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MADDE-ISIK

“Plastik” sanatlarin dogusu, maddelerin kullanimina bagli olarak gergeklesmistir: pigmentlere
bulanmis bir el izinin ya da fisildanmis pigmentlerden negatif bir sesin kullanimina. Bu pratik
en karmasik resimler ya da heykellere kadar sirdirmistir varligini.

Yaratim sirecinde ortaya konan insani enerjiyi, seramik ve metal isinde gereken SICleIQIJ/G
da vitraylardaki giines 1sigini bir yana birakirsak, sanatsal sirecteki enerjinin varligi asgaridir.

Enerjinin, mekanik bicimiyle yarahc sirece dahil olmasi icin jacquemart'lari, otomatlari ya da
yansitici makineleri beklemek gerekir ve bu noktada bile, ickin bir yaratici kaynaktan ¢ok sanat
yapitlarinin devinimi igin bir dayanak séz konusudur.

Bu streklilik icerisinde, gegen yizyll, sinema sanatiyla birlikte, enerjinin yine mekanik, ama ayni
zamanda en ari bicimiyle, 1sik araciligiyla, sanatla bitinlesmesine taniklik eder.

Yeni medyalarin gelisimi bu yénelimi vurgulamakla kalmistir, bunun en popiler ifadesi de bedenin
yok olusunun maddenin yok olusuyla birlestigi, bu yolla tarihin, uzamin ve zamanin yok olusuna
vardigi sanal dinyadir.

Bircogu yeni medyalarin en biyik ustalari olan sanatgi, ne kadar parlak olursa olsun tek bir
yola kapanmayi d%j,sﬂnmez ve deneyimleri geregi kati, sivi ya da gaz olsun, maddeyi sanatsal
anlohmﬁurlno yeniden katmakta duraksamazlar, maddeyi isikla ya da elektronik gérintiyle
carpistirmak ya da onlarla oynatmak pahasina da olsa.

Kimi yapitlar maddeyle 1sik arasindaki fasilada kendini gdsterecek, kimileri de bunlarin sirtismesiyle
ortaya ¢ikacakhr.

Bazilari icin, madde orada 1sik olacak, bazilari icinse 15tk orada madde olacaktir.

MADDE-ISIK, daha sezgisel, daha fiziksel, daha duyusal, bedeni ve duyumlarini sanat s6z
konusu oldugunda terk etmemeleri gereken yere yeniden koyan bir yaklasim dogrultusunda,
elekironik akademizmleri silip sipurecek bu yeni yénelimin tanigi olacaktr.

MADDE-ISIK sergisi iki bolume ayrilmishr:

Birinci Bolim - Kusatlma

Birinci balum, tarih dncesi magaralarina dek uzanan panoramik gérinti gelenegini ele almakta.
Buradaki yapitlar panoramayi stereoskopi ve etkilesim teknolo]iﬁeri araciligiyla genisletir ve bu
tekniklerle ekran-izleyici iliskisini dnce kirmak, ardindan da timiyle enigen kurmak igin yeni
anlat formlari gelistirir. Bu balimdeki sanatcilar klasik ekranin kisitlarindan kendilerini kurtarmaya
calisir, bunun icin de yansitilan gérintiyle fiziksel yansitma yiizeyinden koparir, uzama dogru
ceker ve onu bicimlendirirler.

ikinci Bolom - Fiziksel Sanallik

lkinci bslim, Madde ve Isik arasindaki iliskiyi organik bir bicimde dile getirmek icin fiziksel
medyayi kullanan daha “somut” bir dizi yapit sunar. Bu yapitlarda kullonﬁan medya arasinda
bir mirekkep televizyonu, elle odaklanmis binlerce mikro-aynadan olusan bir panel ve gi¢li
istk demetleriyle aydinlatilan, yizeyi titresimli bir su kabi bulunuyor.

Richard Castelli
Kirator



MATIERE-LUMIERE

From the earliest pigment hcndrrints on the cave walls of prehistory, to the most sophisticated
paintings or sculptures, the visual arts have almost exclusively dealt with the articulation of Matter.

If we set aside the human energy expended during the act of creation itself, the heat required
to bake clay or to form metal or the sunlight that reveals stained glass, the presence of energy
in the artistic process is minimal.

The development of mechanized artworks such as the 14™ century Jaquemarts marked the
infegration of energy in its mechanical form into the creative process. However, even then it
served more as a support for the work rather than an intrinsically creative medium.

In the 20" century, with the development of Cinema and Kinetic Art, energy was once again
integrated into art in its mechanical form and, more significantly, in its purest form: Light.

The development of new media and the electronic imo%e has only accentuated this trend, the
ultimate expression of which is the idea of the virtual world where the disappearance of the Body
and consequently of Matter predicts the disappearance of History, Space and Time.

Many of the artists presented here, even those who are among the most accomplished in their
discipline, do not wish to be confined to a single mode of exp%oroﬁon, as promising as it may
appear. As a result of the depth and breadth o? their experience, they are willing to reintegrate
Matter in its solid, liquid or gaseous forms, into their artistic expression,
confronting it with or articulating it through light and electronic media.

Some works reveal themselves in the intersection of Matter and Light; others arise from their
confrontation.

In some of them, Matter becomes Light, and in others, Light becomes Matter.

MATIERE-LUMIERE bears witness to a new direction within the media arts where electronic
academisms are swept aside in favour of a more intuitive, physical and sensorial approach
which returns the Body and its sensations to their rightful place at the centre of the creative act
and the experience of art.

