Kente ve Bireye “Kisa ve Uzun Bir Bakis"

1,2 “Tripoli” filminde terk edilmis kent mekanlarinda
bireyin yalnizhgi 6n plana glqyor.
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arasinda Depo Istanbul’da Pelin Tan'in
kiratérligiinde bir sergi gerceklesti.
Norvecli sanat¢r Knut Asdam‘in son
dénemde tamamladigi “Abyss” ve

Tripoli” adli igleri "Uzun Bakis Kisa Bakis”
sergisiyle izleyenlere sunuldu. Yadigar Esen
ve Pinar Gékbayrak bu vesileyle, Asdam ile
isleri, kentsel mekdn kullanimi ve bireyin
kentle kurdugu iliski iizerine bir séylesi
gerceklestirdi.

Mimarlik ve Sehirde
Tekinsiz Hissetmek:

Anthony Vidler’e atifta bulunarak
denilebilir ki, “mimarlikta tekinsiz
hissetmek” temasi filmlerinizin ikisinde
de baskin bir sekilde hissediliyor.
Vidler‘in de belirtmis oldugu gibi
tekinsizligin belirtileri mekéansal korku
-ki bu hareketlerde felce yol acar- ve
gecici korkudur - ki bu da tarihsel
unutkanhliga yol acar. Bu semptomlarin
ilkini “Abyss”de, ikincisini ise “Tripoli“de
olmak iizere iki filminizde de gériiyoruz.
Kentsel cevrede mekanla kisi arasindaki
gerilim en iist noktasina tirmaniyor.

Bu nedenle kisi ile kisi ve kisi ile kent
arasinda bulunan bir mafsal noktasi
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gibi “mimarhgr” islerinizin merkezine
yerlestirdiginiz séylenebilir. Bu acidan
mimarhigin etkisini nasil algiladigimizi

acabilir misiniz?
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Mimarligi bu sekilde kullanabilirim, zira
mimarlik tarihsel -sosyal ve ekonomik-
olaylara taniklik etmektedir. Mimarlik
ayni zamanda kurumlarin ya da giiciin,
kisiye ya da sosyal kurumlara olan farkl
derecedeki uzakliklarina da taniklik
etmektedir — 6rnegin bir kisinin odasi

ya da her zaman gittigi kafe ile kurdugu
iliskideki farkla baytik bir konut gelisimi
ya da is kompleksi ile kurdugu iligkideki
farkhlik gibi. Tim bunlar kurum ya da gii¢
pozisyonlarinin olasiliklarini ya da degisik
derecelerini temsil etmektedir.

Bu yiizden eger bu durum asagi yukari
glincel bir olayi temsil edebilirse,
mimarhigin tarihsel imgeleri -stil, malzeme,
bakim veya bakimsizlik- zamansal bir
gelisim temsil eder. Mimarliktaki bu izler,
degisen ihtiyaclar ya da politik énceliklerle
alakali olarak giindelik veya -savaslar ya
da sosyal krizler tarafindan birakilan izler
gibi- travmatik olabilir. Acik olan sey sudur
ki, tim acilardan her yerde insan vardir,
bu insanlara ait yasanmshklar vardir,
bunlar zamana, o anlara ve ekonomik
gelismelere kendilerini tabi etmis ya da
ettirilmislerdir. Kimisi yeni bir ise baslar

ya da isini kaybeder, kimisinin evden
ayrilmasi gerekir, kimisinin tasinmasi...
Kendiliginden ya da bir tasarim sonucu
belki bir mahalle yaratilmis, bir digeri
silinmistir. Bu sekilde mimarhgin yer aldig
yapili cevre, sosyal gruplar ya da kisiler



tizerinde oynanan giicleri anlatmak igin

cok iyi bir arag olarak 6ne cikar.

Obje olmanin giinliik siireci icerisinde,
kisinin cevresiyle dinamik ve izahi bir
iliskisi vardir. Kendisini anlayabilmek

icin -bilincaltinda bile olsa- kisi giinliik
hayatindaki mekénlara bir anlam katmaya
kalkisir ve cevresiyle dilsel bir oyun
icerisine girer. Dolayisiyla mimarlik, bu
dilsel karisim ya da kesintisiz temsiliyet ya
da sunum icerisindedir. Mimarlik isin icine
dahil olan sahislarin yorumlayici tasarimi
icerisine girer, ¢linkii insanlar sadece
6ziimsemez, ayni zamanda cevreleri ile
iliski yaratir ve genellikle de tasarlanma
amacindan farkli olarak striiktiirleri
degisik sekilde kullanma yollari bulurlar.

