerinin
neredeyse timunu karakterize eden ve sahip olduklar: iki degeri, yani
direnis ile ticari ¢ikar1 uzlagtirmaya ¢alismalarindan kaynaklanan
belirsizlik ve ¢geligkileri ifsa etmeye calisiyor. Frank Zappa’nin yazinin

The Best of Blur, albiim, 2000
David Arranz 6zel koleksiyonu
The Best of Blur, album, 2000
Private collection of David Arranz

inancimi Sars, video, 1982-84

Electronic Arts Intermix (EAI), New York izniyle
Rock My Religion, video, 1982-84

Courtesy of Electronic Arts Intermix (EAI), New York

Franz Ferdinand and The Kills studied at art school before devoting
themselves professionally to music.

A hybrid genre par excellence, rock - long before the visual arts -
emerged as the first post-modern cultural movement to dynamite the
barriers between high and low culture, between the stage and everyday
life, between ‘new artistic behavior’ and show business... Therefore, it
need not surprise us that at certain times during the twentieth century
art and music generated their own feedback; following parallel paths

in which the history of pop music was used as a ‘toolbox’ and in which
the experimental and the subversive had unexpected, paradoxical
encounters with mass culture. Since nobody is ignorant of the fact

that for decades both the ‘music business’ and the ‘art system’ have
tended to pervert — and consequently deactivate-the most impertinent
and audacious musical and artistic trends, thereby transforming any
manifestation of youthful revolt into ‘consumer culture’ and generating
inevitable guilt feelings in the tormented minds of figures such as Mark
Rothko or Kurt Cobain.

Indeed, it seems that all cultures reinforce the established order while,
at the same time, leaving room for alternatives; and in this sense rock
has been a genuine battlefield in which the principles of order and
chaos have fought each other, regrouped, established fragile alliances,
camouflaged themselves and generally behaved in a confused,
ambiguous though never random way. For although music subcultures
are periodically reborn with the will to transgress, and at certain times
during the twentieth century they have served to modify everyday
customs and cultural consumer habits, practically for the same reason
rock is probably the first counter-cultural movement in history to

have been absorbed from its very outset by the economic system to
give birth to one of cultural capitalism’s most lucrative industries.
Consequently, an ever-growing number of artists attempt to expose the
ambiguities and contradictions that characterize almost all allegedly
alternative cultural industries as a way to reconcile their twofold values
of resistance and commercial interest. And this is where the quote
from Frank Zappa with which I'introduced this article acquires its

full significance, since by ridiculing those who attempt to theorize on
music he shows up - as Dan Graham does in his highly influential video
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baginda alintiladigim sozii iste burada énem kazaniyor; zira bu

soz, miizik tizerine teori iiretmeye kalkisanlarla alay ederken [Dan
Graham'in video tizerine yazdig1 Rock My Religion (Inancimi Sars) (1982-
1983) baslikli son derece etkileyici makalesinde yaptig1 gibi] ve rock’un
kars: kiiltiirel ve sézde 6zgirlestirici degerlerini fazlasiyla ciddiye alip
mangalda kil birakmayanlarla dalga gecerken, ayni zamanda biitiin
kitlesel estetik deneyimlerinin kaginilmaz olarak yabancilastirici
yonlerine karst da uyarida bulunur.

Son yillarda bu konuda ¢esitli sergiler diizenlendi. Juan Guardiola
kiratorliiginde gergeklestirilen Buen Rollo: Politicas de resistencia y
culturas musicales (Buen Rollo: Siyasi Direng ve Miizikal Ktlttrler,
MACBA, 2002), David G. Torres kiiratorliigiinde gergeklestirilen
Intensities (Diputacion de Barselona, 2008) (Yogunluklar) ve Ivan Lopez
Munera kiiratorliiglinde gerceklestirilen Pop Politics: Activismos a 33
revoluciones (CA2M Mostoles, 2012) (Pop Politikalart: 33 Devrimin
Aktivizmi), muzik altkilttrlerinin bazilarinin “alt” veya “alternatif”
kamu senaryolari olarak adlandirdigi seyi yaratma potansiyelini ortaya
ctkarmak amaciyla diizenlenen ve medyada en ¢ok ilgi uyandiran
sergilerden yalnizca ti¢l.

Stuart Hall (1983), Michel Maffesoli (1988) ve Dick Hebdige (1994)

gibi aragtirmacilar fikir birligiyle belli rock kiiltiirlerinin marjinallik
unsurunu postmodernligin en 6nemli yonlerinden biri olarak kabul
eder. Burada, bu tiir enerjilerin uzun bir zaman araliginda 6zgtrlegtirici
bir yone kanalize edilebilecegine olan naif inang tartismaya agiktir.

Bu baglamda, Steven Connor (1996) gibi bazi aragtirmacilar da

sahip olduklari sinirlarin cesitliligi ve esnekligi sayesinde klttrel
farkliliklarin kurulu dizeni saglamlagtirma ve ona istikrar kazandirma
egiliminde oldugunu ileri siirer. Burada son otuz yilda marjinallik

ile merkeziligin rolleri tamamen degismesi gibi bir paradoks var (ki

bu paradoks ¢agdas poptiler kiiltirle ilgili hemen biitiin teorilerin
karakteristik 6zelligidir); zira sozde marjinal saldirgan unsur (6rnek
vermek gerekirse, altmislarda saykodelik miizik, yetmiglerde punk,
seksenlerde rap ve doksanlarda elektro miizik) egemen kiiltiire
alternatif olarak ortaya ¢ikmig bir kusagin sézctisii haline gelmis,

hatta bazi durumlarda onun yerine ge¢mistir. Kapitalist kdltiir aykiri,
alternatif enerjileri tesvik eder, sonra da kodlayarak, basitlestirerek,

essay Rock My Religion (1982-1983) - those who messianically took

the counter-cultural and supposedly emancipating values of rock too
seriously, while at the same time pointing a warning finger towards the
inevitably alienating aspects of all mass aesthetic experiences.

In recent decades several exhibitions have been held, such as Buen Rollo.
Politicas de resistencia y culturas musicales (MACBA, 2002), curated by
Juan Guardiola; Intensities (Diputacion de Barcelona, 2008), curated

by David G. Torres, and Pop Politics: Activismos a 33 revoluciones (CA2M
Mostoles, 2012), curated by Ivan Lopez Munera, to mention three of
those that were granted most media coverage, which have set out to
reveal the potential of music subcultures when it comes to generating
what some people call ‘subaltern’ or ‘alternative’ public scenarios.

Researchers such as Stuart Hall (1983), Michel Maffesoli (1988) and
Dick Hebdige (1994) coincide in regarding the fringe component of
certain rock cultures as one of the most significant aspects of post-
modernity; what is debatable here is the somewhat naive belief

that such energies may be channeled over a long period of time in a
liberalizing direction. In this context others, such as Steven Connor
(1996), contend that cultural differences tend to reinforce and stabilize
the established order through the diversification and elasticity of

their limits. The paradox - characteristic of almost all theories on
contemporary popular culture - is that over the last three decades

the fringe phenomenon and centrality have completely exchanged
roles, since the alleged fringe intruder - let’s take psychedelia in the
sixties, punk in the seventies, rap in the eighties and electro in the
nineties as examples - has become the mouthpiece of a generation
that has emerged as an alternative to the dominant culture, even
supplanting it in some cases. Capitalist culture encourages dissident,
alternative energies subsequently to domesticate/neutralize them
through codification, simplification and, occasionally, through extreme
diversification of styles. The mutation during the nineties of punk into
grunge, of hip-hop and dub into trip-hop and of electro-noise and indie
rock into break-beat are supreme examples of how the music industry
consumes the energy of its subculture victims and wraps it up for the
market. This would also explain why the rock industry, since its origins
in the fifties, has become the best example of elastic commercialization




Ad Vice, video, 1998
Electronic Arts Intermix (EAI), New York izniyle
Courtesy of Electronic Arts Intermix (EAI), New York

zaman zaman da asiri tarz cesitliligi yaratarak evcillegtirir/
etkisizlestirir. Doksanlarda punk’ grunge’a, hip-hop’i ve dub’1 trip
hop’a, noise ve indie rock’1 break-beat’e déniistiiren mutasyonlar, mizik
endistrisinin altkdltir kurbanlarinin enerjisini tiiketip paketleyerek
onu piyasaya nasil hazirladigini gozler éniine seren énemli 6rneklerdir.
Rock endiistrisi, ortaya ¢iktig1 ellili yillardan bu yana kiiltiirel ge¢cmisini
esnek ticarilegme ve gecmisi yeniden yorumlayan versiyonlariyla,
kendi tarihini dtizenli olarak geridontstiirtyor (bence sanat sistemi bu
stratejiyi agikca taklit ediyor).

Bu Bir Ask Sarkist Degil bu geligkileri dile getirmekten kaginmuyor,
ayrica gorsel sanatlar ile miizik arasindaki (6ncelikle de video sanati
ile pop mtizik arasindaki) iligkinin bizi son yirmi-otuz yil i¢inde “bir
bagka” sanat tarihi tizerinde diistinmeye zorladig1 tezini ileri siiriiyor;
ki bu sanat tarihinde miizisyenler ile gorsel ve isitsel igler iiretenler,
hegemonik kiiltiir sistemi icinde kendilerini (bilerek veya bilmeyerek)
ya aktor olarak konumlandirmiglar (Amerikan MTV kanalinda ¢ikan
cok sayida sanatciy1 diisiiniin) ya da o sistemde direnis bicimleri
yaratan ve geride, Greil Marcus’un (1989) deyisiyle, “silindikten sonra
hafizamizda derin bir iz birakan ruj lekesi gibi” gecici ama yogun
izler birakan muhalifler olarak yer edinmislerdir (21 Subat 2012’de
Moskova'daki Christ the Saviour Cathedral’da (Kurtarici isa Katedrali)
Pussy Riot'in bagina gelenler bunun énemli bir 6rnegidir).

CAPEFALISTS

of the cultural past and of regular recycling of its own history in the
form of rebirths, rehashing, pastiches and new versions; a strategy that,
the art system blatantly imitates.

This is Not a Love Song does not elude these contradictions, and at the
same time contends that the relationship between the visual arts and
music (and above all between video art and pop music) obliges us to
reconsider ‘another” history of art in recent decades, in which musicians
and audio-visual creators - either deliberately or unwittingly - may
position themselves either as actors in the hegemonic cultural system
(consider the substantial number of artists who are featured on MTV) or
else as critical agents who generate forms of resistance (what happened
on February 21, 2012 to Pussy Riot in Moscow’s Christ the Savior
Cathedral might be a significant case in point), whose footprint, as Greil
Marcus (1989) would say, may be as ephemeral yet intense ‘as a lipstick
trace that, once erased, leaves a deep imprint on our memory |[...J".






Babil Serisi, yedi kanalli video enstalasyonu, 1997-2004
Thyssen-Bornemisza Art Contemporary

Koleksiyonu, Viyana izniyle

Babel Series, seven-channel video installation, 1997-2004
Courtesy of the Thyssen-Bornemisza Art

Contemporary Collection, Vienna

Simon Reynolds, Retromania (2012) isimli kitabinda, “son on yilda

resit olan geng¢ miizisyenler, miizigin ge¢cmiginin hi¢ gérillmedigi

kadar doygunluk derecesine eristigi bir iklimde biiytimtslerdir,” diye
belirtir. Hi¢bir toplum yakin gecmise daha 6nce hic bu kadar kolay

ve bu kadar ¢ok erigim imkanina sahip olmamugtir. Biitin rock tarihi
(imge ve ses anlaminda) sayisiz pastig ve kolaj bicimleriyle eskisinden
cok daha cabuk, denetimsiz ve hepsinden dnemlisi, anti hiyerarsik
bicimde dagitilip yeniden diizenlenebilmektedir. Reynolds’in keskin
goriigleri, ondan neredeyse on yil 6nce Nicolas Bourriaud tarafindan
Postproduction (2002) gibi metinlerde ortaya konmus olan hipotezlerden
cok da farkl degil. Postproduction’da Bourriaud giiniimiiz sanatcisini bazi
durumlarda kendini kopyalayan, bazi durumlarda da DJ'lerin veya miizik
yapimcilarinin bagvurduguna benzer bir yontemle “mevcut eserleri
yeniden programlayan” bir bilgi yoneticisi gibi tasvir eder. Miizikle ilgili
bu benzetme yersiz degil, hatta eserlerini 6nceki eserleri parcalayip onlari
yeniden kodlayarak ve onlari meydana getiren unsurlarla oynayarak
olugturan sanat¢ilardan séz ederken kaginilmaz bir sey. Christian
Marclay, Candice Breitz, Slater Bradley, Douglas Gordon, Doug Aitken,
The Cremaster Cycle'da Matthew Barney, Enrique Pifiuel, Carlos T. Mori

ve Largen & Bread (pop miizik kodlariyla calisan isimlerden birkagi)

gibi kullandiklar stratejiler John Oswald, Jason Forrest ve Emergency
Broadcast Network gibi miizisyen ve gruplarin, daha popiiler diizlemde,
2 Many Djs ile rapci Kanye West'in az ¢ok yeralti miizigi seviyesindeki
kayitlarinda yillardir uyguladiklar stratejilere benzeyen cok sayida gorsel
isitsel yaraticida bu durum bariz bi¢imde kendini gosterir.

Giiney Afrikali sanatci Candice Breitz, medya tabirini pargalara ayirip
tahrip ederek kimlik ve arzularimizin MTV gibi filtrelerle nasil inga
edildigini gozler 6ntine serer. Breitz’in Babel Series (1999) (Babil Serisi)
baglikli enstalasyonu, Sting, Madonna, Prince, Grace Jones, George
Michael ve Freddie Mercury gibi seksenlerin yildizlarinin {inlii video
kliplerinin ayni anda gosterildigi yedi televizyon ekranindan olugan bir
enstalasyon. Sanatcl, bu materyali bilingli ve agresif bir bicimde yeniden
diizenler ve enstalasyonun baghgim aldig incil'deki hikayeyi alegorik
bicimde hatirlatircasina araliksiz, kakofonik bir dongt halinde tekrarlatir.

Bu strateji sayesinde Candice Breitz video klibi olagan anlatisindan ve
estetik islevlerinden yalitarak 6nemli bir unsur ortaya koyar. Bu calisma
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In his book Retromania (2012) Simon Reynolds states that ‘the young
musicians who have reached the age of majority in the last ten years
have grown up in a climate in which the musical past has become
available to an unprecedented point of saturation’. Never before had
there been a society with such easy and abundant access to the
immediate past. The entire history of rock (in terms both of image and
sound) could be dismantled and physically reorganized in countless
forms of pastiche and collage much more quickly, uncontrollably

and, above all, anti-hierarchically than ever before. Reynolds’s acute
reflections are not far removed from the hypotheses put forward almost
ten years earlier by Nicolas Bourriaud in texts such as Postproduction
(2002), in which the contemporary artist is depicted simply as an
information manager, doomed in some cases to copying himself or
herself and in others to ‘reprogramming existing works’, in a strategy
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agina oldugumuz ama ayni zamanda sasirtici ve parcalanmig bir

alandan gecer; parcalanmustir, ¢linkii orijinal materyalin gramer ve sz
dizimini kullanmadan yapar bunu. Jason Forrest’in veya Girl Talk'un D]
konserlerine ilk kez katildigimizda hissettigimize (aradaki farkliliklara
ragmen) benzer bir deneyimdir bu.