The MATIERE-LUMIERE exhibition is divided into two chapters:

Chapter One - Immersion

The first chapter deals with the tradition of the panoramic image that stretches back to the caves
of prehistory. The works here extend the panorama through the technologies of stereoscopy and
interactivity, developing new forms of narrative with these techniques to first disrupt and then
completely re-imagine the screen-spectator relationship. The artists in this section attempt to
liberate themselves from the constraints of the classical screen by disconnecting the projected
image from the physical projection surface, drawing it out into space and sculpting it.

Chapter Two - Physical Virtuality

The second chapter introduces a series of more "concrete" works that use physical media to
articulate the relation between Matter and Light organically. The media employed in these works
include an ink television, a panel consisting of thousonc}/s of hand-oriented micro-mirrors and
the vibrating surface of a basin of water lit gy powerful beams of light.

Richard Castelli
Curator
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MADDE-ISIK
MATIERE-LUMIERE

Altinci Kat: Fiziksel Sanallik Sixth Floor: Physical Virtuality
*GRANULAR-SYNTHESIS (Kurt HENTSCHLAGER & UIf LANGHEINRICH) - MODELL 5

Altinci Kat: Kusatilma Sixth Floor: Immersion
oUIf LANGHEINRICH - LAND

Besinci Kat: Fiziksel Sanallik Fifth Floor: Physical Virtuality
*Erwin REDL - MATRIX I

Dérdinct Kat: Fiziksel Sanallik Fourth Floor: Physical Virtuality
¢Christian PARTOS - AQUAGRAF
¢Christian PARTOS - M.O.M.
¢ Christian PARTOS - STEP-MOTOR ANIMATIONS

ikinci ve Uciinci Katlar: Fiziksel Sanallik Second and Third Floors: Physical Virtuality
eThomas McINTOSH, Emmanuel MADAN & Mikko HYNNINEN - ONDULATION

Birinci Kat: Kusatilma First Floor: Immersion

eSarah KENDERDINE & Jeffrey SHAW - YER-TURKIYE PLACE-TURKEY
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GRANULAR-SYNTHESIS
Kurt HENTSCHLAGER & Ulf LANGHEINRICH
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GRANULAR-SYNTHESIS Avusturya
Kurt HENTSCHLAGER & Ulf LANGHEINRICH

MODELL 5

MODELL 5'in ilk versiyonunun promiyeri 1994'te ICA Londra'da gerceklestirildi ve dijital videoyu
tiyatro ortamina getiren en gizel deneylerden biri olarak tanimlandi. Graniler sentez adi verilen
bir ses tasarim tekniginin ilkelerinden yola ¢ikan ama tekil video karelerinin (ses ve gérsel icerik)
olduk¢a sisman grenlerine uygulanan bir teknik kullanan

GRANULAR-SYNTHESIS, performansi gerceklestiren Akemi Takeya'nin birkag yiz ifadesinden
hareketle, dokunma mesatesindeki alter egoyu ¢ildirmiscasina arastirmayi basariyor.

Temel bir ses/video kaydi dizisinde her kare (sonik bilginin yani sira onun gérsel temsilini de
icerir), yapay topluluklar ve medya yapilari kurmak amaciyla yeni sekillere sokulmak Gzere
sinirsiz bir kopyalama imkéani sunan bir medya grenidir. Bir grenin icerigi gercek bir anin
érneklemi/taramasiysa dne ¢ikar ve yeniden islenmisligiyle ve yerinden oynatilmis olmasiyla
izleyicinin dikkatini ceker. Dramayi yaratan da bu zaman temelli midahaledir. Zaman bir alan
haline gelir, sireyle tanimlanmis, yapilar araciligiyla tasarlanms, icinde klonlanmis fragmanlar
bulunan ve boylece bir 1zgara, bir ag, bir doku olusturan bir alan. Zamani kontrol etme ve
yonlendirme becerisi, dgelerin kendi tarihlerinden siyrilmalarina ve yinelenen bolinmeler ve
tekrarlarla mekanik, nedensiz ve anlamsiz bir hale dénismesine izin veriyor. Her ne kadar
izleyicinin yapitla ilgili algisi ve alimlamasi yansitmanin aynasina odaklansa da ve yeni bir
bicimde siralanmis imgelerin dramasina kafa yorsalar da, bizim diger konumuz, makinenin
porcmsiieli: sinirsiz varyasyonlar yaratma ve neden-sonug iliskilerinden bagimsiz gérinen yapilar
uretme konusundaki temel kapasitesi. GRANULAR-SYNTHESIS'in estetik konsepti, 1999'dan beri
gorsel-isitsel soyutlamanin tam bir insasina, dijital olarak tretilmis imge ve seslere dogru ilerliyor.
"Gercek” figuratif gorintiler kullanmamak, verili bir 6zgin sirekliligi yapibozuma ugratmak

oluyla yeni bir duygulanim yaratmak secenegini ortadan kaldiriyor. Graniler sentezdekine
genzer, zaman temelli ve geliskin bir uygulama (bizim video akisina uygulanmasindan anladigimiz
bicimiyle) arhk néron ve duyu dizeyine sesleniyor. Bu konseptin “gerceklik” rneklemlerine
ihtiyaci yok, hatta insanin zamanla ilgili bilincini yitirmesine ydnelik o daha derindeki deneyimi
rahatsiz ettikleri bile sdylenebilir.

Katkida Bulunanlar

Modell 5 - GRANULAR-SYNTHESIS (Kurt Hentschlager ve Ulf Langheinrich)

Orneklem iretim performansi: Akemi Takeya )

Cesitli AVID Suite'leri kullanilarak, 1994-1996 arasinda Ingiltere ve Avusturya'da montajlanmistir.
Yapimci: Mike Stubbs, HTBA (Hull Time Based Arts), Hull, Ingiltere.

Yapim Ortagi: PYRAMEDIA, Viyana.