Tekinsiz olan -gériinenin yansimasi veya
ikizi olarak- elbette yapili cevrede kendi
roliine sahiptir. Bu ¢evre kendimizi iginde
buldugumuz sosyal ve kisisel kosullari

ve gunluk hayatimizda gériiniir olmayan
ya da bastirilmis bircok seyi ifade eder:
Kamusal alanin kontrolii, soylulastirma
araciliiyla sosyal bir grubun silinmesi

ya da savasin ekonomik etkilerinden biri
olarak topragin sessizce uzayip gitmesi
gibi. Bu durum gizli egilimleri tetikleyebilir
veya cevrenin diger ylizini temsil edebilir,
insanlar ve bu insanlarin yerlestigi ya da
isgal ettigi cevre ile aralarinda karisik ya
da travmatik iliskilere yol acabilir. Tekinsiz

olan kiltirel tarih aracih@ryla degisik
yollardan tarif edilmistir, ancak tekinsizlik
icin yapilan tanimlamalardan biri kiltarel
diizene ya da sahsa ait bir tehdite dair
ipucu verir; Freud'a gore bedeni yorarak
ve 6zneyi guiclii ve empatik olmayan sureci
icerisinde silerek (6znenin bakis acisindan)
doganin kaosunun verdigi gézdadi ile
gésterilmistir. Oznellige olan bu tehdidi
bir dinamik olarak ilging bulurum, ézellikle
Cadillois ile psikasteni* fikir olarak gelisen
(Lacan’a da kamuflaj ve birérneklik
fikirlerinde esin veren) sey icerisinde.
Psikastenide kisinin koordinatlarin, giiciin
ya da 6znelligin merkezinde olmadigini
deneyimledigi mekan arasinda bir kriz
vardir. Oznellik kisiden mekéna, hatta
diger tirlere dogru kayar. Kisi mekén
tarafindan tahrik edilmis ve tiiketilmistir.
Bu mekdnsal ve kisisel bir coziilmeye
dogru tekinsizlik esigini asmayi ifade

eder. Giinliikk yasamda bu durumla daha
az timleyici, ancak daha dinamik yollarla
yuzlesiriz. Ozne olmak ile kendimizi
6znellestirme arasinda cekilir ve orada
sikisiriz. Bir sey bizi cekerken digeri birakir.
Ozne olarak kendimizi acikca ifade etmek
ve dili terk ederek 6znelligimizi cliritmek
arasina cgekiliriz, fakat ayni zamanda
isteyerek ya da istemeyerek sehirdeki
diger kurumlarin ya da 6znelliklerin

dilsel dinamikleri icine de gireriz. Diger
insanlarin Gzerimizdeki etkileri, sokaktaki
rolimiiziin ne oldugu ya da bir alisveris
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merkezi veya bir televizyon réportaji
icin belirli amaclara hizmet etmek gibi
6rnekler bu durum igin verilebilir.

Kentteki Etkileri ikiye
Katlamak:

Ayna metaforuna (ikileme, ikiye
katlama) “Abyss” filminde sik¢a referans
veriyorsunuz. Oslo Mimarlik Okulu’ndaki
“Recombinant Place: Cloaked Mirror
Body” adli enstalasyonunuzda da

aynayi mekansal bir malzeme olarak
kullandiginizi gérityoruz. Kentsel bir
mekdnda aynayla bireyin kurdugu iliskide
6nemli olan nokta nedir?

Oncelikle sorunun bashguyla ilgili olarak
sehir ve onun cifti, biz bu cifti “sehir”
olarak adlandiralim, koparilamaz bir baga
sahiptir. “Sehir” sehrin tekinsizligi gibidir,
onun 6teki ytiziidiir ve bastirilmistir, fakat
yine de sehrin 6nemli bir parcasidir:
Sadece arzu ve fantezi diinyasi tGretmekle
kalmaz, kendi temsilci yuziindeki
goriinmez olan her seyin sehri olarak
“sehir” ayni zamanda yasanmislklarin
farkl bir sekilde bir araya gelisini de
temsil eder. Bu bana Soguk Savas
esnasinda Norvec ve Sovyetler Birligi
sinirt boyunca Norveclilerin sinirin karsi
tarafindaki Sovyet askerlerine bakmamayi
nasil 6grendiklerini hatirlatiyor. Kendilerini
sok eden sey ise, Demir Perde diistugii
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3-5 “Abyss” filminde ana karakterin kente etki
edemeden kentin icindeki hareketi, adeta mekanlar
arasinda ylizdiigii gériliyor.
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zaman bégiirtlen toplamaya gittikleri
yerin aslinda kendilerini gézetleyen bu
insanlara “merhaba” deme mesafesinde
olduguydu, bulunduklari yerden Nikkel
isimli kasabadaki apartmanlar dahi
gérilebiliyordu.

ideolojik béliinme bu isin sadece bir
kismiydi, geriye kalan diger kisim
g6riilemiyordu. China Mievielle, “The City
and The City” isimli iki boyutlu cinayet
hikdyesinde benzer bir sey kullanmistir.

ilk basta insanlarin Soguk Savas
dénemindeki Berlin gibi ideolojik olarak
béliinmiis bir sehrin degisik alanlarinda
yasadiklarini dusiiniirstiniiz; aslinda tek
bir kent ideolojik olarak farkli iki sehir
tarafindan kullanilmaktadir ve herkes
diger toplulugu gérmemeyi 6grenmistir.
Sehrin diger ciftiyle ve aynalama fikriyle
alakali olarak burada belirtilmesi gereken
nokta ise, gereklilik ve aliskanlik yiiziinden
goremedigimiz bircok seyin olmasidir kent
yasaminda. Bu seyler ya istenmemektedir
ya da énemsiz olarak adlandiriimaktadir.
Bunlarin pek cogunun gériinmez olmasinin
sebebi insanlarin degerleri ya da fikirleri
acisindan istenmez olmalaridir ve bunlar
kesin olarak denilebilir ki diger sehrin, yani
“sehir”in yapi taslaridir.