Cory Arcangel'in videolarinda da video klip, reklam, sarki veya video
oyunu gibi mevcut kaynaklardan se¢ilmis materyaller bulunur. Arcangel
bu materyallerle teknolojiye doymus bir ortamda tiretim, kiilttr
titketimi, medyanin demodelesmesi ve dijital hatalarin dogasini kegfe
cikar. Iron Maiden’s “The Number of the Beast” Music Video Compressed
666 Times’ta (Iron Maiden’in “The Number of the Beast” Parcasinin

666 Kez Sikistirilmig Miizik Videosu) isimli ¢alismasinda Arcangel bu
Britanyali grubun efsanelesmis pargasini 666 kez yineleyerek kaydeder,
oyle ki parcay1 tamamen dagitir ve onu Black Sabbath gibi gruplarin
alblimlerinin parca aralarinda gizli seytani mesajlar arayanlarin
yasadiklarina benzer rahatsiz edici, hayaletleri andiran ses ve
goriintiilerle dolu gorsel-isitsel bir deneyime déniistiiriir. Beach Boys/Geto

Babil Serisi, yedi kanalli video enstalasyonu, 1997-2004
Thyssen-Bornemisza Art Contemporary Koleksiyonu,
Viyana izniyle

Babel Series, seven-channel video installation, 1997-2004
Courtesy of the Thyssen-Bornemisza Art Contemporary
Collection, Vienna

similar to that of the DJ or of the record producer. The simile with music
is far from gratuitous and strikes me as indispensable when it comes to
referring to artists who base their work on dismantling previous pieces
in order to decode them and manipulate their elements to create a new
work. This is particularly evident in the oeuvre of dozens of audio-visual
artists such as Christian Marclay, Candice Breitz, Slater Bradley, Douglas
Gordon, Doug Aitken, Matthew Barney in the Cremaster Cycle, Enrique
Pinuel, Carlos T. Mori and Largen & Bread (to mention a few who have
worked with pop music codes), whose strategies are comparable to
those that musicians like John Oswald, Jason Forrest and Emergency
Broadcast Network and, on a more popular level, 2manydjs and the
rapper Kanye West have been applying for years, on a more or less
underground level, to their recordings.

The South African artist Candice Breitz fragments and distorts the
media idiom to expose the way in which the construction of our
identities and desires are mediatized through filters like MTV. Babel
Series (1999) is an installation consisting of seven synchronized
television monitors showing small fragments of famous video clips
of eighties stars like Sting, Madonna, Prince, Grace Jones, George
Michael and Freddie Mercury. Deliberately and aggressively, the artist
reorganizes this material and repeats it in a relentless, cacophonous
loop that allegorically echoes the Bible story from which the title is
taken from.

With this strategy, Candice Breitz isolates the video clip from its usual
narrative and aesthetic functions to introduce a critical factor. The
piece crosses a terrain that is familiar to us, though also astonishing
and fragmented, since it does without the grammar and syntax
characteristic of the original material; an experience comparable -
despite the differences - to what we feel the first time we are present at
a DJ session by Jason Forrest or Girl Talk.

The videos by Cory Arcangel also present material selected from
existing sources like video clips, commercials, songs or video

games, through which he explores the nature of production, cultural
consumption, media obsolescence and digital error in a media setting
saturated by technology. In Iron Maiden’s ‘The Number of the Beast’ Music




Boys (2004), internette miizikleri birbirinden farkl iki veya daha fazla
parcayi bir araya getirerek beklenmedik melezler olusturan DJ ve fanlarin
popiilerlestirdigi mashup kavramini aragtirir. 2004’te The Beatles'in The
White Album’u (1968) ile Jay-Z'nin The Black Album’unu (2003) karistirip
The Grey Album’u ortaya ¢ikaran miizik yapimcisi Danger Mouse’un

bu deneyi, Cory Arcangel’in bu uygulamayi parcalar arasindaki iligkiyi
onlar1 yapan gruplarin isim benzerlikleri izerinden abstirtliik noktasina

tagima fikrini vermisti. Beach Boys'un video klibi ile hip-hop grubu Geto
Boys’un video klibini bu gekilde yan yana getirmek, surf ve hip-hop gibi
standartlagmig miizik ttrlerinin miizikal kurallarinin yapisini sckmekle
kalmaz, ayn1 zamanda bu karigimin igler hale getirilmesindeki zorluk
izerinden 1rksal gerilimleri de ortaya ¢ikarir.

Sweet 16, video, 2006
Team Galeri, New York izniyle
Courtesy of Team Gallery, New York

Video Compressed 666 Times he re-records the legendary song by the
British heavy metal band 666 times, until he almost disintegrates it and
transforms it into a disturbing, ghostly sound and visual experience
that recalls those who formerly sought hidden satanic messages in

the grooves of albums by bands like Black Sabbath. Beach Boys/Geto
Boys (2004) explores the concept of mash-up popularized by DJs and
fans on the Internet who create unexpected hybrids by fusing two or
more musically dissimilar songs. The experiment conducted by music
producer Danger Mouse, who in 2004 mixed The Beatles’ The White
Album (1968) and Jay-Z’s The Black Album (2003) to create The Grey
Album, provided Cory Arcangel with the pretext to carry this practice to
the realm of the absurd by relating songs on the basis of the similarities
between the names of the bands who perform them. Thus the
juxtaposition between a video clip of the Beach Boys and another of the
hip-hop group Geto Boys not only musically deconstructs the rules of
standardized genres like surf or hip-hop, but also reveals racial tensions
through the difficulty involved in making the mixture work. 105
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Pop Iginde Art in Pop,
Sanat, Sanat Pop in Art
Icinde Pop

Andy Warhol
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1960’1ar, gencliklerinde rock miizigin etkisi altinda sanat egitimi almis
ilk sanat¢1 kugagina tanik oldu. Atlantik Okyanuswnun iki yakasinda da
bu yeni hareketin temsilcileri tarafindan cesitli araclarla yapilmis, son
derece 6nemli eser érnekleri mevcut. Bu hareketin temsilcileri arasinda,
eserlerinde rock ile baglantili ikonografik motifleri benimsemis veya
albim kapagy, poster, kartpostal, fotograf, reklam filmi veya video filmi
gibi tanitim amacl materyal iiretmek tizere farkli gruplarla birlikte
calismis Andy Warhol, Robert Rauschenberg, Peter Blake ve Richard
Hamilton gibi isimleri sayilabilir.

Aslinda, rock & roll ve pop art’in soyagaclari Elvis Presley’nin RCAden
ilk plagini ¢ikardigi Mart 1956 tarihinden beri gelisimlerini sagirtici bir
paralellikte siirdirmiistiir. Bu tarihten birkac ay sonra, Atlantik’in diger
yakasinda Ingiliz sanatci Richard Hamilton, Elvis'in plak kapagiyla
hemen hemen ayn1 boyutlarda kiiciik bir resim yapti. Resim, Just

what is it that makes today’s homes so different, so appealing? (Bugiiniin
evlerini bu denli farkl, bu denli gekici kilan nedir?) baglikli bir kolaj
calismasiydi. This is Tomorrow (Bu Yarin) sergisinde yer aldiktan sonra
bu resim pop art hareketinin temel eseri haline geldi. O tarihten
itibaren sanat ile miizik paralel yollarda ilerledi ve birbirlerini karsilikli
olarak etkilemeye devam etti.

Ayrica, 1960’larin ikinci yarisinda saykodelik kiiltiiriin ortaya cikisi
kismen video sanatinin koklerini olusturan calismalarla cakistr,
dolayisiyla iki kampta girisilen gorsel-isitsel deneyler, olusan sasirtict
ortakliklar sayesinde cogunlukla birbiriyle kesisir. Videoyla yapilan

ilk sanatsal kesif, televizyon, gorsel sanatlar, performans sanatlari
(0zellikle dans ve performans) ve mizik arasindaki karsilikli iligkilerle
tanimlanmustir. Aslinda, Nam June Paik veya Eric Siegel gibi video
sanatinin dnctlerinin miizik egitimi almig olmalari veya Warhol'un
The Velvet Underground gibi yeralti rock gruplarina duydugu ilgi, pop
miizigi ile bu ortam arasindaki iligkilerin tanimlanmasinda belirleyici
bir rol oynar.

en

The 1960s saw the first generation of artists educated in their youth
under the influence of rock music. On both sides of the Atlantic there
are highly significant examples of works in every sort of medium

by representatives of the new movement, like Andy Warhol, Robert
Rauschenberg, Peter Blake or Richard Hamilton, who adopt rock-
related iconographic motifs or who collaborate with different bands to
produce promotional material such as album covers, posters, postcards,
photographs, advertising films or works of video art.

In fact, the genealogies of rock ‘n’ roll and of pop art have taken
surprisingly parallel courses since March 1956, when Elvis Presley
released his first album under the RCA label. A few months later, on
the other side of the Atlantic, British artist Richard Hamilton created
a small picture with almost the same dimensions as Elvis’s record
cover. The work is a collage with the title Just what is it that makes
today’s homes so different, so appealing? and after it was featured in the
exhibition This Is Tomorrow it became the founding work of the pop
art movement. Since then, art and music have been following parallel
courses and have influenced each other mutually.

In addition, part of the rise of the psychedelic culture in the second

half of the decade coincides with the origins of video art, so that
audiovisual experiments in the two camps often converge in surprising
partnerships. The first artistic exploration with video was defined
through interrelationship between television, the visual arts, the
performing arts (especially dance and performance) and music. In fact,
the musical training of video pioneers such as Nam June Paik or Eric
Siegel, or Warhol’s interest in underground rock bands like The Velvet
Underground were decisive in defining the relations between pop music
and this medium.
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Andy Warhol'un Deneme Cekimler -
Deneme Cekimi: Lou Reed (1966)
Deneme Cekimi: John Cale (1966)
Deneme Cekimi: Nico (1966)
Deneme Cekimi: Sterling Morrison (1966)
Deneme Cekimi: Maureen Tucker (1966)

Dijital dosyalara aktarilmis 16 mm’lik film, siyah-beyaz, sessiz, 4’
Andy Warhol Miizesi (Pittsburgh) Koleksiyonu
Andy Warhol Gorsel Sanatlar Vakfi'nin izniyle

1963 ile 1966 yillar1 arasinda Andy Warhol, New York sanat ¢evresinden
cesitli kigilerin film portreleri tizerinde ¢alist1. Bir kismi taninmig bu
kisiler Andy Warhol'un 16 mm.lik kamerasiyla, “kameranin dntinde
durun” disinda herhangi bir yonlendirme olmadan dort dakika boyunca
goriinttilendi. Cekim sirasinda kameranin hareket etmemesi, arka
planin sade ve tek tip olmasi esas alinmugt; “cekimi yapilanlar iyi
1siklandirilmali ve kadraja ortalanmali, cepheden bakmali, miimkiin
oldugunca hareketsiz durmali, konugmaktan ve giilimsemekten
kaginmali ve gozlerini kirpmamali”ydi. Bu ¢ekimlerin esprisi, ¢ekilenleri
bitkin diistip veya sikilip poz vermekten vazgegirecek bir siire boyunca
devam etmesiydi. Kamera tam da kiginin poz vermekten vazgectigi
anda kisinin gercek egosunu yakaliyordu ve kisinin karakteri o anda
kendini ele veriyordu. Warhol bu kisileri filme alirken ayn1 zamanda
dort dakika boyunca onlari “stiperstar” yaptigini da fark etmisti.

Her film standart bir hizda, yani saniyede 24 kare hizla ¢ekilmigse

de, Warhol saniyede 16 kare hizla, yani sessiz filmlerin hizinda
gosterilmesini kararlagtirmisti. Sonunda ortaya aligilmamis derecede
akigkan bir ritim, 1g1klandirmanin sadeligi ve yiiz ve saglara odakli
yakin cekimlerin keskinligi ile kontrast olusturan uyumlu bir ritim
cikmisti. Warhol, bunun oturma pozisyonunda cekimi yapilan kisinin
karizmasini yakalamak i¢in en iyi yontem oldugu goriisiindeydi.
“Gergek yildizlar, bir saniye bile goziiniizii alamayacaginiz seyler
yapabilenlerdir (ki bu gozlerindeki bir hareket de olabilir)” Bu filmler
The Thirteen Most Beautiful Women (En Giizel On Uc Kadin), The
Thirteen Most Beautiful Men (En Giizel On Uc Erkek), Fifty Fantastics
(Elli Fantastik Kisi), Fifty Personalities (Elli Kisilik) gibi bagliklarla uzun
derlemeler halinde sunulmusgtu.
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Tests, 1964-66
d (1966)

y o
een [fest:
creen Test: Jo
Screen Test: Nico (1966)
Screen Test: Sterling Morrison (1966)
Screen Test: Maureen Tucker (1966)

16 mm film transferred to digital files, black & white, silent, 4’
Courtesy of the collection of The Andy Warhol Museum, Pittsburgh
The Andy Warhol Foundation for the Visual Arts, Inc

Between 1963 and 1966 Andy Warhol worked at making film portraits
of all sorts of characters linked to New York art circles. Famous people
and anonymous people were filmed by Andy Warhol’s 16 mm. camera,
for almost four minutes, without any instructions other than ‘to get in
front of the camera’. During that time the camera should not move, the
background should be neutral and uniform, ‘subjects must be well lit
and centered on the frame; each poser should face forward, sit as still as
possible, refrain from talking or smiling, and try not to blink’. The idea
was to film the visitor long enough for them to stop posing out of sheer
fatigue or boredom. That was the moment when the camera captured
the true ego and the character gave way to the individual; although
Warhol realized that by filming these characters he was making them
into ‘superstars’ for the four minutes the film lasted.

Even though each film was shot at standard speed (24 frames per
second), Warhol specified that they were to be projected at a slower
speed, 16 frames per second, which is the speed used in projecting
silent films. The result was an unusually fluid rhythm, a cadence that
contrasts subtly with the austerity of the lightning and the resounding
of the close-ups of the face and hair. According to Warhol, this method
was better for capturing the sitter’s charisma. ‘Real stars are those who
can do something you can’t stop watching for even a second, even if
it’s just a movement in their eyes’ These films were presented in long
compilations with titles such as The Thirteen Most Beautiful Women,
The Thirteen Most Beautiful Men, Fifty Fantastics or Fifty Personalities.

The five Screen Tests of the members of The Velvet were filmed at The
Factory in 1966: Lou Reed, John Cale, Sterling Morrison, Maureen
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The Velvet Underground tiyelerinin bu bes Deneme Cekimi, 1966’da The
Factory’de gerceklestirilmisti: Lou Reed, John Cale, Sterling Morrison,
Maureen Tucker ve Nico, farkli nedenlerle Warhol’'un kamerasina

poz vermisti. Burada Nico'nun 6zel bir 6nemi var, zira Cale ve Reed’in
karsi ¢cikmasina ragmen Nico, Warhol'un dayatmasiyla grubun
solistlerinden biri olmustu. Bu filmlerden daha ¢ok Exploding Plastic
Inevitable (Kacinilmaz Patlayan Plastik) konserlerinde toplu olarak

bir multimedya gosterimi bi¢iminde yararlanilmis, konser sirasinda
grubun arkasina, konser salonunun yan duvarlarina ve seyircinin
lizerine yansitilmigti.