Maddi Destek ve Sponsorluk:

Avusturya Bilim, Arastirma ve Sanat Bakani kiratéry Stella Rollig

Avusturya Bilim, Arastirma ve Sanat Bakani kirratéri Markus Briderlin

ArT(hinl]edio Institute Linz, Arts Council of England, BMWFK-Avusturya Bilim, Arasirma ve Sanat
Bakanhg:

BMAA - Avusturya Disisleri Bakanligi, FISCHER Film Linz-Viyana

Kulturabteilung Land Niederosterreich, Kulturamt Stadt Linz

Medienwerkstatt Viyana, MEDA-Gori Misyonu, Oberdsterreich Kultur, Wien Kultur
WUK-Werkstatten und Kulturhaus Wien, Yorkshire & Humberside Art Board

Ozel tesekkiir:

Mike Stubbs, Bettina Bartsch-Herzog, Christine Boehler, Birgit Flos, Verena Formanek, Werner
Frey, Kurt Hennrich, HILUS, Dirk Langheinrich, Zelko Wiener



GRANULAR-SYNTHESIS Austria
Kurt HENTSCHLAGER & Ulf LANGHEINRICH

MQODELL 5 Turkish Premiere

MODELL 5, whose first version premiered in 1994 at the ICA London has been described as
one of the most beautiful experiments in bringing digital video to a theatrical setting. Using a
technique derived from the principals of the sound design technique called granular synthesis
but applied to the rather fat grains of single video frames (visual content and sound),
GRANULAR-SYNTHESIS manages to evoke from a few expressions on the face of the performer
Akemi Takeya, a frenzied exploration of the alter ego within touching distance.

In the chain of a basic audio/video recording, any single frame (containing the sonic information
as well as its visual representation) is a media grain available for unlimited copying into new
patterns, with the aim of composing artificial assemblies and media structures. If the content of
a grain is a sample/scan of real moment it would be prominent and made aware to the viewer
in its re-manipulation and displacement. It is this time-based intervention which creates the drama.
Time becomes a territory. defined by duration and designed through structures, using cloned
fragments within, and so forming a grid, a web, a tissue. The ability to control and manipulate
time allows the elements to lose their history and with repeated fragmentation and repetition
become mechanical, reasonless and meaningless. Although the public's reception and perception
of the work focus on the mirror of the projection and dwell in the drama of the newly stringed
images, our other concern is the potential of the machine: lts fundamental capacity to create
unlimited variations and to generate structures which seem independent of causal orders. From
1999, GRANULAR-SYNTHESIS' aesthetic concept has been moving towards the complete
construction of audiovisual abstraction, to digitally generated images and sounds. Not using
“real” figurative footage denies the option of rendering a sensation by deconstructing a given
original continuum. The sophisticated time based treatment as found in the granular syn%esis
(as we understand it applied to a video stream) is aimed now on a neuronal and sensorial level.
This concept does not need “reality” samples, they even disturb the deeper encounter of losing
one's consciousness about time.

Credits

Modell 5 by GRANULAR-SYNTHESIS (Kurt Hentschlager & UIf Langheinrich)

Sample session performed by Akemi Takeya

Edited on various AVID Suites in England and Austria between 1994-96

Produced by Mike Stubbs, at HTBA (Hull Time Based Arts) in Hull England.

Co-produced by PYRAMEDIA Vienna.

Funded and sponsored by:

The Curator of the Austrian Minister for Science, Research and the Arts, Stella Rollig

The Curator of the Austrian Minister for Science, Research and the Arts, Markus Briderlin
Archimedia Institute Linz, Arts Council of England, BMWFK - Austrian Ministry for Science
Research and the Arts

BMAA - Austrian Ministry for Foreign Affairs, FISCHER Film Linz-Wien

Kulturabteilung Land Niederssterreich, Kulturamt Stadt Linz

Medienwerkstatt Wien, MEDA-Mission for vision, Oberdsterreich Kultur, Wien Kultur
WUK-Werkstatten und Kulturhaus Wien,Yorkshire & Humberside Art Board

Special thanks to:

Mike Stubbs, Bettina Bartsch-Herzog, Christine Boehler, Birgit Flos, Verena Formanek, Werner
Frey, Kurt Hennrich, HILUS, Dirk Langheinrich, Zelko Wiener
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GRANULAR-SYNTHESIS

Kurt Hentschlager (1960) Chicago (ABD)'de yasiyor.
UIf Langheinrich (1960) Akra (Gana) ve Viyana (Avusturya)'da yasiyor.

GRANULAR-SYNTHESIS olarak 1991-2002 arasinda birlikte calistilar.
GRANULAR-SYNTHESIS, videonun ses, sesinse video haline donistigu tek bir medyada video
ve sesi birlestirmeye calisan gérsel-isitsel medya sanateilarindan olusuyor. Bu girisimin dnemli
bir parcasi olorol gercek zamanli video yazilimi ve zellestirilmis bilgisayar donanimlari
gelistiriyorlar. Bu sayede videoyu bir mUziZcIeti olarak calmak ve videoyu \(Ullonorok beste
yapmak mimkin oluyor. Cogu zaman senfonik &ézellikler tasiyan performanslari ve uzam icinde
uzam enstalasyonlariyla GRANULAR-SYNTHESIS, izleyicilerini cepecevre kusatan, sesalti 1sik
frekanslarini yogun bir bicimde kullanarak onlara kelime anlamiyla dokunan ve
insanin duyu organlarini alt Ust eden elektronik duygu makineleri yaratiyor.

Kurt Hentschlager (1960) lives in Chicago (USA)
UIf Langheinrich (1960) lives in Accra (Ghana) and Vienna (Austria).