Ayna, izahi bir uzaklik araciligiyla

aciklik ve belirginlik vermesiyle bilinir
(bir toplumun aynasidir). Aslinda ayni
zamanda farkli bir boyuttur da, bize bazi
seylerin olmadigi bicimde géziikmesini
saglar: “Pekadld, insanlar aynada

daha iyi géziikirler glinkii kendilerini
baskalarindan farkli gériirler, her sey
tersine donmiistir. Pozitif olan negatif,
negatif olan pozitif olur” (Abyss). Kisi
elbette narsist bir iliskiye sahiptir

-her sey gézlemlendigi zaman sonsuz
derecede biiytileyici olur- yabancilastig
ve “aksettirildigi” zaman bile. Dolayisiyla
bir kisi veya bir topluluk kendisini bir
déngli icerisinde kalabilir ya da kendisinin
ters yuiz edilmis aksini gézlemlerken
yakalanabilir.

Filmlerde, bir seviyede, bu bakis

ontoloji ve optik ile ilgilidir, aynalar ve
yanilsamalar filmin striiktirinin ve
anlatiminin ayrilmaz parcasidir. Bu yuzden
bu bir filmde yer aldiginda, bakis ve imaj
sureci ve elbette sosyal ve ekonomik
malzemenin filmsel imaj icerisinde yer
alis bicimiyle ilgili olarak filmin kendisi
hakkinda yorumda bulunur. Foucault’nun
g6zlemledigi gibi, aynanin ilging bir

yani da bir obje olarak fiziksel ya da



sosyal durumumuzu okuyan ve yorumda
bulunan baska bir mekén yaratmasidir.
"Heterotopia”nin bu ayrintilandirilmasiyla
Foucault ayna imajini “iitopya” olarak
gérirken -toplumda yer almayan ve “var
olmayan bir mekdn”- aynanin kendisini bu
yansimayi yaratan fiziksel bir obje olarak
"heterotopya” olarak adlandirir; krizlerin
ya da sapmalarin toplum icerisinde
uiretilen ve varolan “olmayan-mekan“idir.

“Cloaked Mirror Body”deki referans ise,
filmlerdeki ile ayni sey degil. Buradaki
referans Samuel Delaney’in bilimkurgu
edebiyat uriinlerinden ve kendisinin
cinsellik, 6znellik ve mekéanin yeni
yapilandirma fikirlerinden gelmektedir.
Gizleme sistemi ve aksettirme, bir seyi
gizlemenin iki farkl yolu olabilir; fakat
bilimkurgu anlaminda ayrica farkh
6znellikler alabilme ve farkli viicutlar ve
kimlikler sergileyebilme fantezisi de olabilir.

Karakterin Cevresi ile iliskisi:

“Abyss” filminde, iki farkl diinya
goérityoruz; bir yanda biiyiik 6lcekli
miidahalelerin gerceklestirildigi makro
bir alan olarak “Olimpiyat Kéyii”, diger
yanda ise samimi kisisel iliskilerin yer
aldigr mikro bir alan olarak pazar alanu.
Ana karakter bu iki alan arasinda gelip
gider, ancak bu iki ortama benzer
bicimde tepki gosterir. Bu iki farkli alanin
secilmesindeki ve karakterin i¢ diinyasi ile
iliskisindeki kararlar neydi?

Okwui’nin karakteri, “O”, ile ilgili
diisiindiigiim sey onun biitiin film
boyunca, diger karakterlerden farkli
olarak, ortamlar arasinda yizmesiydi.
Kendi diinyasinda hareket ettiginde bile
bu bir fantezi gibiydi (diikkéni kelimelerle
soymak). Ancak kendisinin fiziksel bir
problemi vardi ve bu problem de kendisini
bacagi vasitasiyla gésteriyordu (spor
salonunda ve parkta anlatildigi gibi).
“O"nun cevresindeki diinya ayni zamanda
ekonomik bir degis tokus yasamakta ve
buna taniklik etmektedir; paranin degis
tokusu, viicut sivilarinin alisverisi, mallarin
fiziksel agresyonun degisimi film boyunca
gosterilir. “O” bunlari idrak etmis, kendisi
de idrak edilmistir; fakat hicbir zaman
sakin degildir. Kontrol “O”nun elinde
degildir ve hareketleri de bu gercegi
degistirmez. Yapabildigi sey hareket
etmektir. “O”nun icinden gecmekte
oldugu siire¢ sadece disaridan bir seyle
alakali degildir, ayni zamanda bu bir icsel
surectir. Cevresindeki diinyayr gériiniir

detaylarla anlatir, fakat baska bir sahnede
tekrar halusinojenik psikolojik gézlemlerin
icine suruklenir.

Sehirdeki Birey /
Sehre Karsi Birey:

Filmlerinizde karakterlerin birbirleriyle ve
sehirle olan iligkileri (bu mekéana ait olup
olmadiklari) muglak birakilmis ve dyle
goziikiiyor ki bu bilerek verilmis bir karar.
Bireyin sehir icindeki konumunu nasil
yorumluyorsunuz?