Bu projenin tutkulu dogasi ve Warhol'un o {i¢ y1l boyunca ¢evresindeki
insanlarin bu sekilde portrelerini olusturma israri, Warhol'un Gerard
Malanga ile birlikte ¢ikardigi ve icinde 45 filmden alinan karelerin yer
aldig1 Screen Test / A Diary baglikli kitapta da kendini hissettirir. 2009'da
Andy Warhol Vakfi, Screen Tests’in (Deneme Cekimleri) gosterimi
sirasinda canli olarak calinacak miizik parcalari bestelemeleri icin
Dean Warenham ve Britta Phillips’e (Luna isimli grubun eski tiyeleri)

bagvurdu. Ortaya ¢ok basarili bir ig ¢ikt1, onu 2010’da 13 deneme
cekimi’nin yer aldig1 bir DVD ve burada kullanilan parcalarin yer aldigi
13 Most Beautiful: Songs for Andy Warhol’s Screen Tests baglikl bir
albiim izledi.

Tucker and Nico posed for Andy’s camera on different occasions,
especially the model Nico, who was forced into the band as their singer
by the artist, contrary to the wishes of Cale and Reed. On more than
one occasion these films were used as a multimedia set for the show
Exploding Plastic Inevitable and were projected behind the band while
they were playing live, onto the sidewalls or directly onto the audience.

The ambitious nature of the project and Warhol’s perseverance in
portraying the people around him during those three years is reflected
in a book entitled Screen Test / A Diary, produced in collaboration with
Gerard Malanga, in which 45 stills appear from the same number of
films. In addition, in 2009 the Andy Warhol Foundation decided to ask
Dean Wareham and Britta Phillips (former members of the rock group
Luna) to compose some themes as live accompaniment for a screening
of the Screen Tests. The result was so successful that it was followed by
the 2010 release of a DVD with 13 Screen Tests and the same number
of songs with the title 13 Most Beautiful: Songs for Andy Warhol’s

Screen Tests.
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Andy Warhol'un Kaginilmaz Patlayan Plastigi, 196
Tek kanall1 video, siyah-beyaz ve renkli, sesli, 24’4”

Art Site in KB izniyle.

Andy Warhol ile The Velvet Underground’in iki yillik iligkisi, avangart
sanat ile rock miizigin gelecekteki iligkisine sekil vermis, ama
“miizisyen olmayan” Andy Warhol'un The Velvet Underground’un
caligmalarindaki gergek rolii sik sik tartismalara konu olmustu.

Bu tartigmalarin alevlenmesine neden olan yalnizca grubun onun
happening’lerinden yararlanmasi degil, Warhol'un grubun ilk
alblimlerini yapmast ve gelmis ge¢mis en etkileyici albtimler arasinda
sayllan (o dénemde pek fark edilmemisse de) o efsanevi “muz
albimi”nt ¢tkarmasi da olmustu.

1960’]arin ilk yarisinda Warhol, La Monte Young ve Marian Zazeela
gibi avangart miizisyenler ve The Primitives isimli grupta John Cale

ve Lou Reed’le birlikte ¢alan kavramsal sanatc1 Walter De Maria’yla
ortak calismalar yiiriitmistii. 1960’larin ortalarinda ise Warhol'un
The Factory ismiyle bilinen stlidyosu New York’un yeralti kiiltiirtiniin
merkezi haline gelmis ve Warhol ile The Velvet Underground bu kii¢tik
ekosistemde yakin iligkiler gelistirmisti.

1965’in sonlarinda Warhol'u The Velvet Underground’la tanistiranin,
asistani Gerard Malanga oldugu anlasiliyor. O donemlerde The
Velvet Underground’un miizigi, hippi kusaginin pastoral kagis
anlayisiyla taban tabana zit bir tarzdaydi ve New York yeralti
hayatinin en sefil yonlerini betimleyen sézler ile deneysel mizigin
cesur bir kombinasyonundan oluguyordu. Malanga’nin The Velvet
Underground’un Café Bizarre’daki konserinde dogaclama yaptig
abartil kirbag dansi, Warhol’a grubu bir stire sonra Andy Warhol’s
Exploding Plastic Inevitable (Andy Warhol'un Kaginilmaz Patlayan
Plastigi) bagligr altinda sundugu multimedya gosterilerinde kullanma
fikrini vermisti.

1966’dan itibaren Warhol’la birlikte ¢alisan film yénetmeni Ronald
Nameth, bu gosterilerden bazilarini filme ¢ekmis ve goriintiileri dagitip
yeniden diizenleyerek filmi renkli 1giklar ile film projeksiyonlarinin
olusturdugu biiyileyici saykodelik kombinasyonu, sahnede hoplayip

en

Ronald

Andy/W l g Plastic Inevitable, 1967
Sin, ha Vi black & white and color, sound, 24’ 4”
Courtesy of A In KB

The two years of relations between Andy Warhol and The Velvet
Underground significantly shaped future relations between avant-garde
art and rock music. Nevertheless, there has been frequent discussion
over the true role of the ‘non-musician’ Andy Warhol in the work of

The Velvet Underground, not just because the band made use of his
audiovisual happenings, but because of the fact that he produced their
first record and created the mythical ‘banana album cover’, for what
many see as one of the most influential recordings of all time, although
in its day it went sadly unnoticed.

In the mid-1960s, Warhol’s studio, known as The Factory, had become
the center of New York’s underground culture and it was here in this
little ecosystem that the artist and the band formed close ties. In the
first half of the 1960s, though, Warhol had already worked with avant-
garde musicians like La Monte Young and Marian Zazeela, as well as
with the conceptual artist Walter De Maria, who played with John Cale
and Lou Reed in a band called The Primitives.

It seems it was Warhol’s personal assistant, Gerard Malanga, who at
the end of 1965 put the artist in touch with The Velvet Underground,
whose music at that time already consisted of a daring combination of
experimental instrumentation and lyrics about the most sordid aspects
of New York’s underworld, in marked contrast to the bucolic escapism
of the hippy generation of the same period. Malanga’s extravagant
improvised whip dancing at The Velvet Underground’s gigs in the Café
Bizarre spurred Warhol to use the band in multimedia shows that he
eventually presented under the title Andy Warhol’s Exploding

Plastic Inevitable.

Film director Ronald Nameth, a collaborator of Warhol’s from 1966,
recorded some of those shows and has reconstructed them in a multi-
screen installation that captures the dazzling psychedelic combination
of colored lights and film projections, the physical intensity of the
bodies prancing about on the stage and the fluctuating -and sometimes
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ziplayan viicutlarin fiziksel yogunlugu ve The Velvet Underground &
Nico'nun kararsiz (kimi zaman kakofonik) sound’unu yakalayan ¢ok
ekranli bir enstalasyona déniistirmistir. Filmler, grup parcalarini icra
ederken sahnenin arkasina, salonun yan duvarlarina, hatta seyircinin
lizerine yansitiliyor, Warhol'un “stiperstarlar” sahnede grupla birlikte
boy gosteriyordu. Malanga, Edie Sedgwick, Ingrid Superstar, Mary
Woronov... ama ayni zamanda spot 1giklari ve kameralarla seyircilerin
arasinda dolastyor, bu arada Warhol ile teknik ekibi filmlerin

izerine kinetik patlamalar yaratan renkli slaytlar yansitiyorlardi;

bu stroboskopik 1giklar ¢aktik¢a goriintiiler tzerinde postimajlar
birakiyordu. Biitiin bunlara Heroin ve Venus in Furs gibi “belirsiz”
parcalarin sozleri eklenince hem gérsel hem isitsel olarak tokat gibi
bir is ¢ikiyordu ortaya.

cacophonous- sound of The Velvet Underground & Nico. The films were
projected behind the band as they played, but also onto the sidewalls
and even onto the audience. Warhol’s ‘superstars’ acted on stage
alongside the group: Malanga, Edie Sedgwick, Ingrid Superstar, Mary
Woronov..., but they also moved around in the audience carrying
spotlights and movie cameras. At the same time, Warhol and his
technicians projected colored slides that exploded kinetically over the
films, while the stroboscopic lights flashed, leaving a ghostly after-
image. Add to this the lyrics of such ‘obscure’ songs as Heroin or Venus in
Furs and the show could be seen as an audiovisual slap in the face.
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Beatles Electroniques, 1969

Tek kanalli video, renkli, sesli, 259 ¢
New York, Electronic Arts Intermix’in (EAI) izniyle

Pop miizikle 6zgiil iliskisi ve 1960’lardan 1970lere dogru mizik
videosunun estetigi tizerindeki onemli ‘etkileri nedéniyle Nam June
Paik’in en 6nemli eserlerinden biri, Jud Yalkut’la bitlikte yaptigi
Beatles Electroniques'tir. Bu ii¢ dakikalik siyah-beyaz ve renklivideo,
estetik acidan video sanatinin ilk dénemlerine, WolfVostell ve Paik
gibi sanatcilarin televizyonun yarattigi medya ikonlarina kargi sert bir
tutum takindigi, maskelerini diistirdigii donemlere karsilik gelen bir
calismadir. Bu videoda Paik, Beatles'in televizyonda yayinlanan konser
goriintiilerini kendine mal ederek ses ve gorsellerin tahrip edildigi
agresif bir iglemden gecirmistir.

Bu videonun biiyl bozucu 6zelligi, grubun dagilmasiyla sonuglanan
sancil bir donemine rastladigi i¢cin daha da anlam kazaniyor. Aslinda
grup dagildiklarina dair resmi aciklamayi videodan birkag ay sonra
yapmistl. Beatles Electroniques’te Paik, grubun gortnttleri tizerinde
elektromanyetik araglarla doga¢lamalar yapar, grup iiyelerinin ytzlerini
katot dokusunda yok olana kadar tahrip eder. Bu sirada, orijinal

sound ile besteci Ken Werner’in ayni parcadan aldigi ve sintisayzirla
degistirdigi ses parcalarindan tiirettigi Four Loops baslikl bir elektronik
miizik parcasi yan yana getirilerek Beatles’in miizigi “bozulur”

Beatles Electronigures, 1969

Single-channel video, eolor, sound, 2 597
Courtesy of Eleetronic’Arts Intermix (EAT), New Yotk

With its specific dinks to pop music and subsequent influence on
thé'@esthetics of theiusic video in the transition from the 1960s to

the 1970s, one of the most significant works in Nam June Paik’s vast
production is Beatles Electroniques, made in collaboration with Jud
YalkutThisthree-minute piece in black and white and color corresponds
aesthetically to video art’s early period, when artists like Wolf Vostell

and Paik himself showed an aggressive attitude, debunking the media
icons that television had helped create. In this video Paik appropriates
television images of performances by The Beatles and subjects them to
an aggressive process in which sound and visuals are destroyed.

The myth-busting nature of this video is made even more meaningful
by the fact that it coincides in time with the painful period when the
band was breaking up. In fact, they made their separation official just

a few months later. In Beatles Electroniques, Paik uses electromagnetic
media to improvise with images of the group, distorting them until their
faces disappear under the cathode texture. At the same time, the music
is ‘corrupted’ by juxtaposing over the original song an electronic piece
entitled Four Loops created by the composer Ken Werner out of snatches
of sound from the same song altered by means of a synthesizer.
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Eric

Yarin Asla Bilmez, 1968
Tek kanalli video, renkli, sesli, 3'10”

New York, Electronic Arts Intermix’in (EAI)le I e

Video sanatinin 6nctileri ile ilk miizik videolar: (miizik endiistrisinin
disindaki ve i¢indeki) arasindaki iligkileri ele alan ayrintili bir inceleme
heniiz tam anlamiyla taninmamisg bir¢ok ismin ortaya ¢tkmasini
saglamistir. 1968’de, Nam June Paik’in Paik-Abe televizyon sintisayzirini
gelistirdigi donemlerde Eric Siegel Elektronik Video Sintisayziri izerinde
caligmaktaydi. Siegel gelistirdigi bu sintisayzirla belirgin bir saykodelik
vurgusu olan (Siegel bu caligmalari tanimlamak icin “psychedelevision”
terimini uydurmustu) dikkat ¢ekici ii¢ video gerceklestirmisti: Beatles'in
ayn1 adli parcasindan yola ¢ikarak hazirladigi Tomorrow Never Knows
(Yarin Asla Bilmez), Rimski-Korsakov'un mizigi esliginde Albert
Einstein'in renklendirilmis ve islenmig bir fotografinin goriinttsiintiin

yer aldig1 Einstine ve uzay cisimlerinin Caykovski'nin miizigiyle

ahenk iginde spiraller halinde déndiigii soyut bir kompozisyon olan
Symphony of the Planets (Gezegenlerin Senfonisi). Eric Siegel'in bu
calismalarindaki “soyut” imgeler ile seslerin iliskisine yonelik kesifleri,
Oskar Fischinger’in ondan otuz yil kadar 6nce yaptig1 deneysel
filmlerdeki kesiflerini andirir.

en

ver Knows, 1968

lor, sound, 3'10”
ts Intermix (EAI), New York

Singl n ide
urtes ectroni

An in-depth investigation into the interrelations between the pioneers
of video art and early music videos —outside and inside the music
industry— throws up dozens of names that have still not been
sufficiently acknowledged. In 1968, at almost the same time that Nam
June Paik was developing his Paik-Abe Television Synthesizer, Eric
Siegel was also working on the Electronic Video Synthesizer, with which
he made three striking music videos with a marked psychedelic accent
(‘psychedelevision’ was the neologism Siegel himself coined to define
these works): Tomorrow Never Knows, from the song of the same name
by The Beatles, Einstine, based on a photograph of Albert Einstein which
is coloured and manipulated to the sound of music by Rimsky-Korsakov,
and Symphony of The Planets, an abstract composition in which the
forms of the planets move in a spiral following Tchaikovsky’s music.
The exploration of the relationships between ‘abstract’ images and
sounds is not unlike that in the experimental films of Oskar Fischinger
made in previous decades.
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Ozyikim (y6n. Jud Yalkut), 1967

16 mm.’lik filmin DVD’ye aktarilmig hali, r
Sanat¢inin ve Londra, Victoria Miro galeris izniy

Festivalde Agk, 1968

16 mm.lik filmin DVD’ye aktarilmis hali, renkli ve siyah-beyaz, sesli, 3'19”
Sanat¢inin ve Londra, Victoria Miro galerisinin izniyle

Japon sanatg1 Yayoi Kusama 1960’larda pop ile saykodelinin
miitkemmel bir karigimi olarak tanimlanmigti. Saykodelik ¢agin
pasifist mesajlar, canli renkler ve LSD’nin haliisinojen etkileriyle
belirginlesen sanati, Vietnam Savasi, Soguk Savas, sivil haklar ile cinsel
ozgiirlik lehinde gelisen hareketlerin hepsinin bir arada toplandig:

bir tarihsel baglam i¢inde kars1 kiilttrel bir etkinlik olarak ortaya
ctkmigtir. Sanatgilar, film yapimeilari, miizisyenler, sairler ve mimarlar
alternatif yagam tarzlarina dair arzularini betimleyen hayali diinya ve
iitopyalar yaratmiglard1. iste Kusama’nin eserleri de bu baglam i¢inde
yorumlanmalidir.