They have worked together as GRANULAR-SYNTHESIS from 1991 to 2002.
GRANULAR-SYNTHESIS are audiovisual media artists, that strive to fuse video and sound into
one medium where video is sound and vice-versa. As an important part of this undertaking they
develop real time video software and customized computer configurations. This allows for p?oying
video as a musical instrument, to compose with video in a musical manner. With their often
symphonic performances and space within space installations GRANULAR-SYNTHESIS create
electronic emotion machines, that surround, immerse their audience, overwhelm the human
s}(\ansory apparatus by massive use of subsonic and penetrating light frequencies, literally touching
the visitors.

Odiller Awards
1995 Grand Prix ARTEC 1995 (Japonya Jgpan)
1993 Federal Avusturya Medya SanotK:rl Odiilu Federal Austrian Prize for Media Art

www.Eronulcrsynthesis.info
www.kurthentschlager.com
www.langheinrich.info
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SCII'C!h KENDERD'NE Yeni Zelanda
Jeffrey SHAW Avustralya

YER-TURKIYE

YER-Tirkiye, kahlimcilari ¢ boyutlu panoramik fotograf gériintileri ve dramatik sinematografik
olaylardan olusan sanal bir dinyada cisimlesmis bir yolculuga davet eden, etkilesimli bir
enstalasyon. Kiltirel zenginlikleri \éir araya getiren bu enstalasyonun gérintileri, 49 mekénda
cekilmis 170 stereogratfik panoramik fotograf ve 10 adet 360 derece belgesel video
performansindan olusuyor. Bu sira disi mekén?orln ve canli anlatilarin etrafinda dolasan sanat

apiti kullanicilar, yabanci diyarlarda ve tanidik yerlerde ilerliyor, rastlantilarla belirlenen bir
Ke§if, tanidiklik ve karsilasma yolculugu ﬁqplyor. Halk ozani Asik Veysel'in dizelerini yankilayan

ziyarefci, bu yerlerin psiko-cografyasina keskin bir gézlemci, yorumcu ve disiinir olarak katiliyor:

Kirk dokuz yil bu yollarda
Ovada, dagda, ¢dllerde

Dismusem gurbet ellerde
Gidiyorum gindiz gece.'

Sahneler ve olaylardan olusan bu gérsel dinya, ambisonik 360 derece kayitlarin yarathgi
uzamsal bir ses alaniyla ve Kalan Mizik arsivlerinden 6zel olarak secilmis bestelerle destekleniyor.
Bu ses uzami, panoramik mekanlarin katmanli ve karmasik tarihlerine isaret eden kompozisyonlariyla
tarihsel, geleneksel ve cagdas yorumlarin bir bilesimini barindiriyor.

YER-Tirkiye enstalasyonu, izleyicinin kiltirel dinyaya yénelik anlahsal kesifte yer alisini dile
getirmek icin yaraticr bir gérsellestirme ve etkilesim ortami kullaniyor. Bu da Jeffrey Shaw'un
1995'te, “PLACE-A User's Manual” adli son derece dnemli enstalasyonu icin buldugu sanatsal
bir paradigmaya dayaniyor. Sarah Kenderdine'in da katiimiyla bu platform 2006'da,
PLACE-Hampi enstalasyonu icin, &ncii nitelikteki G¢ boyutlu panoramik fotograf ve animasyon
kullanimiyla yenilendi. YER-Turkiye icin yeni uygulama yazilimlari ek etkilesim islevselligi saglyor,
stereo panoramik fotograflariysa yiksek tanimli 360 derece sinematografiyle giiclendiriliyor.

YER-Turkiye'nin etkilesim ortami, 360 derecelik panoramik bir ekran, ortasinda da izleyiciye
yansihlan gdrintiyd silindirik ekranda hareket ettirme imkéni veren motorlu bir platform var.
Bu platformda duran izleyici platformun sola ya da saga dénmesini kontrol edebiliyor, bu da

latforma bagli projektérleri déndiriyor. Kullanici arayiizinde, izleyicinin o anki konumunu
Eeﬁrten dinamik bir haritayr gésteren bir LCD ekran, platformu déndirmek icin iki kol ve ekrandaki
kusatici sanal dinyalar icinde ileri, geri, yukari ve asagi yonlerde gérsel hareketlerini kontrol
etmeleri icin digmeler bulunuyor. Arayiize takili bir mikrofona konusan ziyaretci, bu sanal
dinyadaki hareketlerini G¢ boyutlu bir siir olarak izleyen, énceden hazirlanmis metinleri de
etkinlestirebiliyor.

YER-Tirkiye'de “dolasmak”, Sufi sema ayinlerindeki dénmeyle, ¢cémlekginin carkiyla, Panorama
1453'0n icindeki ziyaretcilerin déne done dolasmalariyla cisimlesmis bir benzerlik yaratiyor.
YER-Turkiye bitin izleyicileri kinestetik olarak icine alan kusahici ve yenilik¢i bir anlahsal
deneyimdir, operatdr yansitilan gérintiyi panoramik ekranda déndirdikee, kapali alan igindeki
ziyarefciler bir daire Gzerinde ilerler. Bu sekilde gercek uzamdaki fiziksel hareketleri, gercek
ve sanal gegis bicimlerinin bedensel olarak bir araya gelmesinden olusan sanal uzamdaki
hareketleriyle proprioseptif bir eszamanlilik gésterir. Bu d% izleyicinin,

YER-Tirkiye'nin estetik ve kavramsal yapisi tarafindan kusatilma, o yapi icinde yer alma ve
yapiyla iliski kurma seklindeki yogun deneyimi yasamasi icin, yerin ¢ boyutlu temsilinin gercek
ve sanal bicimlerinin bir araya gelmesiyle desteklenir.

'Asik Veysel Satiroglu, Uzun ince Bir Yoldaym.