Benim sehri kullanmam farkli 6znelliklerin
kirsal alanda olmadigi anlamina gelmez,
ya da toplumdaki biiyiik modern ve
tarihsel degisiklikler kirsal alanda
gerceklesmez diye bir sey de yok; elbette
de olurlar. Sehri filmlerimde kullanmamin
sebebi bir parca benim hep sehirle iliskide
olmamdan, kismi olarak da sehrin bize
gérsel ve sosyal yogunluk saglamasindan
kaynaklaniyor. Sonuncu sebepse bir
sanatci olarak benim icin bir cercevede,
gérsel sekmede, kullandigimiz ya da

isgal ettigimiz 6zel ya da kamusal alanlar
tizerine olan karsit iddialar icerisinde
"g6stermek” eylemini kolaylastirmasi.

Sehirdeki birey (kirsalda oldugu gibi) pek
cok farkli sey olabilir. Elbette sehri farkl
kilan sey sudur ki sehirler baska yerlerden
gelmis insanlara ait olan yogun arzularin
ve ihtiyaclarin yerleridir. Ekonomik,
sosyal ve politik nedenlerden dolayi,
insanlar sehirlere gé¢ ederler. Fakat
elbette sehirle guclii baglara sahip olan
ve kusaklardir orada yasayan ailelerden
gelen insanlar da vardir sehirlerde. Bazi
sehirlere gittiginizde iki hafta icerisinde
sanki yuizyillardir oraya aitmissiniz gibi
hissedersiniz, aksi durumda da otuz yil
dahi gecse sehir sizi kendisine yabanci
hissettirir. Kisinin sehirle kuracagi
iliskiye dair séylenecek genelgecer bir
soz yoktur. Benim ilgimi ceken sey ise
birey ile bir yer arasindaki iliskinin tarih
ve degisim siirecine son derece baglh
olmasidir. Ait oldugunuz toplulugun
aliskanliklari ve gelenekleri sadece giincel
degisikliklerin degil, degisimin tarihi ve
insanlarin hareketlerinin izlerini de tasir.
insonlarm, aliskanliklarin, paranin ve
kaltarin, siddetin ve barisin gécu. Bir
6nceki sorunuzda belirtmis oldugunuz
gibi sehirlerde mikro olan ve makro

olan arasindaki en guiclii ve gériinir
baga sahipsinizdir. Gucli ve etkili temel
politik organizasyonlariyla New York‘u
ornek olarak ele alalim, bunlar kiigiik
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6,7 Depo istanburdaki sergi mekéni, sanatgl tarafindan

filmdeki kistinlmighk hissini seyirciye gegirmek iizere
tasar|anm|§.

8 “Abyss” filminde pek gok karede ayna metaforuna
géndermeler yer aliyor, §ehrin Steki tekinsiz yiiziine
vurgu yap|||yor.
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topluluklarda 6nemlidirler ancak sehir
hayatinda hi¢bir zaman politik giici ele
gecirme sanslari yoktur. Diinya tizerindeki
bircok insanin gtinliikk yasam gercegi
olmasinin disinda, bence, bir sehir cagdas
toplum icerisindeki bircok ana miicadeleyi
ve insanlarin sahip oldugu kararlilik ve
glice farkli bicimlerde ulasmay ortaya
cikarir ve goriinar kilar.

Kentsel Mekdndan
Beklentiler:

“Tripoli”“deki bir karakter “mekéanin
guzelligi ve cirkinliginin konuyla
alakasi olmadigini, 6nemli olan seyin
mekéanin giivenilir ve insanlarla dolu
olup olmadigi” oldugunu savunur. Bu
anlamda, kentsel mekandaki oncelikler
ne olmalidir?

Aslinda bu aciklama, Niemeyer’in
bitmemis bir kompleksi icerisinde sadece
bir karakterin diisiindiiklerinden ibaret.
Buradaki nokta sosyal bir diizen igerisinde,
belki kullanimin ve sehir icerisinde bir
seyin nasil yer aldiginin, aslinda nasil
gézuktuginden daha 6nemli oldugudur.
Karakter der ki, eger bos bir restorana
gelirseniz mimari kaliteden ziyade orada
yemek yemenin giivenli olup olmadigiyla
ilgilenirsiniz.

Gectigimiz yillarda prestijli mimarhk
uzerine ¢ok fazla vurgu oldu, siklikla da
"“yeni liberal” zenginlik icerisinde. Bu
binalardan bazilar gercekten de hayranhk
uyandirici, ancak bircogu insanda soguk
bir his birakiyor, ¢iinkii cogunun temsil
ettigi sey ekonomik ve kiiltirel giic.