Kusama, 1967 ile 1969 yillar arasinda konser salonlarinda ve kamusal
alanlarda bir¢ok “¢iplak happening” ve “beden festivali” gerceklestirdi.
Bu gosterilerde, ¢iplak katilimeilar birbirlerinin viicutlarina puanh
desenler ¢izmeye ve birbirleriyle sevismeye tegvik ediliyordu, tipki
Woodstock’taki Horse Play and Self- Obliteration (Esek Sakasi ve
Ozyikim), New York Central Park’taki Love In Festival (Festivalde

Ask), New York 33 Walker Street’te gerceklegen Church of Self-
Obliteration (Ozyikim Kilisesi) (Amerika’daki ilk escinsel evliligi burada
gerceklesmistir), New York MoMA Heykel Bahgesi'nde gerceklesen
Grand Orgy to Awaken the Dead (Biiyiik Oliileri Uyandirma Orjisi)

ve New York’'taki efsanevi Fillmore East’te The Joshua Light Show

ile gerceklestirdigi Fleetwood Mac ve Country Joe and the Fish gibi
gruplarin konserlerinde oldugu gibi. Bu happening’lerin ¢ogunu sanatgl
Jud Yalkut filme aldi, Kusama da onun fotograflari ve enstalasyonlarin
goriinttleriyle birlikte bu sahneleri Kusama’s Self-Obliteration
(Kusama’nin Ozytkimi) baghkli filminde kulland:. Miizigini The Group
Image’in yaptigi bu film sanatg¢inin bir tilkede puanh giysiler i¢inde
hayvanlar, bitkileri ve ¢iplak bir insan viicudunu puanli desenlerle ve
yapraklarla kapladig gériintiilerle baghyor. Devaminda viicut boyama
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by kut), 1967
ol he Group Image, 24’
icto iro gallery, London

Love in Festival, 1968
16 mm film transferred to DVD, colour and black & white, sound, 3° 19”
Courtesy of the artist and of the Victoria Miro gallery, London

The work of the Japanese artist Yayoi Kusama was defined in the 1960s
as the perfect blend of pop and psychedelia. The art of the psychedelic
age characterized by its pacifist message, bright colors and the imagery
derived from the hallucinogenic effects of LSD emerged as a counter-
cultural activity in a historical context in which the Vietnam war, the
Cold War and movements in defense of civil rights and sexual freedom
all converged. Artists, filmmakers, musicians, poets and architects
created visionary worlds and utopias that illustrated their wish for
alternative life styles. It is in this context that Kusama’s work must

be interpreted.

Between 1967 and 1969 the Japanese artist carried out dozens of ‘naked
happenings’ and ‘body festivals’ in concert halls and public spaces, in
which the naked participants were encouraged to paint polka dots on
each others’ bodies and engage in free love, like Horse Play and Self-
Obliteration in Woodstock (1967), Love In Festival in New York’s Central
Park (1968), Church of Self-Obliteration at 33 Walker Street in New York
(1968) — where the first gay marriage in America was held -, Grand
Orgy to Awaken the Dead in the MoMA Sculpture Garden in New York
(1969), as well as various actions at New York’s mythical Fillmore East
in collaboration with The Joshua Light Show at concerts by bands like
Fleetwood Mac and Country Joe and the Fish. A lot of these happenings
were shot by filmmaker - artist Jud Yalkut; and Kusama used these
scenes, along with images of her pictures and installations, in her film
Kusama’s Self-Obliteration (1967). The film, with soundtrack by The
Group Image, begins with images of the artist in a country setting
dressed in a polka-dot outfit and covering animals, plants and a naked
male body with polka dots and leaves. Subsequent scenes depict
happenings of body painting and orgies staged alongside one of

the artist’s installations. The film had a certain success with the public
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happening’leri ve sanatcinin enstalasyonlarindan birinde sahnelenen on the art- film festival circuit and won several prizes in Europe and
orji goriintileri giriyor. Film ve sanat-film festivali cevrelerinde the United States.

seyircilerin begenisini kazanmig, Avrupa ve Amerika Birlesik

Devletleri’nde cesitli 6diiller almigti.
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Histeri ve Hysteria and
Din Religion

Dan Graham
Douglas Gordon
Tony Oursler

& Laurent P. Berger
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Dan Graham'’in Rock My Religion (inancimu Sars) (1983) baghkli gérsel-
isitsel ve yazili makalesinden yola ¢ikarak dayanarak hazirlanan bu
bolim rock’in iitopyalarinin hayal kirtkligini ve rock’in yabancilagtirict
unsurlarini igliyor, Douglas Gordon, Dan Graham, Tony Oursler ve
Laurence P. Berger’in eserlerini igeriyor.

inancimi Sars makalesinde Graham, din ve rock miizik iligkisiyle

ilgili one siirdiigii kigkirtici bir tezle muzik kiiltiirlerini kusatan
paradoks ve celiskileri ortaya koyar. 18. yiizyllda ABD’ye yerlesen

bazi dini topluluklarin davraniglari ile 1960 ve 1970’li yillarda birgok
rock yildizinin mesihgi tavirlarindan kaynaklanan yabancilagtirma
mekanizmalari arasinda paralellikler kuran bir makale olarak
tasarlanmis olan Rock my Religion (inancimu Sars), 1982’de rock & roll
fenomenini besleyen estetik ve ideolojik tavirlari kegfe ¢ikan anitsal bir
gorsel-isitsel esere dontstirilmustir.

en

Based on Dan Graham’s audiovisual and literary essay Rock My Religion,
this section of the exhibition deals with the failure of the utopias and
the alienating components of rock and also includes works by Douglas
Gordon, Tony Oursler, Laurence P. Berger and Largen & Bread.

In his audiovisual essay Rock My Religion (1983) Graham highlights the
paradoxes and contradictions surrounding music cultures, through

a provocative thesis on the relation between religion and rock music.
Originally conceived as an article in which he drew parallels between
the behavior of some religious communities which settled in the United
States in the 18" century and the alienation mechanisms arising from
the messianic attitude of certain rock stars during the 1960s and 1970s,
in 1982 Rock My Religion was made into a monumental audiovisual
piece that explored the aesthetic and ideological attitudes feeding the
rock 'n’ roll phenomenon.




Tek kanall1 video, siyah-beyaz ve renkli, sesli; 55:27” I a
New York, Electronic Arts Intermix’in (EAI) izni

inancimi Sars, 1982-84

Dan Graham, “bulunmus kayit” tekniginden yararlanarak metin, alinti,
soylesi, eski cizimler ile baski, gortinti kayitlari ile arsiv goriintiilerini,
Elvis, Jim Morrison, Henry Rollins ve Patty Smith gibi miizisyenlerin
performanslarini ve Glenn Branca ile Sonic Youth’'un 6zellikle bu

video i¢in yazdiklari miizikleri yan yana getirir. Anlaticinin sézlerinin
lizerine sik sik uzun ara basliklar bindirilir, kimi zaman ses ve goriintd
ayrilir. Bazen metin yazili olarak gériintiiniin tizerine dtstrtlerek,
videonun “diistincenin dogrudan filmin iizerine yazilmasina” olanak
tantyan bir ortam oldugunu gosterir. Sonunda bu kendine mal edilmig
materyalden, Jean-Luc Godard’in filmleri ile John Heartfield ve
Sittiasyonistler’in kolajlarini hatirlatan, silinmig bir parsémeni andiran
gorsel-isitsel cok cesitli ¢agrisim ve yan anlam agiga cikar.

MY
RELIGION

RIMBAUD WRITES™RIIS

en

1, sound, 55’ 277
w York

Using the found footage’ technique, Dan Graham juxtaposes text,
quotes, interviews, old drawings and prints, filmed footage and archival
images, as well as performances by musicians like Elvis Presley, Jim
Morrison, Henry Rollins or Patti Smith and musical compositions
written especially for this video by Glenn Branca and Sonic Youth. Very
often, long inter-titles are overlaid over the narrator’s discourse and
sometimes sound and image go separate ways. On other occasions,

the text is literally stamped onto the image, showing that video is a
medium allowing ‘thought to be written directly onto the film’. The
final result is like an audiovisual palimpsest, which refers equally to
the work of Jean-Luc Godard and the collages of John Heartfield and
the Situationists, such is the multiplicity of associations and shifting
meanings that surface in the appropriated material.

Histeri ve Din



Bootleg (Bigmouth), 1996

Tek kanalli video, renkli, sessiz 19’42”
Zirih, Migros Miizesi'nin izniyle

Douglas Gordon video, film ve gorsel-isitsel enstalasyon alanlarinda
caligmalar yiirtitmektedir. Sanatsal egiliminden ¢ok temsil ettigi kusak
nedeniyle ilk donemlerinde Geng Britanyali Sanatcilar arasinda yer
alan Gordon 1996'da Turner Odiili, 1998'de Hugo Boss Odiilii ve 2000
Venedik Bienali'nde Premio 6diilii kazanmustir. Eserlerinde zamanin
akist ve zitliklarin (1g1k ile karanligin, hayat ile 6limiin, hakikat ile
kurgunun) carpigsmasi konularina karst bir takinti géze ¢arpar. Video,
onun yakin zamanlardaki en taninmis eserlerini ortaya ¢ikarmasinda
tartismasiz en etkili aragtir.

Douglas Gordon’un Bootleg serisi (1995-1998), rock sanatcilar ile
seyircileri arasinda kurulan karmasik iligkileri analiz ettigi video
enstalasyonlarindan olugur. Gordon bu eserini, The Rolling Stones,
The Cramps ve gerek sahnedeki varligi gerekse hayran gruplarina
adeta dinsel bir bag ile baglandig1 The Smiths gibi rock gruplarinin
canli performanslarinin disiik kaliteli korsan cekimlerini (bazilar
diistik kaliteli cekimleri otantikligin zirvesi olarak gértir) bir araya
getirerek olusturmustur. Enstalasyonlarinda bu goriintiiler dev
boyutlarda yansitilmig ve tipki Gordon’un en bilinen calismalarindan
biri olan 24 Hour Psycho’'da (24 Saat Psikopat) oldugu gibi gériintiiler
hem sessiz hem de yavaglatilmis cekim olarak yayinlanmistir.

Bu sekilde Douglas Gordon sanatcilarin abartili hareketleri ile
hayranlarinin esrik jest ve yiiz ifadelerini agcimlayarak ve onlari her
tiirli epik veya yiice unsurdan arindirir. Cogu zaman az 151k kaynagiyla
cekilen veya agiri pozlanan diistik kaliteli gortintiiler zaman zaman yok

olmanin esiginde olan soyut bicimler olarak da algilanmaktadir.

Bootleg (Bigmouth), 1996

Singlé-channelivideo, colorfsilent, 19%42”
Courtesy of Migres Museur, Zurich

Douglas Gordon works in fields the wide range of video, film and
audiovisual installations. Originally associated with the Young British
Artists, more for generational reasons than because of his artistic
leanings, Gordon won the Turner Prize in 1996, the Hugo Boss Prize in
1998 and the Venice Biennale’s Premio 2000 award. His work shows

an obsession with the passage of time and the clash of opposites: light
and dark; life and death; reality and fiction. Video is without any doubt
the medium in which he has achieved some of his best-known works of
recent years.

His Bootleg series (1995-1998) is made up of video installations in
which he analyzes the complex relations that are established between
rock artists and their audience; for this he appropriated low-quality
bootleg recordings (low quality is thought by some to be the height

of authenticity) of live performances by rock bands like The Rolling
Stones, The Cramps, or as in this case, The Smiths, who stand out both
for the stage presence of their members as for the almost religious
fervor of their fans. The images are projected at a gigantic scale and,

as happens in one of his best-known works, 24 Hour Psycho (1993), the
broadcast is not only silent but also slowed down. In this way, Douglas
Gordon dissects the overacted movements of the artists and the ecstatic
gestures and facial expressions of the fans, stripping them of any
element of the epic or sublime. At the same time, being poor-quality
images, which in many cases have either been taken in low light or else
overexposed, they are at times perceived as abstract forms on the verge
of disintegration.

Hysteria and Religion
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Otuzunu Gegmis Hi¢ Kimseye Giv Don :

Canli performans ve orijinal mizik: Japanth Live i : Japanther

Video: Tony Oursler, Renkli, sesli, 36’ Vide j : . orLll, 36
(

Courtesy of the artist and Electronic Arts Inter: EAI), New York

Sanatginin ve Electronic Arts Intermix (EAI)’in izniyle

In 1987, Dan Graham designed a rock opera with the title Wild in
The Streets: The Sixties, for simultaneous presentation on stage by the
naie Opera in Brussels and as a live television broadcast by Flemish
evision (BRTN) in 1990. The original title was adapted from the 1968
m Wild in the Streets.

1987'de Dan Graham, Wild in The Streets.
Altmughi Yillar) baslikli bir rock opera tas
Briiksel'deki Monnaie Opera’da sahnelen
(BRTN) canli gésterildi. Bu operanin ismi
in the Streets (Sokaklarda Dehset) filminden alinmugtir.

Operanin trajikomik konusunu, 1960 ( rag arrative i oad absurdum of the
Geg¢mis Hi¢ Kimseye Glivenme”de ick i i i s ined inghe 19 outh slogan,
olugturur. Eser, ABD bagkani secilen i i y over th1 . career of a rock
bire bir kopyasidir) yirmi dért yagindaki'b k i in -old Nei g of Neil Young), who
izini siirer. Yeni yonetimde otuz yasini gecen yurttaglar zorunlu is elected Pre31der1t of the United States. In the new administration,

irty-five, they
r, President
ted runs away fron d joins a youth

emekliye ayrilmakta, otuz beg yasind i citizens over thlrty face mandat
alinmakta ve bu kamplarda onlara LS i
Bagkan Sky’in ¢ok kiiciik yastaki evlat
cetesine katilir. Bu ¢etenin lideri Sky’1
isini bitirmek”le tehdit eder.

2004 yilinda Dan Graham, Tony Oursl ey Graham ve deneysel In 2004 Dan Graham, with the collaboration of Tony Oursler, Rodney
ental punk-rock group Japanther, presented

punk-rock grubu Japanther ile birlikte
Art Basel Miami, with the title Don’t Trust

Don’t Trust Anyone Over Thirty (Otuzun

baslikli rock opera, Tony Oursler’in pre¢ 'In uppet show combining projections by Tony
diizenledigi sarkilar ve Japanther’in ca Rodney Graham and music performed live
miiziklerden olusan bir kukla gésterisiydi. Bu eser Viyana Thyssen- : nther The work was produced by Thyssen-Bornemisza Art
Bornemisza Art Contemporary tarafindan sahnelenmis ve daha sonra emporary of Vienna and was subsequently presented at the
2006 Whitney Bienali'nde bir enstalasyon bi¢iminde izleyici 2006 Whitney Biennial in the form of an installation like the one
karsisina ¢ikmigtir. Wwe can see Now.

Histeri ve Din
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"Miizisyen "Non-Musicians"
olmayanlar” vs "Non-Artists”
ile "sanatci

olmayanlar”

karsi kargiya

John Baldessari
Vito Acconci
Tony Oursler
José lges
Christian Marclay
Jon Mikel Euba
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1970’lerde karst kiiltlr hareketleri, yozlagmis oldugu kadar asiriya kacan
bir yildiz sistemi olan “rock endustrisi” tarafindan etkisizlegtirilmisti.

Bu durum, fluxus gibi akimlar ve kavramsal sanatla baglantili birgok
sanatcinin, rock miizigini sevmelerine ve eserlerinde bir sekilde
hissettirmesine ragmen, miizik endiistrisi ile rock kligelerinin
yabancilastirici unsurlarina karsi elestirel olmasa da mesafeli bir durus
benimsemesine yol agmisti. Bu durus, 6zellikle Dan Graham, Vito
Acconci, John Baldessari'nin iglerinde ve Douglas Gordon ve Jon Mikel
Euba gibi rock yildizlariyla dalga gegen ve onlarin klige hareketlerinin
parodisini yapan yakin donem sanatcilarinin eserlerinde hissedilir.