SGI‘CII‘] KENDERDINE New Zealand
Jeffrey SHAW Australia

PLACE-TURKEY World Premiere

PLACE-Turkey is an interactive installation that invites its participants to make an embodied
journey in a virtual landscape of 3D panoramic photographic scenes and dramatic cinematographic
events. In a constellation oFﬁ:ulturol richness, its imagery comprises forty-nine locations incorporating
one hundred and seventy stereographic panoramic photographs, and ten 360-degree documentary
video performances. Circling around these extraordinary locations and lively narratives, the
users of this artwork make their way through foreign lands and familiar places in a fortuitous
voyage of discovery, familiarity and encounter. Echoing the nomadic poet Asik Veysel, the visitor
participates in this psycho-geography of places as an acute observer, commentator and
contemplator:

Forty-nine years upon these roads,
On desert plain, on mountain height,
In foreign lands | make my way,

| walk all day, | walk all night'

This visual landscape of scenes and events is conjoined to a spatial sound field of ambisonic
360-degree recordings and, with musical compositions specially selected from the archive of
Kalan Music Inc. The soundscape encompasses a fusion of Eistoric, traditional and contemporary
Iinterpretotions, whose compositions signify the layered and complex histories of the panoramic
ocations

The PLACE-Turkey installation uses an innovative visualization and interaction environment to
articulate the viewer's co-presence in the narrative discovery of cultural landscape. This is based
on an artistic paradigm invented in 1995 by Jeffrey Shaw for his seminal installation PLACE-A
User's Mcmua?. In conjunction with Sarah Kenderdine this platform was renovated in 2006 for
stereographic projection on for the PLACE-Hampi installation, with its pioneering use of 3D
panoramic photography and animation. For PLACE-Turkey, new application software provides
additional interactive functionality and its stereo panoramic photography is now augmented by
high definition 360-degree cinematography.

PLACE-Turkey's inferaction environment is a panoramic 360-degree screen in the centre of which
is a large motorized platform that allows tﬁe viewer to rotate the projected image around its
cylindrical screen. Standing on the platform the viewer can control the rotation of the platform
to the left and to the right, which in turn rotates the projectors mounted on this platform. The user
interface has an LCD screen which shows a dynamic map of the visitors momentary location,
two handles to rotate the platform, and buttons that allows the viewers to control their forwards,
backwards, up and down visual movements within the immersive virtual worlds on the screen.
By speaking into a microphone mounted on this interface the visitor is also able to release
prescribed texts in the virtual world, which traces their movements in that space as a three
dimensional poem.

'Going around' in PLACE-Turkey invokes embodied analogies to a whirling in the Sufi sema,
the potter throwing at his wheel, and the circumambulations of visitors inside the Panorama
14531 PLACE-Turkey is an immersive and emergent narrative experience that kinesthetically
engages the entire audience, and as the operator rotates the projected image around the
panoramic screen, visitors within the enclosure walk around to follow its circular path. In this
way, their physical actions in the real space have proprioceptive concurrency with their movements
in the virtual space, a corporeal conjunction of real and virtual modalities of passage. This is
then reinforced by the conjunction of real and virtual modalities of 3D representation of place,
to afford the viewer an infense experi ence of immersion, presence

and engagement in the PLACE-Turkey's aesthetic and conceptual construct.

'Asik Veysel Satiroglu, The Road, translated by Nermin Menemencioglu.
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Katkida Bulunanlar Credits

Siparis Commissioned by Borusan Holding - Yapim ortagi Co-produced by Epidemic Paris
Destek Supported by Museum Victoria, City University Hong Kong, Kalan Mizik

Konsept, tasarim ve tretim Concept, design & production

Panoramik fotograflar Ponoromiccsahotogrcphy
Panoramik videolar Panoramic videography

Ses alani kayitlar Audio field recordings

Grafik uygulama yazilimi Graphics application software
Ses tasarim yazilimi Audio design software

Mizik Music courtesy of

Mizikolog Musicologist

Metinler Texts

Video post-prodiksiyon Video post-production

Fotograf post-prodiksiyon Photography post-production

Platform Mihendisligi Platform Engineering

Alan hizmetleri ve lojistik Fieldwork facilitation and logistics:
- VIP Tourism

- Borusan Holdings

- Rehberler Guides

- Siriiciiler Drivers

Panoramik video performanslari Panoramic video performances
Meddah (Borusan Mizik Evi Borusan Music House)

Direktdrle Soylesi Interview of the Director

(Topkapi Sarayr Mizesi Topkapi Palace Museum)

SercmiE Sanateisi Ceramic Artist (Chez Galip)

Prova Rehearsal G. Mahler: 6. Senfoni Symphony No.6

(Borusan BMW sergi salonu Borusan BMW showroom)
Semazenler (Sirkeci Tren Gari Sirkeci Train Station)

Kardeslik Semahi & Aliyar Semahi

Sarah Kenderdine, Jeffrey Shaw

Ben Healley, Sarah Kenderdine
Paul Bourke, Sarah Kenderdine,
Jeffrey Shaw

Sarah Kenderdine, Cedric Maridet
Gideon May

Cedric Maridet

Kalan_Music Ltd and Hasan Saltik
Ulas Ozdemir

Asik Veysel Satiroglu

Tam Wai Kai

Ben Healley, Paul Bourke,

Sarah Kenderdine

Huib Nelissen

Melis Hanci

Ahu Kara . .

Vahdi Ozen, Irfan Olmez

Kudret Yerdekalmazer, Adem Dogan,
Tuncay

Caner Bi_lEiner
Prof. Dr llber Ortayli

Galip Korikeu

Borusan Istanbul
Philharmonic Orchestra,
Conducted by

Sascha Goetzel
Mevlana Semazenler
The Whirling Dervishes
Bektasi Semahi:
Hacibektas Veli Museum



Kalan Mizik besteler compositions

Ahenk 1: Murat Aydemir, Derya Tirkan

Bezmaré - Yitik Sesin Pesinde: Bezméra Toplulugu

Bir Omir Sadece; Suren Asaduryan

Bir / Eski Nisan: Incesaz .