Bu da elbette bu imlem béliinmesinin
hangi tarafinda kendinizi buldugunuza
-temsil edilen giice ne kadar ulasma
sansiniz olduguna- bagh olarak bir
yabancilasma kaynagi oluyor. “Tripoli”
isimli filmimde mimarlikla olan iliski
Niemeyer'in iyimser ve muglak eserinin
savas yuiziinden tamamlanamamasi
yuziinden hem melankolik hem de
travmatiktir. Oditoryum bir cephane
deposu haline gelir, seyir terasi da
askeri helikopterin inme yeri... Ben daha
cok mikro mimarlik ile ilgileniyorum;
insanlarin gunliuk yasantilarindaki,
insanin kendi 6lcegine yakin 6lcekteki
kiicik miidahaleler gibi. Bence mimarlar
binalar arasindaki mekénlarla daha ¢ok
alakadar olmalilar, cevremizdeki tim
alanlar olumsuz bir bicimde varolan
binalar tarafindan tanimlaniyor. Bunlar
bizim ulagimimizin oldugu alanlar, giinlik



hayatimizda bu alanlar icerisinde hareket
ediyoruz. Belki de yeni bir tir radikal
peyzaj mimarhgi ortaya ¢cikmali, bunlar
ana mimari projelerin gcevresine cakil
taslari ve birtakim bitkiler koymakla degil,
daha cok bagimsiz bir bicimde aradaki
kamusal alanlarin sosyal dinamikleri

ile ilgilenmeliler. Sorunun tam yantn
olmamakla birlikte, bence kentsel
mekéndaki éncelikler esasen sosyal
olmalidir: Hareketi saglamak, farkli sosyal
gruplarin ve isteklerin ayni anda elde
edilecegi, bir arada olabilecegi alanlar
yaratmak.

Sanat Nesnesinin Kendisi
Olarak Sergi Mekan::

Sergi alanini sanatinizin bir parcasi
yapiyorsunuz. Alani tasarliyorsunuz.
Depo istanbul’daki son serginizde, sergi
alanlarinin mikrokozmosu igerisinde
seyirciye filmlerinizdeki endise ve
sikistirilmighik hissini yansitiyorsunuz.
Filmdeki ve “sergi alanindaki” mekéanlarin
iliskisini nasil algiliyor ve iiretiyorsunuz?

Paralel bir bicimde ilerliyorlar: Bir film
tizerinde calisirken, genelde belirli bir
alan uzerine bir ilgi gelistiriyorum. ik
baslarda bu gece ve seks kulupleriydi,
daha sonra parklar ve meydanlar oldu,
simdilerde ise tellerle cevrili alanlar ilgimi
cekiyor. Metamorfik bir cesit hologram
olarak, gercek sosyal alanlarin ii¢ boyutlu
optik sunumlari olarak enstelasyonlarimi
diistiniirken, alanlardan sézlii olarak
alintilar yapmaya ¢alisirdim. Simdi ise
enstelasyonlarimda sosyal alanlarin
anlatiminda bu derecede sézel olmaya
ihtiyac duymuyorum, meselelerin
belirtilmekten ziyade daha ¢ok oyunun
icerisinde oldugu fikir verici ve gevsek

bir yaklasim kullaniyorum. Fakat her
haliikarda film Gzerinde calisirken, belirli
alanlara karsi bir ilgi gelisiyor, bazen film
siuiresince ve sonra enstelasyonda bunlar
bir araya getiriliyor.

Bu iki seyi bir sergide bir araya getirme
nedenimin ise, izleyicinin bedenine

olan ilgiyle ve yine izleyicinin fiziksel ve
psikolojik olarak hareket eden bir varlik
olarak edindigi deneyimleriyle ilgisi var. Bu
hareket kisinin bir objeyle nasil baglantili
olduguyla ilgilidir ve sizin iliskili oldugunuz
objenin karakteri icinde y6n degisiklikleri
yaratir. Bunun hareketin sadece bir sey
tizerindeki perspektifi degistiren bir
hareket oldugunu savunan paralaks

bir fikir oldugunu distunebilirsiniz,

fakat aslinda hareket ettiginizde

gozlemlediginiz seyler icerisinde ontolojik
bir yon degisikligi olur. Bu seyler degisir
ve hareket yiiziinden siz de degisirsiniz.
Bu dinamigi bir enstelasyon lizerinde
calisirken ve bu belirli imgeleyicilerle
-diyelim ki uluslararasi mimarlik sirketi
veya basitce icinde bulundugunuz
mekdndaki baska bir bedenle ilgili- alakali
oldugunda akilda tutmak iyidir. Bu
ylizden izleyici de sindiren, yorumlayan ve
enstelasyonu bir dereceye kadar ureten
bir kisi olarak -hareket, dikkat ve bazen
de bunlarin ikisi de olmadan- isin igine
katmakla oldukca ilgiliyim.

Sergi alani dinamiginin bir baska yénii
de var: Bir sergi baglaminda ve ézellikle
de zamana dayali medyada, kisi dikkatin
ve konsantrasyonun farkinda olmali ve
izleyicinin 6rnegin filme konsantre olma
ihtimalini diiginmelidir: Ornegin 43
dakika uzunlugundaki “Abyss” filmini
hemen sergi mekdninin girisindeki

karsi duvara yansitarak géstermek
benim icin pek ise yaramayacakti.
Mekanin icine ve bir ayaginiz iceride bir
ayaginiz disaridayken filmi miizakere
edemeyeceginiz enstelasyonun

derinliklerine yerlestikten sonra bu hareket

eden materyale dogru gelmelisiniz. Eger
istediginiz buysa, bu mekan filmin icine
dalmaniza izin veren bir mekan olmali.
Enstelasyonlarla calismak béyle bir seydir,
filmin ve mimari elemanlarin birlikte bir is

bicimlendirmesini miimkiin kilar, kisi filmin

sadece bir sahnesini izlese ve sirf bunu
gérmek icin mekdna dogru ilerlese bile.