Dan Graham, Tony Oursler ve Christian Marclay gibi sanatcilarin rock’a
olan ilgileri performans sanati ve fluxus gibi hareketlerle baglantili
olmakla birlikte miizik yapmak icin bir miizik enstriimani ¢calmanin
sart olmadig1 punk ve no wave gibi miizik tarzlariyla da baglantilidir.
Bu boliim, rock, kavramsal sanat ve performans sanati gibi yeni sanat
davraniglar arasindaki celigkili iligkilere bir bakis sunuyor.

en

During the 1970s, counter-cultural movements were deactivated by
the ‘rock industry’, with its complete encompassing star system, which
was as excessive as it was decadent. This led many artists, most of them
with connections to movements such as Fluxus and to conceptual art,
to adopt a distant, if not highly critical stance before the alienating
components of the music industry and rock stereotypes, even though
they loved this music and it still made itself felt somehow in their
work. This was especially so in the work of Dan Graham, Vito Acconci,
John Baldessari and, more recently, in multidisciplinary artists such as
Douglas Gordon and Jon Mikel Euba, who produced works debunking
‘rock stars” and parodying their stereotypes.

At the same time, for artists like Dan Graham, Tony Oursler and
Christian Marclay, an interest in rock was tied to performance art and
movements like Fluxus, but also to punk and no wave, styles in which
being able to play a musical instrument was not always necessary in
order to make music.
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John

John Baldessari

Tek kanalli video, siyah-beyaz, sesli, 12’38”
New York, Electronic Arts Intermix (EAI) izniyle

Avangart sanat ve pop miiziginde kullanilan bagtan ¢ikarma ve iletisim
mekanizmalarini hicveden bu videoda parodi ve melankoli agtk bir
bicimde kendini gosterir. John Baldessari'nin Sol LeWitt’in yazdig1 35
Sentences on Conceptual Art (Kavramsal Sanat Uzerine 35 Ciimle, 1967)
ABD ulusal marg1 gibi ¢ok taninan melodilere uydurarak okudugu bir
video ¢alismasi. Bice Couriger’in ifade ettigi gibi, Baldessari burada
dili yazili biciminden ayirarak kendi i¢inde gelisen basit, didaktik

bir yap1 benimser. Yazisinin neseli, hassas ve ruhsuz giris kisminda
soyledigi gibi, Baldessari LeWitt'in sozlerinin “kacis”ina yardim etmek
niyetindedir, ¢linkii bu sézler “uzun siireden beri sergi kataloglarinda
sakli kalmiglar”dir, onlar popiiler sarkilarin ritimleriyle séyleyerek
“daha genis bir dinleyici kitlesine” ulagmalarini amaglar.

Baldessari LeWitt Soyliiyor, 1972 B a l d e $7$ a I I
Single-channel video, black & white, so 12’3

Courtesy of Electronic Arts Intermix (EAI), New York

A mixture of parody and melancholy (which satirizes the mechanisms
for seduction and communication used in avant-garde art and pop
music) is apparent in this video. The video performance by John
Baldessari in which he sings each of Sol LeWitt’s 35 Sentences on
Conceptual Art (1969), forcing LeWitt’s text into the melodies of well-
known tunes, including the American national anthem. As Bice Curiger
says, in this case Baldessari splits language from written form, once
again embracing a simple didactic structure that is contradicted from
within. As he puts it in his hilariously delicate and deadpan introduction,
he wants to help these sentences ‘escape’, because they ‘have been
hidden too long in exhibition catalogues’, and, through singing them, to
help them reach ‘a much wider audience’ to the tune of popular songs.

Rock ve Kavramsal Sanat - "Miizisyen olmayanlar” ile “sanat¢i olmayanlar” karsi karsiya
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Vito Acconci
Tema Sarkisi, 1973

Tek kanall1 video, siyah-beyaz, sesli, 33’ lél : :

New York, Electronic Arts Intermix (EAI) izniyle

Tema Sarkistnda Acconci daha basit bir strateji ve amag pegindedir.
Kameranin 6niine gegip bir ev ortamu i¢inde, kasetten ¢aldigi The Doors,
Bob Dylan, Van Morrison ve Kris Kristofferson’in sarkilarina son derece
tembel hareketlerle eglik ederken goriintiiler kendisini. Acconci'nin
konusmasi/sark: sdylemesi bir monologu andirir ve bu sekilde
seyirciyle tuhaf bigcimde yakin bir iligki kurar. Televizyon ekranina ¢ok
yakin durdugu icin, seyirci sanat¢inin hipnotik/acikl bakislarindan
kacamaz, gorsel-isitsel ortamin bagtan ¢ikarict mekanizmalari agiga
cikar. Acconci'nin 6niinde utanmazca “Bebegin olacagim, bu gece senin
bebegin olacagim, evet, evet” diye nameler mirildandig1 ekran seyirci ile
sanatg1 arasinda duygusal bir kdpri haline gelir.

en

Single-channel video, black & w;1; sound, 33’ 15”

Courtesy of Electronic Arts Intermix (EAI), New York

In Theme Song, Acconci pursues an apparently simpler strategy and
aim, filming himselfin a domestic setting with the camera in the
foreground as he gives a perversely lazy interpretation of songs by The
Doors, Bob Dylan, Van Morrison and Kris Kristofferson to the music of
a radio-cassette. Acconci’s speech/singing is like a monologue through
which he establishes strangely intimate relations with the spectator.
Being so close to the face of the television monitor, the observer
cannot get away from the hypnotic/pathetic gaze of the performer,
revealing the seductive mechanisms of the audiovisual medium. The
monitor becomes an emotional go-between with which Acconci sings
unashamedly, T'll be your baby, I'll be your baby tonight, yeah, yeah’

Rock And Conceptual Art - “Non-Musicians” vs “Non-Artists"
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Tony

Yedi Renkte Ses Sapmalari, 2006
Tek kanalli video, renkli, sesli, 12’59”
New York, Electronic Arts Intermix’in (EAI) izni

Yedi Renkte Ses Sapmalart baglikl anitsal video enstalasyonu Tony
Oursler’'in rock miizisyenleri ile avangarti ortak projelerde bir araya
getirme yetenegini gozler dniine serer.

Yedi Renkte Ses Sapmalari, Tony Conrad, Ikue Mori, Zeena Parkins,
James Thirlwell, Stephen Vitiello ve Sonic Youth’tan Kim Gordon ve
Lee Ranaldo gibi miizisyenlerin gériintiilerinin insan boyutlarindaki
yedi projeksiyonundan oluguyor. Oursler mizisyenlere miiziklerinin
video enstalasyonunda diger alti mizisyenin mizigiyle karisik
olarak calinacag bilgisini verir ve onlardan tek baglarina dogaclama
yapmalarini ister. Hoparlorler onlar: gelisigiizel caligtiran bir aygitla
beraber ekranlarin yiizlerine gémiilmiistiir. Bu sekilde Oursler
enstalasyonuna, hem John Cage’in teorilerini hem de gergekiistiicitlerin
“leziz cesetler”ini akla getiren bir gans unsuru katarak izleyiciye bu
enstalasyonu her ziyaret edisinde farkli bir deneyim sunma
olanagini yakalamigtir.

ursie

olors, 2006

2’ 59”
(EAI), New York

This video documents the presentations of the monumental video
installation, Sound Digressions in Seven Colors. The work is further proof
of Tony Oursler’s ability to mix rock musicians and avant-garde in
common projects.

Sound Digressions in Seven Colors consists of seven life-size projections
of musicians like Tony Conrad, Tkue Mori, Zeena Parkins, James
Thirlwell and Stephen Vitiello, as well as Kim Gordon and Lee Ranaldo
of Sonic Youth. Oursler asked each of them to improvise a solo with the
knowledge that their music would subsequently be mixed with that of
six other players in the video installation. The screens feature speakers
embedded in the surface with a device to activate them at random. In
this way Oursler introduces an element of chance that brings to mind
John Cage’s theories, or the ‘exquisite corpses’ of the Surrealists, so that
each time the observer visits the installation the experience is

always different.

Rock ve Kavramsal Sanat - "Miizisyen olmayanlar” ile “sanat¢i olmayanlar” karsi karsiya
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Aradaki Dylan, 2001

Ses, 4'23”

Sanatc¢inin izniyle

Yoko Ono gibi sanatgilar, insanlari kafalarinda miizik dinlemeye

tegvik ederken, Ispanyol ses sanatcisi José Iges bu imkani hayranlarin
plaklarinin mikroskobik ses izlerinden idollerinden gizli mesajlar
almaya cabalama takintisina tasir. Aradaki Dylan , bazilarinin Bob
Dylan’in plaginda parcalar arasindaki bosluklarda fark ettiklerini
soyledikleri “artik sesi” adeta bir psikofoniymiscesine toplar. David
Lopez’in de belirttigi gibi, bu ¢aligmada plaktaki “sessiz”likler bagka bir
sessizlikle, yani dijital araglarin iirettigi sessizlikle yan yana getirilir.
Farkli sessizlik kavramlariyla oynanan bu oyun acik bir kavramsal
unsura sahiptir, ki bu ayni zamanda Iges’in eserlerinin bilyiik bir
kismini tanimlayan bir 6zelliktir. Dylan hayrani oldugunu itiraf eden
José Iges, bizi uzaktan da olsa idollerimizle iligkilendirebilecek bir nesne
arayigina gottiren bu kahramana tapinma ile alay eder, bunu yaparken
de 4’33” ile mutlak sessizligin olmadigini gdsteren John Cage’e atifta
bulunur; Iges, “burada, bu ayni zaman araliginda, iki sessizligin bir
olmadigini fark ediyoruz..” der.

José Iges ayrica sunlari belirtir: “bu kii¢lik ¢alisma bir yanlig anlamadan
dogdu, “plag”in Fransizcada (bu konu Fransiz ses dergisi Erratum’un
dordiinct sayisinda iglenmisti) plaklarin parca aralarindaki bosg
alanlara verilen isim oldugu diistincesinden. Ayrica Dylan on the Beach
(Dylan Sahilde) baglig1 Philip Glass'in ilk operasina komplocu bir ima
olarak anlagilacakt, ¢iinkii bu operanin Dylan’in 60. dogum gliniind
kutlamak gibi bir amaci da vardi. Bu fiyasko disinda yalnizca bagligini
degistirdim, ¢linkii plak argivimdeki plaklarin aralarinda kalan ses
artiklarini kullanmaya devam ettim.”

en

Dylan in Between, 2001
ound piece, 4’ 23”
Courtesy of the artist

Just as the conceptual artist Yoko Ono urged people to listen to music in
their mind, the Spanish sound artist José Iges transfers this possibility
to the obsession of the fan who hopes to hear secret messages from his
idols in the grooves of their records. Like a sort of ghostly psychophony,
Dylan in Between collects the ‘residual sound’ some people claim to
perceive in the short breaks separating the songs on a Bob Dylan vinyl
record. But what’s more, as David Lopez says, in this work the ‘silences’
on the record are superimposed over another type of silence, that was
produced by the digital medium. This game with different conceptions
of silence has a clearly conceptual element, a feature that also defines
much of his work. José Iges (a self-confessed follower of Dylan) mocks
the hero-worship that makes us run after any object with some bearing
on our idol, however remote, but in doing so he also quotes John Cage,
who for 4 minutes and 33 seconds has shown us that absolute silence
doesn’t exist; and as Iges himself points out, ‘here, in the same length of
time, I also show that no two silences are the same..

Furthermore, according to José Iges: ‘this short work was born from a
misunderstanding: that of thinking that ‘plage’ was the name given in
French (as it was composed for issue number four of the French sound
magazine Erratum) to the empty fragments between the tracks of a
vinyl record. In addition, the title Dylan on the Beach would have been
a homage wink at Philip Glass’ first opera, as it served to celebrate the
singer-songwriter’s 60th birthday. Despite the fiasco, only the title was
changed, as I went on using the residual sound housed in these gaps,
objects found in my own discotheque’

Rock And Conceptual Art - “Non-Musicians” vs “Non-Artists"
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Christian

Gitar Stirikleme, 2000

Tek kanalli video, renkli, sesli, 14’
Liksemburg, Mudam Luxembourg Musée
Grand-Duc Jean izniyle

Gitar Stiriikleme, Christian Marclay’in elektro gitari insan viicudunun
olabilecek en duygusal uzantisina dontstirdiigii bir punk siiri. Bu video-
performans, 1998'de Teksas’ta bir kamyonetin arkasindan siiriiklenerek
oldirtlen Afrika kokenli Amerikali James Byrd, Jr’a ithafen yapilmugtir.
Rock’in eglence endistrisi tarafindan tamamen ehlilestirildigi, elektro
gitarin reklamlar tarafindan kani emilmis bir “moda aksesuar” haline
geldigi bir dénemde Marclay, bu ikonik enstriimanin bir zamanlar sahip
oldugu o tehdit unsurunu ona yeniden iade eder.

Videoda bir amfiye bagl Fender Stratocaster marka bir elektro gitar bir
kamyonun arkasinda Teksas'in terk edilmis ¢ayirlar: boyunca uzanan,
James Byrd, Jr’in viicudunun siiriiklendigi ayn1 otoyolda siiriiklenir.
Birkag dakika icinde gitarin biitiin telleri paralanip gévdesi titregerek

ilk olarak Glenn Branca gibi miizisyenlerin sonra da Sonic Youth gibi
gruplarin miiziklerini akla getiren kulak tirmalayici siddetli ses dokular:
meydana getirir. Fender’in parcalanmis gévdesi saniyeler icinde

Rock tarihiyle ilgili biitiin trajik efsaneleri uyandirir ve elektro gitarin
parcalanmig imgesiyle birlesen ses siddeti elektro gitarin bu goériintiisini
ABD’nin gliney eyaletlerindeki siyahilere yonelik ling olaylarini akla
getirir (bu bir zamanlar Billie Holliday’in soyledigi Strange Fruit'un ¢agdas
bir varyantidir); ayn1 sekilde bu goriintd, Hendrix, Townshend, Cobain ve
diger gitar parcalayanlarin sehvetli teshirciligini de akla getirir.

Gitar Siirtikleme’de Marclay punk’t blues’un hamligiyla birlestirir ama
onun eserlerini bilenler bu ¢aligmasinin ayni zamanda fluxus [6zellikle
de Nam June Paik’in 1961°de gerceklestirdigi Violin to Be Dragged on
The Street (Sokakta Siiriiklemelik Keman) performansi], beden sanati
ve Marclay’in 1980’lerde The Bachelors, Even grubunun lideri oldugu
siralarda ait oldugu cicegi burnunda no wave gibi akimlara da ¢ok fazla
sey bor¢lu oldugunu anlayacaklardir.

itar Dra
e- nelvide
t Moderne Co of Mu

Mugée d’Art Moderne
Grand-Duc Jean, Luxembourg

Guitar Drag is a punk poem with which Christian Marclay turns the
electric guitar into the most emotive extension of the human body that
could exist. This video-performance pays tribute to James Byrd, Jr., an
African-American who was dragged behind a pick-up truck until he died
in Texas in 1998. At a time when rock seemed to have been definitively
domesticated by the entertainment industry and the electric guitar had
become a ‘fashion accessory’ bled dry by advertising, Marclay restores
the element of threat this iconic instrument once possessed.