Bizans Mizigi: 78 Devir Tasplaklarda Orfeon-Odeon Kayitlari (1914-26): lakovos Nafpliotis
Cello Invocations: Ugur lsi

Cello Unveils Anatolian Spirit: Ugur Isik

Dini mizik, halk mizigi: Stryaniler .

Ege ve Balkan Danslari: Anatolia: lhsan Ozgen

Fuad: Erkan Ogur, Djivan Gasparyan

Hasbihél: Dertli Divani

Hemavéaz: Kardes Tirkiler .

Hig: Erkan Ogur , Okan Murat Oztirk

Inceden Ince: Osman Aktas

Minstrel's Era: Renaud Garcia Fons, Ugur Isik, Derya Tirkan -
Miras / Herigate: Samim Karaca, Aziz Senol Filiz, Birol Yayla, Taner Sayacioglu, Litfiye Ozer
Pervane: Yansimalar, Aziz Senol Filiz, Birol Yayla

Rembetika: Ask, Gurbet, Hapis ve Tekke Sarkilari .

Resat Aysu Saz Seméileri: Taner Sayacioglu, Osman Nuri Ozpekel

Ruhnivaz Ruha Dokunmak: Mehmet Refik Kaya

Sah Hatayi Deyisleri: Hissein Albayrak & Ali Riza Albayrak

Serzenis: Yansimalar, Aziz Senol Filiz, Birol Yayla

Ten ' Tende: Yarkin Tirk Ritm Grubu

Ten /. Skin: Yarkin Tirk Ritm Grubu

Uc / Istanbul'a Dair: Incesaz

Umutsuz: Cihat Askin

Yazi Tura: Erkan Ogur

Tesekkirler Acknowledgements )

Ministry of Culture and Tourism; Panorama 1453 Museum, Istanbul; Kilic, Ali Pasa Camii
(Selman Okumus); Mevléna Education and Culture Association, (Baskan Adbilhamit Cakmut,
Chairman) & (Akin Cakmut), Konya Il ve Turizm Midirligi Department Director, Culture and Tourism
Directorate, Konya, (Adnan Tanur), Armagrandi Spina Hotel, Istanbul; Tarihi Karakdy Balikgisi Grifin,
Istanbul, Nasra Teyze, Mardin
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Sarah KENDERDINE

Dr. Sarah Kenderdine diinyanin dért bir yanindaki mize ve galeriler icin etkilesimli ve kinestetik
sanat deneyimleri konusunda en ileri arastirmalari yapanlardan biri ve stereoskopik ve panoramik
kusatici mimarilerle ilgili yeni yeni ortaya ¢ikmakta olan anlatilara odaklaniyor. Melbourne'deki
Victoria Museum'un &zel projeler baskani olmasinin yani sira, Hong Kong'daki City University'de
konuk dogent ve Hong Kong Science Park'taki yeni arastirma meﬁ(ezi olan ALIVE'in (Etkilesimli
Gorsellestirme ve Cisimlestirme Uygulamali Laboratuari) esdirektéri. Strdirdigu arastirmalar
arasinda kilttr kurumlari icin biyuk ¢capl heterojen veri setlerinin 360 derece stereoskopik
mimaride gorsellestirilmesi (kiltirel veri bicimlendirmesi) var.

Sarah'nin 2000'den bu yana yaphgi ¢alismalar arasinda Hampi-LIVE (2010), UNMAKEABLELOVE
(2008), The Eye of Nagaur (2008), PLACE-Hampi (2006), Zoom In Close Up: the Natural World
of Peter Parks (2006), Conversations at the Studio (2006), World Expo AICHI (2005), Sacred
Angkor (2004) ve Virtual Olympia (2000) var. Antik Hampi: Hindu Kralligi'nin Yeniden Canlandirilisi
Immigration Museum, 2008-2010) sergisini tasarlayip kiratérligini yaph, Sanal Oda sergisinin
Melbourne Museum ve 2003-2009 arasinda uluslararasi gezici sergi) proje yonetimini
gerceklestirdi. Miize arkeolojisi ve mize kiratérligu egitimi almis olan Sarah, thlklcr hakkinda
cok sayida yetkin kitap yayimladi. Son kitaplari arasinda Theorizing Digital Cultural Heritage:
a critical discourse, Cambridge: MIT Press, L2007) and Place-Hampi: Inﬁabiﬁng the Panoramic
Imaginary ve Vijayanagara, Heidelberg: Kehrer Verlag, (2010) bulunuyor.

www.place-hampi.museum
www.ummakeablelove.org

Jeffrey SHAW
1944, Melbourne (Avustralya). Hong Kong (Cin)'de yasiyor ve calisiyor

Jeffrew Shaw, yeni medya sanatinin 1960'lardaki performans, genisletilmis sinema ve enstalasyon
paradigmalarindan dogusundan, bugiinki teknoloji temelli ve sanal formlu haline ulasmasina dek
en dncu isimlerinden biri oldu. Yaygin bicimde sergilenmis ve cok iyi elestiriler almis zengin
yapitiyla Shaw, dijital medya teknolojilerinin sanal ve destekli ger(;ek?/ik, kusatici gorsellestirme
ortamlari, navigasyon imkanli sinematik sistemler ve etkilesimli anlat alanlarinda kullanilmasinda
dnciilik efti ve gita yikselten kisi oldu. Amsterdam'daki Evenstructure Research Group'un (1969-1979)
kurucularindan biri ve ZKM Institute for Visual Media Karlsruhe'nin (1 99]—2005) kurucu direktori
oldu. ZKM'de dijital yayin dizisi ArtintAct'i, uluslararasi medya sanati sergilerinden olusan
MultiMediale dizisini, uluslararasi medya sanati sergi dizilerini, yiziin Ustinde konuk sanatci
projesini ve Genisletilmis Sanal Ortam %993), PLAC% (1995) ve Panoramik Navigatsr (1997)

ibi yeni yaratic platformlarin icadini da iceren son derece dnemli bir sanatsal arastirma programini
Eurdu ve yiritti. 1995'te Karlsruhe'deki Staatlichen Hochschule fir Gestaltung'da medya sanats
profesdri oldu.