* Psikasteni — fobi, obsesyon ve ileri derecede endise
ile tanimlanan bir tir psikolojik rahatsizlik.

ingilizceden ceviren: Giilin Senol
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Abyss, 2010

43 dakika, 35mm film - HD, Renkli,
5.1 ses, 1:1,85

Yapimei:
Filmhuset (Oslo) ve City Projects
(Londra) ile Bergen Kunsthall.

Destek|eyen|er:

Norveg Film Fonu, Sanat Kurulu
(Londra), Norveg Sanat Kuru|u, Fritt

Ord (ifade Ozgﬂr|i]§lj Vakh); Norske
Billedkunstnere ve Bergen Kunsthall.

Tripoli, 2010
94 dakika, RED - HD, renkli, stereo.
Yapimei:
Knut /o\sdam Studio (Oslo) ve
Bergen Kunsthall (Bergen)
Destek|eyen|er:
Norveg Sanat Kurulu (Oslo), Norske
Billedkunstneres Vederlagsfond
(Oslo) ve Bergen Kunsthall (Bergen).
Galeria Joan Prats, Barselona; Gasser

& Grunert, New York'un izinleriyle.
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KNUT ASDAM INTERVIEW

Questions by pinar gokbayrak & yadigar esen
Original interview translated to Turkish and published in the architectural magazine
Betonart, fall 2011.

1. Architecture and the feeling of uncanny in a city:
The feeling of “uncanny in architecture” (referring to Anthony Vidler) is dominant in
both of your movies. As Vidler points out, symptoms of uncanny are spatial fear -
leading to paralysis of movement- and temporal fear -leading to historical amnesia.
We see both of these symptoms in your movies; the former in “Abyss”, the latter in
“Tripoli”. The tension between the individual and the space climbs to a climax in an
urban environment. Therefore, you seem to place “architecture” at the core of your
plot; as the conjunction point between individual-to-individual; individual-to-city.
Would you elaborate how you perceive the effect of architecture in this point of
view?

| can use architecture in this way since it testifies to historical — economic or social
— circumstances. It also testifies to different degrees of distance of an agency, or
power, to an individual or social body, e.g. the differences in one’s relationship in
power to one’s room or regular café to that the relationship to a large housing
development or business complex. These all represents different degrees or
possibilities of positions of power or agency. So, if this could roughly represent a
contemporary situation, the historical signifiers of the architecture — of style, of
materials, of repair or disrepair — represent historical development. These markings
on architecture can be every-day to do with changing needs or political priorities, or
traumatic — as marked by war or social crisis. It is clear that in all these aspects there
are people, and their lived lives, that have been involved; subjecting themselves to or
being subjected to these times, moments and economic developments. Somebody
got a job or lost one, somebody had to move out as someone else moved in. A
neighborhood was perhaps created, another one erased, organically or by design. In
that way, the build environment, in which architecture takes place, is a good tool for
narrating different forces that play upon the individual or a social group.

As part of a daily process of becoming a subject, one has a dynamic and
interpretative relationship to one’s surroundings. In order to understand oneself —
even subliminally — as a person, one enters into a linguistic play with one’s
surroundings, digesting and attempting to “make sense of” the places of one’s every
day. So, architecture is in this linguistic mix, or seamless presentation and
representation, and enters the interpretative creativity of the subjects involved,
because people do not only digest, they also produce relationships to their
environments, and often find other ways to use structures than the way they were
designed, especially groups of deviation or crisis.

The uncanny, as a double or flipside to the apparent, of course, has a role within the
built environment. This environment signifies the social and personal conditions we
find ourselves in, and many things are repressed or barely visible in the every day: It



can be through the control of public spaces, or the erasure of social groups from an
area through gentrification (Abyss), or the silent expanses of ground left as a result of
the economic consequences of war (Tripoli). This can represent highly charged
undercurrents, or flipsides of the environments and can open up traumatic or
confused relationships between people and the environments they move in or
occupy. The uncanny has been represented in different ways through cultural history,
but one of its descriptions hints to a threat to the subject and to cultural order, e.g.
for Freud this was shown with the threat of nature’s chaos overwhelming the body
and erasing the subject in its forceful and seemingly non-empathic process (from the
view of the subject). This threat to subjectivity | find interesting as a dynamic, and
especially in what developed as the idea of the psychasthenic with Caillois (and which
inspired Lacan to his ideas of uniform and camouflage). With psychasthenia, we have
a crisis in the relationship between personality and space in which one experiences
that one is not the centre of the coordinates, power or subjectivity. Subjectivity shifts
— from the individual — to that of the space or even other species. One is seduced
by and consumed by space. This could in these terms signify to go over the threshold
of the uncanny into a spatial and personal disintegration. In the every day, we are
faced with this on a more dynamic and less totalizing way. We are pulled between
being subjected and subjectifying ourselves. Something pulls and something lets go.
We are pulled between articulating ourselves as a subject and negating our
subjectivity by abandoning language, but we are also willingly or unwillingly entering
into the linguistic dynamics of other agencies or subjectivities within the city:
Through the projection of other people onto us and what our role is on the street, or
by being made to serve certain purposes for a shopping centre, a TV reportage or
what have you....