A Fender Stratocaster electric guitar, connected to an amplifier, is
dragged behind a lorry along the same deserted Texas fields and roads
on which the body of James Byrd, Jr. traveled. In a question of minutes
all the strings are broken and the body of the guitar vibrates, creating
piercing sound textures which can remind us initially of musicians like
Glenn Branca and then of bands like Sonic Youth. The battered body

of the Fender instantly brings to mind all the tragic myths associated
with the history of rock and the violence of the sound, along with the
image of the instrument as it disintegrates, makes the guitar the victim
of a sacrificial ritual reminiscent of African-American lynching in the
southern United States —a contemporary variant of the Strange Fruit
once sung by Billie Holliday— just as much as it reminds us of the
orgiastic exhibitionism of Jimi Hendrix, Pete Townshend, Kurt Cobain
and other guitar abusers.

In Guitar Drag, Marclay links punk to the rawness of blues, although
anyone familiar with his extensive career will sense that his work is
also indebted to movements like Fluxus (specifically Nam June Paik’s
1961 performance, Violin to Be Dragged on the Street), body art or the
red-hot no wave New York scene Marclay belonged to in the 1980s
heading the band The Bachelors, Even.

Rock ve Kavramsal Sanat - "Miizisyen olmayanlar” ile “sanat¢i olmayanlar” karsi karsiya



Neska, 2005

Tek kanalli video, renkli, sesli, 22’
Sanat¢inin izniyle

Jon Mikel Euba bu videoda “rock 6zgiinliigii” denen seyin hile ve
kliselerini agiga ¢ikarir.

Videodaki oyuncu rock’ta “kahramana tapinma” iizerine insa edilen
gercekgi (ve giiliing derecede fallokratik) rock pozlarindan kareler sunar.
Videonun cekimi aligildig izere bir konser veya tanitim icin yapilan
fotograf cekimi havasinda degil, kentin bog arazilerinde yapilmigtir.
Sesin ve sahnenin olmayigi, sahte rock yildizinin asir1 pozlarla kendini
glling duruma disiirmesini ve alayci tavirlarini had sathaya ulagtiran
tuhaf bir etki yaratir.

Neska, 2005

Sibgle<channel video, color, sound, 22’
Courtesy of the artist

This video by artist Jon Mikel Euba reveals the artifices and stereotypes
of so-called rock genuineness.

The featured actor presents an entire gallery of genuine (and
ludicrously phallocratic) rock poses, on which all the hero-worship of
rock has been built up, which furthermore are executed in suburban
wastelands, far from the usual scenarios for a concert or a promotional
photo session. The lack of sound and stage produces a strange effect
that takes the self-parody and sarcasm of the exaggerated poses of the
false rock star to extremes.

Rock And Conceptual Art - “Non-Musicians” vs “Non-Artists"”
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Son 20 yilda, sanattan ilham alan rock ve bilingli olarak sanatla
iligkilendirilen rock, geride biraktig: tarihin melankolik unsurlariyla
ilgili anlik bir farkindalik saglar, yani Elizabeth Guffey’nin deyisiyle,
“halkin, tarihi profesyonel tarihcilerin elinden kapma girigimi”’ne
olanak tanir.

Cagdas sanatct, kimi zaman kendini kopyalamak zorunda kalan, kimi
zaman dj’lerin veya muzik yapimcilarinin kullandigina benzer bir
stratejiyle “mevcut eserleri yeniden programlayan” bir bilgi yoneticisi
olarak karsimiza ¢ikar. Bu, sebepsiz bir benzetme degildir, hatta var
olan eserleri parcalayip yeniden kodlayarak, onlari olusturan unsurlari
maniptile ederek yeni bir eser meydana getiren sanatgilar soz konusu
oldugunda bu benzetme daha da kaginilmaz olur.

Baslig1 Walter Benjamin, Dan Cameron ve Nicholas Bourriaud’nun
sozlerini yorumlayan, ayni zamanda da onlarin parodisini de yapan bu
bolimde, kendine mal etme, parodi, remiks ve diger “post prodiiksiyon”
stratejilerini “korsan ¢ogaltilabilirlik cagi’nda miimkin olan tek kacig
yolu olarak goren Candice Breitz, Adel Abidin, Tony Cokes, Scott Pagano

ve Largen & Bread’in video enstalasyonlari yer aliyor.

en

In the last 20 years, both art-inspired rock and rock related more or
less consciously with art allow a glimpse of a melancholic awareness
of the history that went before them, or, as Elizabeth Guffey points out,
‘a populist attempt to snatch history from the hands of professional
historians’.

The contemporary artist appears as a mere manager of information, in
some cases doomed to copy one’s own self, and in others to ‘re-program
already existing works’, in a strategy similar to that of the DJ or the
record producer. The musical simile is not gratuitous and it seems more
and more unavoidable when referring to artists whose work is based on
dismantling prior works in order to decode them and manipulate their
constituent elements and create a new work.

Paraphrasing and, at the same time, parodying Walter Benjamin,
Dan Cameron and Nicolas Bourriaud as in the title of this section,
this chapter includes video installations by artists like Candice Breitz,
Adel Abidin, Tony Cokes, Scott Pagano and Jon Mikel Euba, for whom
things like appropriation, parody, remixes and other ‘post-production’
strategies become the only possible escape route in the ‘age of

pirate reproducibility’.




Babil Serisi, 1999

Yedi kanalli video enstalasyonu, renkli, sesli, 7.x.10’
Viyana, Thyssen-Bornemisza Art Contemporary Koleksiyonu izniyle

Gliney Afrikali sanatc1 Candice Breitz medya dillerini parcalayip
degisiklige ugratarak kimlik ve arzularimizin MTV, CNN, Hollywood
filmleri, pornografi veya kurumsal temsiliyetlerle nasil filtrelendigini
gozler oniine serer. Serginin, dzellikle pop miizikle ve mizik
videosunun estetigiyle ilgili olmasi nedeniyle, Sting, Madonna, Prince,
Grace Jones, George Michael ve Freddie Mercury gibi 1980’lerin
yildizlarinin inlii video kliplerinin ayni anda gosterildigi yedi
televizyon ekranindan olusan Babil Serisi yer aliyor.

Her videonun icerigi son derece basit ve tek heceli. Sanatgi, bu film
malzemesini bilingli ve agresif bir bicimde yeniden diizenler ve
enstalasyonun baghigini aldig1 incil'deki hikayeyi alegorik bicimde
hatirlatircasina araliksiz ve kakofonik bigimde tekrarlar. Bu sayede
Candice Breitz miizik videosunu olagan anlatisindan ve estetik
islevlerinden yalitarak 6nemli bir unsur ortaya koyar. Bu ¢aligma
tanidik oldugumuz ama ayni zamanda sastrtici ve par¢alanmis bir
alandan gecer; parcalanmigtir, ¢iinkii bunu orijinal malzemenin gramer
ve soz dizimini kullanmadan yapar. Bu miidahaleler sayesinde egemen
medya endUstrisinin degerlerinin yapisi sokiilerek kiiresel tiiketim
kiltiird alani igcindeki tabi konumumuzu fark etmemizi saglayan bir
cesit “psikodrama” sahneye konur.

Karaoke veya sampling’de oldugu gibi, orijinal malzeme yeniden
doniisiime ve gekle sokularak ve degistirilerek gériiniir olan ile gortntr
olmayan, orijinal ile reprodiiksiyon, a¢iga ¢ikarilan ile silinen, varlik ile

yokluk, agina olunan ile yabanci olan, iinlii ile tinstiz arasindaki bir
“ara bolge”ye yerlestirilir.

Babel Series; 1999

Seven-ehanadel video installation, color, sound, 7 x 10’
Courtesy of the Thyssen-Bornemisza Art Contemporary Collection, Vienna

The South-African artist Candice Breitz fragments and alters media
languages to reveal the way in which the construction of our identities
and desires are mediatized through filters like MTV, CNN, Hollywood
films, pornography or institutional representations. Because of its
particular bearing on pop music and the aesthetic of the music video,
for this exhibition Babel Series (1999), an installation presented on
seven synchronized television monitors on which are appropriated
short fragments of famous music videos by 1980s stars like Sting,
Madonna, Prince, Grace Jones, George Michael and Freddie Mercury.

The content of each video is implacably simple and literally
monosyllabic. The artist deliberately and aggressively reorganizes

this film material and repeats it in a loop, which is as insistent as it

is cacophonous, so that allegorically it echoes the Biblical story from
which it takes its title. In this way, Candice Breitz isolates the music
video from its usual narrative and aesthetic functions and introduces a
critical factor. The work crosses a terrain which is familiar to us, but at
the same time surprising and fragmentary, as it forgoes the grammar
and the syntax of the original material. With these interventions the
values of the dominant media industry are deconstructed to stage a sort
of ‘psychodrama’ in which we recognize our subjectivity in the space of
the global consumer culture.

As in a karaoke or in sampling, the original material is recycled,
reshaped and altered, placing it in an ‘inter-zone’ between visible and
invisible, original and re-production, exposed and erased, presence and
absence, familiar and strange, celebrity and anonymity...

“Rock ve ikizi" - Bir “alet gantasi” olarak pop miizik
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re ve Songs, 2010
Senkronize ii¢ kanalli video enstalasyo enkli, s 8’ chionized three-channel video installation, color, sound, 8 41”
Sanat¢inin izniyle rtesy of the artist

Ug Ask Sarkisi, 2010

Helsinki'de yagayan ve ¢alismalarini siirdiiren Irak kékenli sanatgt Adel
Abidin, Arap kiiltiirtinden gelen, baski ve savastan kagan bir sanatgi
kusaginin temsilcilerindendir. Cogu Avrupa kentlerine yerlesen go¢men
sanatgilarin farkindaliklari, geldikleri Glkelerin kiiltiirel ve duygusal
nitelikleri ile yerlestikleri tilkelerin kiiltiirel ve duygusal nitelikleri
arasindaki farkliliklarla (ve bu niteliklere olan elestirel mesafeleriyle)
sekillenmistir ve bu deneyimlerden ilham alirlar. Mekansal ve kiiltiirel
gocebelik cercevesinde tanimlanan eserleri, medyadaki manipiilasyon,
sanstr, toplumsal cinsiyet meseleleri ve Batr'nin Arap Diinyasrna olan
kliselesmis, onyargili bakigi gibi kavramlari keskin bir ironiyle ele alir.

Uc Ask Sarkist, farkli dénem ve farkli miizik tiirlerinden romantik
sarkilarla 6zdeglesmis gorsel kliseleri canlandiran ti¢ kadin sarkicinin
yer aldig1, eszamanli oynatilan ti¢ miizik videosundan olusan bir
enstalasyon. Kadinlarin Gigii de sar1 sachdir ve Batili kadin tiplemesini
cagristirirlar. Her video ¢alinan miizikle iligkili klige 6zellikler iceren
bir dekorda sahnelenir. ilk videoda, Julie London’in platin sach bir
versiyonu olan sarkici sik bir restoranda caz tarzinda bir balad séyler;
ikinci videoda turuncu mini etekli ve beyaz ¢izmeli, sac stili altmiglara
6zgl bagka bir sarigin sarkicr silindirik bir platformda sark: soyler ve bu
haliyle hemen akla Nancy Sinatra’y1 getirir; ti¢lincii videonun i¢ bayiltict
melodisi ile gosterigli atmosferi Britney Spears ve Christina Aguilera
gibi ergen miizik idollerini hatirlatir. Buraya kadar her gey basit bir
tarz aligtirmasi gibidir ama kadinlar sarki sdylemeye baglayinca

Irak lehgesiyle Arapca soylediklerini, tatli agk sarkilari sandigimiz
parcalarin ise Saddam Hiiseyin rejimini 6ven sarkilar oldugunu fark
ederiz. Kadinlarin higbiri ne soylediginin farkinda degildir ve seyirci
bunu ancak kadinlar ekranin altinda beliren klasik Arapca ve ingilizce
altyazilari karaoke salonundaymis gibi okuduklarinda anlar. Uc
kadinin canli, cezbedici romantizmi ile Irak rejiminin gaddarligiyla
ozdeslestirilen sarki sézlerinin yan yana getirilmesi, pop miizigin
kolayca incelikli ideolojik yonlendirmenin éznesi olabilecegini

ortaya koyar.

Adel Abidin, an artist of Iraqi origin who now lives and works in
Helsinki, belongs to a generation of artists of the Arab cultural scene
who have fled repression and war. Most of them live and work in
European cities and their awareness is shaped by the counterpoint
-through also by the critical distance- between the cultural and
emotional traits of their country of origin and their new home. Their
work is defined in a framework of spatial and cultural nomadism

which explores with acid irony concepts such as media manipulation,
censorship, gender issues and western stereotypes and prejudices about
the Arab world.

Three Love Songs is an installation with three synchronized music
videos featuring three female performers characterized according to
stereotypes associated with romantic singing from different periods
and musical genres. The three are blonde; western-looking women and
each video is staged differently according to archetypal associations
with the music being played. In the first, a kind of platinum blonde
version of Julie London sings a jazzy ballad in an elegant restaurant; in
the second, another blonde, this time with her hair in a bob, wearing
an orange miniskirt and white boots with an unmistakable 1960s look,
sings on a cylindrical platform and immediately brings to mind Nancy
Sinatra; while in the third video both the sickly-sweet rhythm and the
glamorous surroundings make us think of teenager idols of the time like
Britney Spears or Christina Aguilera. So far it could all be put down to a
simple exercise in style, but when the women start singing we realize
that the language they are using is Arabic (Iraqi dialect) and that what
appear to be sugary love songs are no more than songs exalting Saddam
Hussein’s regime. None of the three women seem to understand what
they are singing and the audience only finds out when they read the
double subtitles in classical Arabic and English at the bottom of the
frame, as though they were in a karaoke. The juxtaposition between the
bubbling romanticism of the three women and the association of the
lyrics with the brutality of the Iraqi regime shows how easily pop music
can be subjected to subtle ideological manipulations.

“Rock and Its Double" - Pop music as a “toolbox"
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Tony Cokes ve Scott Pagano

11,2004, Tek kanalli video, siyah-beyaz, sesl
New York, Electronic Arts Intermix (EAI) izniyle

Tony Cokes ve Scott Pagano

5%, 2001, Tek kanalli video, renkli, sesli, 1
New York, Electronic Arts Intermix (EAI) izniyle

Tony Cokes

Ad Vice, 1998, Tek kanalli video, renkli, sesli, 6 dk. 36 s.
New York, Electronic Arts Intermix (EAI) iz

Afrika kokenli Amerikali sanatgi Tony
estetigini en aktivist kavramsal sanat
birlestiren gorsel-isitsel eserler listesin
otuz y1l boyunca, gerek bagimsiz caligmalarinda, gerek Scott Pag ’
ile ortak calismalarinda, gerekse X-PRZ sanat grubunun iiyesi oldugu
dénemlerdeki ¢alismalarinda, poptiler Amerikan kiilttriinde, 6zellikle de
kendisini 1rk, tiir ve sinifla ilgili tatsiz diigtinceler hissettiren pop miizik
endustrisinde imge ve ses kullanimi ve onlarin anlamlari izerinde
ayrintili incelemelerde bulunmugtur.