Shaw'un kilometre tasi kabul edilen yapitlari arasinda The Legible City (1989), The Virtual Museum
(1991), The Golden Calf (1994), Place-A Users Manual (16%95), conFiguring the CAVE (1997)
ve Web of Life (2002) sayilabilir. ZKM Karlsruhe'de, son derece dnemli FUTURE CINEMA
sergisinin es-kiratorligini yaph, sergi katalogu MIT Press tarafindan yayimlandi. Shaw'un
kariyeri, Tiebbe van Tijen, Theo Botschuijver, Dirk Goeneveld, Peter Gabriel, Agnes Hegedues,
David Pledger, The Wooster Group, William Forsythe, Dennis del Favero, Peter Weibel, Jean
Michel Bruyére, Gideon May, Bernd Lintermann ve Sarah Kenderdine gibi sanatcilarla birlikte

erceklestirdigi calismalar agisindan da dikkate deger. 2003'te Australia Council Federation
gursu kazanarak Avustralya'ya dénen Shaw, Sydney'deki University of New South Wales'da
bulunan iCinema Centre for Interactive Cinema Research'i ydnetti ve burada Cupola, PLACE-
Hampi, AVIE, T_Visionarium (ikisi de iCinema Centre ile) ve UNMAKEABLELOVE gigi éncu sanat
yapitlari retmeyi sirdirdi. Shaw 2009'dan bu yana Hong Kong'daki City University'de Medya
Sanati Bélim Baskani ve Yaratici Medya Okulu Dekani olarak gérev yapiyor.

www.icinema.unsw.edu.au
www.jeffrey-shaw.net



Sarah KENDERDINE

Dr. Sarah Kenderdine researches at the forefront of interactive and kinaesthetic art experiences
for museums and galleries worldwide, focused on emergent narrative in stereoscopic and
panoramic immersive architectures. She is concurrently Head of Special Projects at Museum
Victoria, Melbourne and Visiting Assoc Prof. City University, Hong Kong where she co-directs
ALVE (Applied Laboratory of Inferactive Visualization and Embodiment), a new research facility
at the Hong Kong Science Park. Current research includes the visualization of large-scale
heterogeneous datasets for cultural organizations in 360-degree stereoscopic architecture (cultural
data sculpting).

Since 2000, her work includes Hampi-LIVE (2010), UNMAKEABLELOVE (2008), The Eye of
Nagaur (2008), PLACE-Hampi {2006), Zoom In Close Up: the Natural World of Peter Parks
(2006), Conversations at the Studio (2006), World Expo AICHI (2005), Sacred Angkor (2004),
Virtual Olympia (2000). She designed and curated Ancient Hampi: The Hindi Kingdom Brought
To Life (Immigration Museum, (2008-2010) and project managed The Virtual Room (Melbourne
Museum ong on-our internationally (2003-2009). By training a museum archaeologist and
museum curator she has published several authoritative books on shipwrecks. Her recent written
work includes the co-authored Theorizing Digital Cultural Heritage: a critical discourse, Cambridge:
MIT Press, (2007) and Place-Hampi: In%abih'n the

Panoramic Imaginary of Vijayanagara, Heidelberg: Kehrer Verlag, (2010).

www.place-hampi.museum
www.ummakeablelove.org

Jeffrey SHAW
Born in 1944, Melbourne (Australia). Lives and works in Hong Kong (China)

Jeffrey Shaw has been a leading figure in new media art since its emergence from the performance,
expanded cinema and installation paradigms of the 1960s to its present day technology-informed
and virtualized forms. In a prolific oeuvre of widely exhibited and critically acclaimed work he
has pioneered and set benchmarks for the creative use of digital media technologies in the fields
of virtual and augmented reality, immersive visualization environments, navigable cinematic
systems and inferactive narrative. He was co-founder of the Eventstructure Research Group in
Amsterdam (1969-1979), and founding director of the ZKM Institute for Visual Media Karlsruhe
(1991-2002). At the ZKM he conceived and ran a seminal artistic research program that
included the ArtlntAct series of digital publications, the MultiMediale series of international media
art exhibitions, over one hundreg artistin-residence projects, and the invention of new creative
platforms such as the Extended Virtual Environment (1993) PLACE (1995) and the Panoramic
Navigator (1997). In 1995 Shaw was appointed Professor of Media Art at the Staatlichen
Hochschule fir Gestaltung, Karlsruhe

Shaw's landmark art works include The Legible City (1989), The Virtual Museum (1991), The
Golden Calf (1994), Place-A Users Manual ?] 995), conFiguring the CAVE (1997) and the Web
of Life (2002). He co-curated the seminal FUTURE CINEMA exhibition at the ZKM Karlsruhe,
the catalogue of which was published by MIT Press. Shaw's career is also notable for his close
collaborations with fellow artists including Tiebbe van Tijen, Theo Botschuijver, Dirk Goeneveld,
Peter Gabriel, Agnes Hegedues, David Fﬁec‘ger, The Wooster Group, Wi||ic1m Forsythe, Dennis
del Favero, Peter Weibel, Jean Michel Bruyére, Gideon May, Bernd Lintermann, and Sarah
Kenderdine. In 2003 he was awarded a Australian Research Council Federation Fellowship
and returned to Australia to direct the iCinema Centre for Interactive Cinema Research at the
University of New South Wales in Sydney, and where he continued to produce pioneering
artistic works such as Cupola, PLACE-Hampi, AVIE, T_Visionarium