Doubling effect in a city:

You refer to the metaphor of mirror (and doubling) frequently in “Abyss”. We also
see that you use mirror as a spatial material in of your installations, “Recombinant
Place: Cloaked Mirror Body” in School Architecture (AHO) in Oslo. What is
characteristic in the relationship of an individual with the mirror in an urban
environment?

First, relating to the title of your question. The city and its double, lets call it "the
city’, have an unbreakable bond. “The city” is like the uncanny of the city, its flipside
and suppressed, which nevertheless is an important part of the city: Not only does it
produce desire and fantasy realms, “the city” also represents a different organization
of lived life than in the city, by being a city of all that is unseen in the city’s own
representational surfaces. It reminds me of, during the cold war along the border
between Norway and the Soviet Union, the locals on the Norwegian side had learned
not to see or look at the soviet soldiers on the other side of the border (mostly a river
or a lake), and the shock they experienced when the iron curtain fell and they
realized that their remote berry-picking place out in nature was not only close to
people watching them, that one could say hello to, but also that one could see the
apartment complexes of Nikkel, a town. The ideological divide was such that for one
side, the other side could not be seen. China Mievielle has used something similar in
his double-dimension crime story “The City and The City”, where what you think at



first are people living in different areas of an ideologically divided city like cold war
Berlin, is in fact one and the same area — streets buildings and all — occupied by two
ideologically different cities, where they have learned to unsee the other society.

The point to mention this here, in relation to the double of the city and the idea of
mirroring, is that in fact there are many things that by necessity or habit we unsee in
our every day in the city. Things that are either undesirable or that are experienced
as unimportant. Several of these things that are unseen in peoples everyday are also
things that are unseen because they are undesirable in relation to people’s values or
opinions. These are aspects that definitely are the building blocks of the other city,
“the city”.

The mirror has the reputation of giving clarity through interpretative distance, (“itis a
mirror of society”) while in fact it is another dimension, something that shows us
things they way they are not: “oh well, people look better in the mirror because they
see themselves differently from anyone else — they see themselves mirrored —
everything the wrong way around. Positive becomes negative, or the other way
around.” (Abyss). One has the narcisstic relationship for sure — things becoming
endlessly fascinating when they can be observed — even as estranged or “mirrored”,
SO a person or a society can get caught in a loop of observing one’s mirror image,
one’s inverted double, and according to myth, this can make us dysfunctional or
desubjectified in relation to society, a bit like the uncanny.

In films that, on one level, are so much about optics and the ontology of the gaze,
mirrors and reflections are an integral part of narration and of structuring the film. So
when this is mentioned within a film, it is away to comment on the film itself, the
processes of the image and the gaze, and of course also about the way social or
economic material can occur within the filmic image. As Foucault observed, an
interesting aspect of the mirror is of course as an object that facilitates another space
that reads and comments on our situation — physical or societal. In this elaboration
of the ‘heterotopia’, Foucault explains that while the mirror image can be seen as a
Utopia — a non space that does not exist in society — the mirror itself as a physical
object that creates this reflection is a heterotopia a non-space of deviation or crisis
that exists and is produced within society. This is something | think about in relation
to both my films and my installations. With “Cloaked Mirror Body” the reference was
not the same as in the films, but come from the sci-fi literature of Samuel Delaney,
and his ideas of new configurations of place, subjectivity and sexuality. Cloaking and
mirroring can be two different ways of hiding something, but in a sci-fi way, it can
also be a fantasy of being able to take on different subjectivities and perform
different bodies or identities. So what you are left with is an agency, a process of
subjectivity that can take on different desires.

Relation of the character with its surroundings:

In the movie “Abyss”, we see two different worlds; Olympic Village construction as a
macro-space where large-scale interventions are realized and a public market, as a
micro-space where intimate interpersonal relationships take place. The main
character goes between these two places but reacts to these two different mediums
similarly. What is specific with the choice of these two different places and its
relationship with the character’s inner world?



What | thought was that Okwui’s character in Abyss, “O”, was to be floating through
the piece, not really being grounded, unlike the other characters. Even when she is
acting in her world it is like a fantasy (robbing the store with words). But she has a
physical problem that presents itself with her leg (narrated in the gym and in the
park), so physicality catches up with her. At the same time she is undergoing and
witnessing economics exchange in her surrounding world; exchanges of money,
bodily fluids, goods and physical aggressions which are littered through the film. So
she is implied and understands that but she also never settles, as if she is not in at
her base, her turf. There is a sense that she is not in control, and that her activity
does not change that reality. But what she can do is move. The processes she goes
through are not just relating to something external, but they are about internal
processes. She narrates the world around her in material details but then in another
scene drifts into hallucinatory psychological observations.

Individual in a city / individual vs. city:

The characters’ relationship with each other and the city (whether they belong to
those spaces or not) are ambiguous and it seems that this is a deliberate decision.
How do you interpret the position of the individual in the city?