Calismalarinin biiytk bir bolimi, 6zellikle de Pop Manifestolart imge,
ses, yazili metin ve dig seslerin art arda tekrarlanmasi, sonra da
bunlarin rock, hip-hop ve elektro gruplarinin miiziklerinden alinan kisa
béliimlerle ritmik bicimde yeniden birlestirilmesi temeline dayanir. Tony
Cokes, her tirlii gorsel-isitsel malzemeye “el koyar” ve onlar1 yeniden
doniiglime sokar, belgesel ve televizyon haberlerinden alinan sekanslar
miizik videolari, reklamlar, sarki sozleri, Sitliasyonist Enternasyonal
bildirileri ve Barbara Kruger gibi sanatgilar ile Morrisey gibi sarkicilarin
sozlerinden alinan boltimlerle, Public Enemy’nin senkoplu ritimlerini
Skinny Puppy ve Nine Inch Nails’in elekronik noise mzigi ile birlestirir.
Onun Pop Manifestolart (1998-2010) Sol LeWitt'in Kavramsal Sanat
Uzerine Ciimleleri’nin miizik videosundaki kargilig1 olarak kabul
edilebilir. Pop Manifestolar’nda Tony Cokes kendisine ait ve kendine mal
ettigi elestiri metinlerinden yararlanarak pop miizigin bttiin imgesel
unsurlarini gelismig kapitalizmin mantiginca belirlenmig ekonomik ve
ideolojik kogullandirmalar {izerine inga ettigini gostermeye caligir.

Dovwen This Road

en

agano
black & white, sound, 24’ 19”
rmlx (EAI), New York

%ﬂ;;ts

y CoKes & Scott Pagano

e-channel video, color, sound, 10’ 3”

rtesy af Electronic Arts Intermix (EAI), New York

Tony Cok

Ad Vice, 1998, Single-channel video, color, sound, 6’ 36”
Courtesy of Electronic Arts Intermix (EAI), New York

tist Tony Cokes belongs to an

nes the aesthetic of the music video

t cone lart and the least complacent theory of
media. For almost three decades, independently and with Scott Pagano
or as a member of the art band X-PRZ, Cokes has devoted himself to
making a detailed examination of the uses and meanings of image and
sound in popular American culture and especially in the pop music
industry, about which he lets slip sour reflections on race, gender

and class.

gist
acty

Most of his work, and in particular his Pop Manifestos, are based on

the sequential repetition of images, sounds, printed texts and voices
off, rhythmically recombined with fragments of music by rock bands,
hip-hop and electronic music. Tony Cokes ‘confiscates’ and recycles
snatches of all sorts of audiovisual material, assembling sequences
taken from documentaries and television news with fragments from
music videos and advertisements, song lyrics and proclamations by
the Situationist International, laconic statements by artists like Barbara
Kruger and singers like Morrissey and the syncopated rhythms of
Public Enemy with the electronic noise music of Skinny Puppy and
Nine Inch Nails. His Pop Manifestos (1998-2010) can be seen as a reply
to the music video form to Sol LeWitt’s Sentences on Conceptual Art, in
which, using appropriated critical texts and others of his own, he tries
to show that pop music has constructed its entire imagery on the basis
of economic and ideological conditionings determined by the logic of
advanced capitalism.

“Rock ve ikizi" - Bir “alet gantasi” olarak pop miizik



Bu Bir Asgk Sarkisi Degil (Karakterden Esinlenme), 2013
Tek kanalli video, 4’337
Javier Largen’in izniyle

Crash!!!, 2008
Tek kanalli video, 5 33”
Javier Largen’in izniyle

Bu Bir Ask Sarkist Degil (Karakterden Esinlenme), serginin konusuna
yaragir bicimde rock ve avangart sanatin performans stratejileri
arasindaki iligkileri inceleyen, sanat toplulugunun 6nceki ¢alismalari
gibi gorsel-igitsel bir kolaj. Nam June Paik’in Violin Solo’su The Who
lyesi Townshend’in tahrip ettigi gitarlarda karsiligini bulur; Ant
Farm toplulugunun TV karsit1 eylemleri Wendy O. Williams’in sok
rock’indan ayri tutulamaz; Jerry Lee Lewis’in piyano {izerindeki
piroteknik aligtirmalari fluxus sanatcist Annea Lockwood’un yanan
enstriimanindaki uzaktan bakigla karst karsiya gelir, Christian
Marclay’nin Fonogitar't Laurie Anderson’in Viofonograf ile Charlotte
Moorman’in TV Cello performansini bir araya getirir.

Crash!!! (2008) ile baglayan kendine mal etme stratejisini siirdiiren

bu caligmanin bagligi, John Lydon’in (Sex Pistols’in eski vokalisti)
liderligindeki post-punk grubu PIL’in (1998) cok bilinen bir parcasinin
ismi ile ses parcalarinin, Arjantinli kavramsal sanatci David Lamelas’in
1970lerin miizik endUstrisinin tegvik ettigi rock kliselerini gercege
uygun bicimde taklit ederek hazirladigi Rock Star (Character
Appropriation) (Rock Yildizi, Karakterden Esinlenme, 1974) baslikli
inli fotograf dizisinin baghgiyla karistirilarak olugturulmustur.

This isgNet a LovesSong (Character Appropriation), 2013

Single=chanmel video, 4’ 33”
Courtesy‘offavier Largen

Crash!!!, 2008

Single channel video, 5’ 33”
Courtesy of Javier Largen

Like previous works by this collective, This is Not a Love Song (Character
Appropriation) is an audiovisual collage which, honoring the exhibition
it was made for, explores the relations between the performative
strategies of rock and avant-garde art. Nam June Paik’s ‘violin solo’ finds
its nemesis in the guitars destroyed by Townshend of The Who; the
anti-TV actions of the collective Ant Farm are indistinguishable from
the shock rock of Wendy O. Williams; Jerry Lee Lewis’s pyrotechnical
exercises at the piano confront the distant look at the burning
instrument of Fluxus artist Annea Lockwood, and Christian Marclay’s
Phonoguitar becomes a part of Laurie Anderson’s Viophonograph and
Charlotte Moorman’s TV-cello performance.

Continuing the appropriationist strategy begun in Crash!!! (2008), the
title combines textual citations and fragments of sound taken from a
well-known song by PiL (1983), the post- punk band led by John Lydon
(ex-vocalist of the Sex Pistols), and a famous series of photographs by
the Argentinean conceptual artist David Lamelas, Rock Star (Character
Appropriation) (1974), in which he apes the archetypes of rock
authenticity promoted by the music industry of the 1970s.

“Rock and Its Double” - Pop music as a “toolbox"
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The Politics
of Dance
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Jeremy Deller

Charley Case

John Di Stefano

Mark Leckey

Adrian Piper

James Clar

Assume Vivid Astro Focus



Bu béliimde, dans miiziginin 6zgiirlestirici giict, kimlik, irk
problemleri, toplumsal cinsiyet, sinif, agit-pop’u gériiniir kilma yetenegi
ve kamusal alanlarin genlikli bicimde yeniden siyasallagtiriimasi
konusu tizerinden siyasi hak taleplerinin bazi 6rnekleri inceleniyor.

1970’ler ve 1980’lerde miizik alt kiiltiirlerinin belli bir kesiminin
fallokratik “rock estetigi’ne ve “art rock” ismiyle bilinen tiirtin bazi
temsilcilerinin kendini begenmis, elitist davraniglarina kargi igci
sinifiyla oldugu kadar Afrika kékenli Amerikali ve escinsel azinliklarin
talepleriyle iligkilendirilen hedonist ve (goriiniiste) ici bos dans miizigi
gorlsti ortaya cikmustir.

Mark Leckey ve Jeremy Deller gibi sanatcilar, 1980’lerdeki acid house
ile 1990’1arn baglarindaki rave kiiltiirtiniin bagka seylerin yani sira
duygulari costuran ekstazinin de etkisiyle belli bir toplumsal dontistim
potansiyeline sahip oldugu fikrindedirler. Simon Reynolds’in da
belirttigi iizere, “Miizik ile uyusturucularin arasindaki sinerji belirli
topluluklar olusturma ve gergeklikten kagis yaratma giiciine sahipti:
direnig ve kabullenis miizigi, iitopya idealizmi ve nihilist hedonizmiydi
bu, hem bir kagis yolu hem bir ¢cikmazd:..”.

Gercekten de, buradaki celigkiler gliniimiiz siyasetindeki celiskilerle
aynidir. Ne var ki, 1989 yilinda Birlesik Krallik’ta ikinci bir “ask

yaz1” vardi, giilimseyen ytizlerin simgesel olusu bu ylizdendir. Ayni

yil, Berlin Duvarrnin yikilist gecici olarak titopik 6zgiirliik alanlar
yaratmigti (Bahtin’in inceledigi karnavalsi 6zgiirliik anlaminda), tipki
Dogu ile Bat1 Berlin'deki genclerin birlikte dans ettigi Love Parade (Ask
Gecidi Festivali) toplumsal cinsiyet sinirlarinin ortadan kalktigi ve dans
miizigi sayesinde her tiirld siyasal talebin dile getirildigi escinsellerin
onur ylriylsi giini gibi.

Bu boliimde Jeremy Deller, Charley Case, John Di Stefano, Mark Leckey,
Adrian Piper ve Assume Vivid Astro Focus'un 1990’lardan giintimtize
kadar, 6z agkinlik ve toplumsal birlik arzularini dile getiren funk ve
disko mtizigi, 1970’ler ve 1980’lerdeki break dance gibi dans miizigi
tarzlari ve son yirmi yilda ortaya ¢ikan techno pop ve elektronik miizik
gibi mizik tarzlarini yansitan eserleri yer aliyor.
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This section analyzes the emancipating power of dance music and its
ability to visualize identities, questions of race, gender, class, agit-pop
and some examples of civil rights demands through the festive re-
politicization of the public space.

In opposition to the clearly phallocratic ‘rock aesthetic’ of a significant
part of musical subcultures and the smug, elitist behavior of some
representatives of so-called ‘art rock’ during the 1970s and 1980s, is the
hedonistic and -only apparently- frivolous view of dance music, linked
as much to the working class as to the demands of African-American
and gay minorities.

Artists like Mark Leckey and Jeremy Deller are not foreign to the idea
that, the acid house of the 1980s and the rave culture at the beginning
of the 1990s had a certain potential for change at a social level, among
other things because of the affective component of ecstasy. As Simon
Reynolds says, ‘The synergy between music and drugs had the power to
provoke specific forms of community and escapism: it was the music of
resistance and of acceptance, utopian idealism and nihilistic hedonism,
an escape path and a dead end at the same time..

Indeed, the contradictions are the same ones to be seen at the present
moment in politics. But the fact is that in 1989 there was a second
‘summer of love’ in the United Kingdom, hence the symbology of
‘smiling faces’. That same year, the fall of the Berlin wall spawned
utopian spaces of temporary liberation —in the carnivalesque sense
studied by Bakhtin- like the Love Parade (which allowed young people
from East and West to dance together) or like Gay Pride Day, where the
barriers between genders were broken down and all sorts of political
demands were made through dance music.

This part presents various works of Jeremy Deller, Charley Case, John

Di Stefano, Mark Leckey, Adrian Piper and Assume Vivid Astro Focus
dating from the 1990s until today, in which are reflected the aspirations
of self- transcendence and social union embodied in danceable styles
like funk, disco, or break-dance in the 1970s and 1980s and the
different variations on techno pop and electronic music from the last
two decades.
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Jeremy

Diinya Tarihi, 1997-2004
Duvar resmi
Paris, Art Concept’in izniyle

Del

Jeremy Deller, Bourriaud'nun Iliskisel Estetik (1998) teorilerini sahneliyor
gibi goriinen eserler tireten sanatcilardan biridir. Bu durum ozellikle
onun kilometre tagi sayilan Diinya Tarihi enstalasyonunda agik¢a
gortlir. 1997 ile 2004 yillar1 arasinda gerceklestirdigi bu enstalasyonda
Deller, kokleri neredeyse bir asirdir birbirinden ayrilmis olan, goriiniirde
birbiriyle bagdagmayan iki miizik tiirii (acid house ve sokaklarda
calinan bando miizigi) arasindaki temas noktalarini ve etki alanlarini
ortaya koymaya calisir. Deller’in akis ¢izelgesi bi¢iminde hazirlanan

bu ¢aligmasi bu iki miizik hareketi arasinda bag olusturan toplumsal

ve siyasal yansimalar oldugunu ileri strer; acid house 20. ylizyilin
sonlarindaki sanayi sonrast kiiltiirel olaylarin bir 6rnegi iken, bandolar
19. ylizyilin sanayi donemini temsil etmektedir. Projenin en tekil (ve

en iligkisel) bolimti, miitevazi Williams Fairey Bandosw'nun birkag ay
boyunca 808 State ve The KLF gibi gruplarin acid house parcalarindan
olusan bir repertuar i¢in prova yapmasini ve bu repertuardan olusan
parcalarla Ingiltere’nin cesitli kasaba ve kentlerini kapsayan bir turneye
cikmasini icermekteydi. Will Bradley, Deller’in, “madencilerin 1984°deki
grevi ile acid house sahnesinin ortaya cikisini ingiltere’de son on bes
yilin en dnemli iki olay1” olarak gérdiigiinii belirtir. Diinya Tarihi bu iki
olay1 goriiniiste birbirine zit iki muzik bi¢imiyle iligkilendirir. Boylece
popiiler mizigin yurttaglarin protestolarini dile getirme ve muhalefet
ve iitopya alanlari yaratma potansiyelini agiga cikartir. Deller, bando
liyelerinde belirgin olan gli¢li onur ve yoldaslik duygularini polis
tarafindan hunharca bastirilan 1984’teki madenci grevi gibi halk
isyanlarini yaratan sendika ve igci sinifi dayanigmast ile iligkilendirir.
Ayni bicimde, 1992’de Spiral Tribe’in Castelmorton’da diizenledigi illegal
rave partisi, kamusal alanlarda tekrar eden ritimlerden olusan bir miizik
esliginde yiizden fazla insanin toplanmasina yasak getiren baskici

bir yasanin, Ceza Yargilamasi ve Kamu Diizeni Yasasrnin ytrirlige
girmesine yol agmigti.

Williams Fairey Bandosu, 2005

Tek kanalli video, renkli, sesli, 18'40”
Paris, Art Concept’in izniyle

h orld, 1997-2004
M —
Cour Art

Williams Fairey Brass Band, 2005

Single-channel video, color, sound 18’ 40”
Courtesy of Art Concept, Paris

cept, Paris

Jeremy Deller is one of the artists whose works seem to stage Nicolas
Bourriaud’s theories of Relational Aesthetics (1998). This becomes
particularly obvious in his landmark installation The History of the World,
awork in process Deller was engaged in between 1997 and 2004 that
sets out to show the connecting points and the spheres of influence of
two apparently antagonistic styles of music whose origins are separated
by almost one hundred years: acid house and neighborhood brass bands.
Adopting the form of a flow diagram, Deller’s work suggests that there
are social and political echoes that generate links between these two
musical movements, acid house being an example of a post- industrial
cultural manifestation of the late 20" century, while brass bands
represent the industrial era of the 19% century. The most unusual (and
relational) part of the project consisted in contacting a modest band (the
Williams Fairey Brass Band) and making them spend months rehearsing
arepertory of acid house numbers by groups like 808 State or The

KLF, before going on a tour of various British cities. Will Bradley (1998)
said that, for Deller, ‘the two most important phenomena of the last

15 years were the miners strike of 1984 and the start of the acid house
scene’. History of the World knits these two events together through

two apparently diverging forms of music and, in doing so, highlights

the potential of popular music for articulating citizens’ protests and
generating spaces for dissent and utopia. Deller associates the strong
sense of pride and comradeship of brass band members with the
solidarity of the trade unions and the working class, from which popular
revolts have arisen, like the miners strike of 1984, which was violently
repressed by the police. In the same way, the illegal Castlemorton rave
organized by Spiral Tribe in 1992 led to the passing of a repressive law,
the Criminal Justice and Public Order Act, which ‘strictly prohibited
gatherings of more than 100 people in public places with a background
music characterized by the emission of a series of repetitive beats’.