My point with using the city is not that different subjectivities don’t occur in the
countryside, or that the large contemporary or historical changes of society aren’t
apparent in a rural area — of course they are. My use of the city is partly caused by
that | have always lived in relation to a city, and partly because a city provides a visual
and social density, which makes it easy for me as an artist to show, within a frame or
a visual sequence, the opposing claims upon the public or private spaces that we use
or occupy. The individual in the city (as in the countryside) can be many different
things. Of course a particular aspect of the histories of the cities is that they are
condensed destinations of desire and need, for people that come from other places.
For economic, social or political reasons, migrants mostly move to cities. But of
course there are also people within cities with strong ties that grew up in families
that had been there for generations. Some cities make you feel like you belong there
after two weeks, others will make you feel like a stranger after 30 years. There is
nothing singular to be said about the relationship that one can have to a city as an
individual. What interests me is that the relationship between an individual and a
place is so tied to processes of change and of history. The habits and conventions of
your society are not just marked by contemporary change but by a history of change
and movements of people. Migrations of people, habits, money and culture, of
violence and peace. All processes that people live their lives through and that marks
their ability to influence their situation. Within the cities, also, you have the strong
and apparent, axis between micro and macro as you mentioned in your other
guestion. Take NYC as an example, with strong and effective grass roots political
organizations that are important in small communities but that will never have a
chance of getting political power in the city at large. Apart from being the everyday
reality of most of the people on earth, to me, a city reveals and makes visible many of
the main struggles in contemporary society and the different access to power and
determination that people have.



5. Expectations form an urban space:
A character in “Tripoli” states that “beauty or the ugliness of the space is not
relevant; what is important is if it’s safe and full of people.” In these means, what
should the priorities be in an urban space?

Well, that statement is only that of one character, as one opinion, in the site of
Niedemeyer’s unfinished complex. The point is that in the social setting, perhaps
usage and how something takes part in the city is more important than how it looks.
The character says that if you come into an empty restaurant you are more
concerned if it is safe to eat there than if it has good architectural qualities. In recent
years there has been such an emphasis on prestigious architecture, often in “new
rich” liberal circumstances. Some of these buildings are amazing, but many leaves
one cold, because all they represent is economic or cultural power or provincialism.
This is of course a source of alienation or attachment depending on which side of the
signification divide you find yourself — to what degree you have access to the power
represented. In the film Tripoli, the relationship to architecture is of course both
melancholic and traumatic, since the optimistic and ambitious project of Niedemeyer
was never completed because of the war. The auditorium became instead an
ammunition storage, a viewing platform a military helicopter landing pad etc.

When | am in the question of architecture, perhaps we could see a bit more micro-
architecture, small involvements in people’s every day, on a scale that is closer to the
scale of people’s bodies. In my end of the world, | think that architects should
become more engaged with the spaces in between buildings, all the spaces that are
negatively defined by buildings. These are the spaces that we have access to, that we
move through in our way through our every day lives. Or perhaps we can get a new
breed of radicalized landscape architects that are not merely putting some plants and
gravel around the “main” architectural projects, the buildings, but that work
independently with the social dynamics of the public spaces in between. So | see |
didn’t really answer your question, but to answer bluntly, | think the priorities in
urban space are primarily social: To make the movement and care for people work,
and to make spaces in which different social groups and desires can latch on.

6. Exhibition space as a part of the artwork itself:
You make the exhibition space a part of the artwork. You design it. You reflect the
anxiety and the entrapped feeling in your movies to the viewer in the microcosm of
the exhibition space. How do you perceive and generate the relationship of the
“spaces” in the movie and the “exhibition space” of the viewer?

They develop in parallel: When | am working on a film, | am often also developing an
interest in a particularized place. Previously it has been night clubs or sex clubs, then
parks and squares, and recently different types of fenced off areas. While | used to
think of my installations metaphorically kind of like holograms, 3d optical
representations of real social spaces, and | used to try to quote the spaces quite
literally, | now do not see the need to be so literal in the quotation of social spaces in
the installations, and used a more suggestive and looser approach, where the issues



are at play rather than declared. But in any case, an interest in particular places
develop alongside working on a film, sometimes inspired by the process of the film,
and then in an installation this is brought together.

Now, the reason for bringing these two things together in an exhibition has to do
with an interest in the body of the viewer, and the experience of the viewer as a
physical and psychologically moving being. This movement also creates shifts in how
one relates to an object and in the character of the object you relate to. You might
thing of the idea of parallax, in which the movement is not only a movement which
changes the perspective on something, but in fact, there is an ontological shift in
what you are observing when you move. It changes and so do you because of the
movement. This dynamic is good to keep in mind when working on an installation
and when it relates to specific signifiers — say that of international corporate
architecture or simply in relation to another body in the space that you are in. So |
am quite interested in involving the viewer as someone who is seamlessly digesting,
interpreting and producing the installation to a degree — through movement and
attention (or lack of those). Then there is also another part of the dynamic of the
exhibition space: In an exhibition context, and in particular with time based media,
one has to be aware of the attention and concentration of the viewer, and think of
the possibility of the viewer to concentrate on e.g. the film. It will not work, for
example, for me to have Abyss, which is 43 minutes long, just projected on a wall
immediately opposing the entrance doorway of an exhibition room. You have to
come to that moving material, after settling into the space, and into a depth of the
installation where you cannot negotiate the film with one foot outside and one foot
inside of the gallery space. It has to be a place that allows you to sink into the film if
you want to do so.

Working with the installations like this, allows the film and the architectural elements
to form a work together, even if one only sees a scene of the film but moves through
the space to see it.