Dans Miizigi Politikalar



157

The Politics of Dance Music




18 Haziran 1999, Cuma, Londra, 1999

Super 8 ile ¢ekilmig filmin DVD versiyonu, siyah-beyaz, sesli, 812"
Argos’un (Briiksel) izniyle

Dansin, sitiiasyonistlerin 1968 Mayisrnda kismen savunduklari ve 15M
gibi hareketlerin festivale benzer aktivizmlerini 6ngdren “sokaklar:

ele gecirme”yi hedefleyen 6zglirlestirici potansiyeli, Charley Case’in
karnavalin yikici potansiyelini benimsemis olan ve kamusal alanlari
isgal edip bu alanlarin yeniden siyasallagtirilmalarini techno rave’ler
araciligiyla gerceklestirmeyi amaclayan Reclaim the Streets (Sokaklart
Geri Al) toplulugunun diizenledigi bir sokak partisinin (bu tiir
etkinliklerle tinlenen bir topluluktu bu) goriintiilerinden olugan (tango
ritmi egliginde), super-8 ile siyah-beyaz cekilen 18 Haziran 1999, Cuma,
Londra baglikli bu filminde siirsel bicimde yansitilmaktadir.

Friday, June 18, 1999, City of London, 1999

Super wansferred to DVD, black & white, sound, 8 12”
Courtesy of Argos, Brussels

The liberating potential of dance to ‘take the streets’, which the
Situationists defended at some point in May 68 in a foretaste of the
festive activism of movements like 15 M, are poetically reflected in
Charley Case’s Friday, June 18, 1999, City of London, a black and white
film shot in super 8 that documents —to the rhythm of a tango- a street
party organized by the Reclaim the Streets collective, well-known

for activities of this sort, which return to the subversive potential

of carnival and techno raves in the practice of occupying and re-
politicizing public space.
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(Soyle Bana Neden) Disko Epistemo 9
Tek kanalli video, renkli, sesli, 24’

Sanat¢inin izniyle

(Soyle Bana Neden) Disko Epistemolojisi, disko miiziginin erkek egcinsel
kimliginin bicimlenigindeki roliinii analiz eden bir belgesel. John

Di Stefano’nun filmi, diskotegin basit bir eglence veya kagis mekan:
olup olmadigini sorgular ve onu halkin egcinsel iligkiye yonelik ifade
bicimlerinden ortaya ¢ikan kiiltiirel bir alan ve egcinsellere hiikiimetin
onayuyla eziyet edildigi ABD gibi tilkelerdeki sisteme karg1 oyuncul bir
savas olanagi olarak sunar.

Video, escinsel filmleri ile disko miizigi konulu filmlerin semiyotik
analizlerini birlestirir ve cinsel arzu, Stonewall isyanlar ve aktivistlerin
AIDS protestolarindan sonra ortaya ¢ikan egcinsel 6zgtrliik hareketinin
tarihsel ve siyasal kokenlerinin izini stiren bir ana unsur olarak
kullanilir. Alt kilttrel bagintili bu iki olay, yani Stonewall isyanlari ile
AIDS protestolari, dans miizigiyle iligkilendirilir.

(Telt M temology of Disco, 1
Si -ch | video, color, so @
Courtesy of 1st

(Tell Me Why) The Epistemology of Disco looks at the role that disco
music has played in the formation of the gay male identity. This piece
questions the notion of the discotheque as a mere leisure activity

or escape and posits it as a cultural space arising from public forms
of homo-erotic expression and as a playful way of fighting against

a system which in countries like the United States persecuted
homosexuals with the government’s approval.

The video combines semiotic analysis, fragments of gay films and
classics of disco music, celebrating sexual desire as the connecting
thread that traces the historical and political descent of the gay
liberation movement, which emerged after the Stonewall revolt of the
late 1960s and the protests by activists over AIDS in the 1980s, two
phenomena with a sub-cultural correlative linked to dance music.
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Fiorucci Made Me Hardcore, 1999

Tek kanalli video, renkli, sesli, 15’
Miinih, Goetz Kolleksiyonu izniyle

Britanyali sanat¢t Mark Leckey, 19. ylzyl flaneur’iiniin gliniimtzde
viicut bulmus hali, kent gece hayatinin yorulmak bilmez kasifi olarak
tanimlanir. Filmleri ile videolarinda Leckey, bulunmus kayitlar ve
orijinal materyalleri birlegtirerek kent alt kiiltiirlerinin ritiiellerini
betimler. Kiilt film statiisiinii kazanmis ve Leckey’nin 2008’de prestijli
Turner Odilinii kazanmasinda etkili olmus Fiorucci Made Me Hardcore
da bu sekilde hazirlanmis filmlerindendir. Bu video, Dan Graham’in
Rock My Religion’da (Benim Dinim Rock) kullandig1 alintilama
stratejilerini akla getiren gérsel-isitsel kolaj biciminde sunulan bir
cesit kolektif haliisinasyondur. Film, Britanya televizyonlarinda
yayinlanmisg arsiv goriintileri, hareketsiz goriintd ve bagka gorsellerin
birlegtirilmesiyle olugturulmustur; 1970 ile 1990 yillar1 arasinda
ingiltere’nin dans miizigi alt kiiltiirleri diinyasinin icine s1zan bu
goriintiller yavaglatilmig cekim formatinda gosterilmektedir. 1960’1arin
o tuhaf Northern Soul tarzinda dans eden genclerin gortnttlerinin
lizerine 1990’1arda rave partilerinde acid house miizigiyle ¢ilginca dans
edenlerin goriintileri bindirilmigtir. Filmin miizik fragmanlari, ses
efektleri ve geng futbol holiganlarinin seslerinin gelisigiizel bir araya
getirilmesiyle olusturulan miizigi devam ederken bir dis ses genclerin
gbzde giysi markalarinin isimlerini siralar: Ellesse, Sergio Tacchini,
Lacoste, Fiorucci... Bu video, Frédérique Baumgartner’in sozleriyle ifade
edecek olursak, iitopya ile diis kiriklig1 arasindaki (bu baglamda dansin
6zglrlegtirici dogasi ile is¢i sinifindan genclerin tiiketiciligi arasindaki)

sinirlar tizerinde kafa yoran, psikoz, kitle histerisi ve gece hayatinin
tagkinligi hakkinda gorsel bir makaledir.

Fiorucci Made Me Hardcore, 1999

Single-channel video, color, sound, 15’
Courtesy of the'Goetz Collegtion, Munich

British artist Mark Leckey has been described as a contemporary
incarnation of the 19*-century flaneur, an untiring explorer of urban,
nocturnal life. His films and videos combine found footage as well as
original material to portray the rituals of urban subcultures. This is
where he situates Fiorucci Made Me Hardcore, a film that has earned

cult status and which was decisive in his being awarded the prestigious
Turner Prize in 2008. The video is a kind of collective hallucination in
the form of an audiovisual collage that brings to mind the appropriation
strategies used by Dan Graham in Rock My Religion. It was made from
archival images broadcasted on British television, which are combined
with still images and others shown in slow motion, in an incursion into
the world of dance music subcultures in England between 1970 and
1990. Images of young people practicing the unusual Northern Soul
style of the 1960s are overlaid with frantic dance sequences filmed at
rave parties with acid house music during the 1990s. The soundtrack
freely merges snatches of music, sound effects and the cheering of
young football hooligans, while a voice off recites the brands of clothing
most popular with young people: Ellesse, Sergio Tacchini, Lacoste,
Fiorucci... The video, as Frédérique Baumgartner says, reflects on the
limits between utopia and disenchantment, a visual essay on psychosis,
mass hysteria and the excesses of nightlife, inevitably associated with
the apparently liberating nature of dance and the consumption among
working-class young people.
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Funk Dersleri, 1983

Tek kanalli video-kaset, DVD’ye aktarilmusg, renkli, sesli, 15’177
Adrian Piper Aragtirma Arsivi ve Berlin, APRA Vakfinin izniyle

Eserlerinde Kuzey Amerika toplumu igindeki siyahi kadinlarin roliini
isleyen Afrika kokenli Amerikali sanat¢1 Adrian Piper burada bizi
funk’ta kendini ifade imkanlarini ortaya ¢ikaran bir 6gretici dans
sunumuna davet ediyor. Funk, blues gibi siyahi toplulugun alt kiiltiirel
ortamlarinda ortaya ¢ikmig ve James Brown ve Bootsy Collins gibi
sanatcilar tarafindan popiiler hale getirilmis bir mtzik tiiriidir. Daha
sonra The Rolling Stones, Talking Heads ve The Clash gibi poptiler
“beyaz rock” gruplari funk’in ritim ve hareketlerini almig, kendi
tarzlarina uydurmusglardi. Piper, Funk Derslerinin baglarda anonim
kitlelerin toplumsal sinirlari yok etmesine olanak taniyan bir “atolye
caligmast” olarak hayata gectigini belirtir. 1980’lerin baglarinda moda
haline gelen “beyazlar dans edemez” sozii Funk Dersleri’nin ana motifini
olugturur. Piper, orta sinifa mensup beyaz 6grencilerden olusan
izleyicilerin 6niinde funk’in temel hareketlerinden bazilari hakkinda
bilgi verirken funk’in tarihsel anlamina ve Afro-Amerikali popiiler
kiltiir icindeki roliine de deginir. Adrian Piper, 1970’lerin sonlarinda
beyazlarin erigim imkanina sahip olmadigi iletisim araglarini (funk)
onlerine koyarak izleyicisinin toplumsal kimligini sorgulamaya

ve Amerikan toplumunda irklar arasi iligkileri karakterize eden

diigmanlhigi ve anlayis eksikligini gidermeye caligir.

Funk Lessons, 1983

Simgle-channel videotape, transferred to DVD, color, sound, 15’ 17”
€ourtesy of Adrian Piper Research Archive, APRA Foundation, Berlin

The Afro-American artist Adrian Piper, whose work stands up for the
role of African-American women in North-American society, invites

us to an educational dance demonstration in which she reveals the
possibilities for self-expression in funk, a type of music created, like
blues, in sub-cultural spheres by the black community and made
popular by artists like James Brown and Bootsy Collins, and whose
rhythms and movements have been appropriated by popular ‘white
rock’ groups like The Rolling Stones, Talking Heads and The Clash.
According to Piper herself, Funk Lessons started life as a ‘workshop
task’ allowing the anonymous masses to overcome social barriers. The
vogue phrase of the early 1980s that ‘white people can’t dance’ forms
the central motif for Funk Lessons. The Afro-American artist, before

an audience of middle-class white students, teaches the notions of
some of funk’s basic moves, at the same time introducing its historical
significance and its role in popular Afro-American culture. Adrian
Piper tries to question the social identity of her audience, by making a
means of communication available to them (funk) that was apparently
inaccessible for whites at the end of the 1970s and reduce the hostility
and incomprehension that characterize interracial relations in the
North-American society.
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Dans Terapisi, 2011

Video enstalasyonu: tek kanalli video ve disko topu,22’
Sanatginin ve Barselona, Galeria Sendanin izniyle

New York ve Dubai'de ¢alisan Filipin kokenli sanatgi James Clar, eserleri
teknoloji ile popiiler kiiltiirii birlestiren ve bunlarin birey ve toplum
iizerindeki etkilerini aragtiran “yurtsuzlastirilmis” sanatcilardandar...
Yakin zamanlarda gerceklestirdigi Dans Terapisi enstalasyonu dansin
ik ve toplumsal cinsiyet sinirlarinin Gtesine gegme potansiyelini
gostermesi ve dans eden genclerin goriintiilendigi eski ev yapimi
filmler ile 1970’li ve 1980’li yillarin diskoteklerinde yaygin olan arketip
aynal kiire motifini birlegtiren bir enstalasyonla break-dance gibi
danslarin bolgesel ve mekansal unsurlarini vurgulamasi bakimindan
Adrian Piper’in Funk Dersleri’nin bir yeniden okumasi gibidir. Clar, genel
kabul gérmts davranis oriintiilerinden yola ¢ikarak sanat eseri ile halk
arasina belli bir mesafe koyan ortiik sinirlarla oynar. Bu enstalasyonda
Clar tuhaf bir efekt kullanarak, dans eden insanlarin yiizlerini aynali
kiireyle izleyiciden gizler ve izleyenleri “bir durug benimseme”ye

cagiran bir gerilim ve sagirtma alani yaratir.

Dance Therapy, 2011

Video installation: single-channel video and disco ball, 22’
Courtesy of the artist and Galeria Senda, Barcelona

James Clar, an artist of Filipino ancestry who has worked in New York
and Dubai, is an example of a ‘de-territorialized’ artist whose works fuse
technology and popular culture to explore their effect on the individual
and society. His recent installation Dance Therapy seems, in a way, to be

a rereading of Adrian Piper’s Funk Lessons, demonstrating the power

of dance to transcend barriers of race and gender, in a defense of the
territorial and spatial component of dances like break-dance through

a unique installation combining old home-made projections of young
people dancing with the archetypal mirror balls common in discotheques
in the 1970s and 1980s. Clar starts from conventionally accepted
patterns of behavior to play with the tacit limits that dictate the right
distance between the work of art and the public. In this case, by means of
a curious effect, he uses the mirror ball to hide the observer’s view of the
faces of the people who appear on the screen dancing, thereby generating
a space of tension and surprise which invites us to ‘take a stance’.
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ince Buz Ustiinde Yiiriimek, 2003

Tek kanalli video, renkli, sesli; duvar resmi ile
Berlin, Peres Projects’in izniyle

Dans kiiltiird, cinsiyet degistirme konus

Asume Power Focus albiimii ile Britan
Scene’den almig) video, miizik, dans,

cikaric enstalasyonlar gergeklestirme
Yaz1) (2006) sergisinde gosterilen ve Y
sarki ile 1969’da San Francisco’da kur
grubu The Cockettes’e bir saygi durus
Walking on Thin Ice (Ince Buz Ustiinde

okunabilir. Bu videoda ayrica Peter Gabriel'in Sledgehammer klibinden

esinlenilmig unsurlar da mevcut. Videoda rol alan tinlii transseksiiel
sanatci Carla Machado videonun saykodelik imgelerini toplumsal
cinsiyet siyasetinin muglak bir niyet bildirisine “dontstiiriir”

en

eality and psychedelic iconography, the Brazilian artist
me Vivid Astro Focus (a name deriving from the
stle album Assume Power Focus and the British band

Ultra Vivid Scene) develops immersive installations that function as
spaces for temporary emancipation combining video, music, dance,
design and expanded painting. This is the context for reading works
in Ice (2002), an installation shown at the exhibition
ve (2006) that acts as a declared tribute to the song
oin the 1980s and to The Cockettes, a psychedelic
set up in north San Francisco in 1969. The video
also shows elements inspired in the music video for Peter Gabriel’s
song Sledgehammer and features Carla Machado, a famous transsexual,
who ‘transforms’ the video’s psychedelic images in an ambiguous
declaration of intent regarding gender politics.
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