(both with iCinema Centre) and UNMAKEABLELOVE. Since 2009 Shaw is Chair Professor of
Media Art and Dean of the School of Creative Media at City University in Hong Kong.

www.icinema.unsw.edu.au
www.jeffrey-shaw.net
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U H: LANG H E | N RlC H Almanya-Avusturya-Gana
LAND

LAND, dijital yanilsamanin dogasina dair giristigim yeni sanatsal arastrmanin cekirdek
enstalasyonu niteliginde. Herhangi bir tekil nesne ya da Koreketin bulunmadigi, ancak yine de
bu uzamda bu|un§ugu ya da bizzat o uzam oldugu hayal edilen bir maddenin yogunlugunu
tastyan saf ve bisyik uzamlar yaratip bunlari arastiryorum. LAND neredeyse tamamiyla parcacik
sistemi formillerinden ve fraktal girilti hesaplamalarindan yarahldi. Uretici formilin bazi
parametrelerini degistirdiginizde, gu guriltt ya da yogun madde, cesitli taninabilir yapilara ve
tutarliliklara dénisuyor.

Bu malzemenin bir ilk madde, dijital imge yapiminin ayrilmaz parcasi olan birkag temel algoritma
oldugu disintliyor. Izleyiciyi sanalligin tadini cikarmaya ¢ekecek bir mekanizmada caliniyor.
Yalnizca mucidinin imgelemiyle, diiito?ortomln gercekligiyle sinirlanmis oldugu dusunilen kusatici
bir yanilsama gelistiriliyor, boylece dijital ortamin sistematigi de ortaya ¢cikiyor ve acik¢a
sergileniyor. Dijital olarak yaratiimis ve islenmis malzemeye 6zgi matematiksel anlamda kati
monotonlugun 6zgil bir gizelligi var. Yiksek cozinurlukteki incelikleri, projeksiyon aletlerinin
kesin sinirlarini, kusurlarini ve tuhafliklarini zorluyor. Nitekim bunun ayirdina varmak, sanatsal
arashrmalarimin cok énemli bir parcasi haline geldi: duyusal bir sanat deneyimi araciligiyla
dokunma niyetiyle yazilim ve makine temelli “medya sanat”nin kaginilmaz yasalari ve sinirlamalari
arasinda (vaat edilen sinirsiz olanaklarla karsilastirildiginda) bir sirtisme var.

LAND, yaniltci olani yaratma girisimi: ses, yansitilmis sanal madde ve zaman araciligiyla ortaya
cikan, kusatici ve gorkemli belirsizlik duygusu. Gérsel yaratya yaklasimim, ses ve bir bc,s\(o
sonik imgelem konusundaki uzmanligima dayaniyor. Bu soguk, teknolojik ve sentetik gercekligin
ardinda, organik bir sicakhigr olan, derinlikﬁ bir sey bulunabilir. LAND bu tir niteliklere yakin
bir alan, ama orada degil. Bir vaat o, s6z verilenin sonunda yoksanmasinin yol achdi gergin
bir durum. Ciinki bu vaat izleyiciye istenir bir durum olarak sunuluyor; ama bu duruma erisilemiyor.

Dolayistyla LAND negatif bir tlke, dijital grinin sekillendirilisi, bicimlendirilisi; nihai bosluktan,
hiclikten dnceki yogun bélge. Bir duvarin 6nindeki tlke, buginin anavatani.

UIf Langheinrich

Katkida Bulunanlar

Ses, mizik ve gérinti: UIf Langheinrich

Playback software: Dirk Langheinrich

Uluslararasi 8. Liverpool Bienali tarafindan siparis edilmistir.

Dinya prémiyeri: 18 Eylil 2008'de, Uluslararasi 8. Liverpool Bienali'nin bir parcasi olarak
FACT'e (Sanat ve Yaratici Teknoloji Vakfi) yapilmishr.



U |f I.ANG H E | N RlC H Germany-Austria-Ghana
LAND Turkish Premiere

LAND is a core installation in my recent artistic research into the nature of the digital illusion. |
create and explore large, pure spaces devoid of any singular object or gesture yet dense with
matter imagined fo reside in or to be that space. LAND is almost entirely rendered from particle-
system formulas and fractal-noise calculations. By altering some parameters in the generative
formula this noise, or dense matter metamorphoses into various recognisable structures and
consistencies.

This material is considered a primal substance; a few fundamental algorithms that are an integral
part of digital image construction. It is played back on machinery that is meant to allure the
viewer into enjoyment of virtuality. By developing an immersive illusion that is supposed to be
limited only by the imagination of the inventor, the reality of the digital environment; its systematic
is revealed too and c?eorly displayed. There is a specific beauty in the mathematically strict
monotony that is unique to digitally created and processed material. Its subtler?/ in high resolution
challenges the strict limits, flaws and idiosyncrasies of projection equipment. In fact, the awareness
of this has become a crucial part of my artistic research: There is a friction between the intention
to touch trough a sensual art experience and the inevitable laws and constrains of software and
hardware based

“media-art” (as opposed to the endless possibilities promised).

LAND is an attempt to create the illusive: the immersive and sublime feel of uncertainty through
sound, projected virtual matter and time. My approach to visual creation is based on my expertise
in sound and another form of sonic imagination. Behind this cold, technological and synthetic
reality, there may be something viscerally warm: something profound. Land is a territory close
to such qualities, but not there. It is a promise and eventually a tensed state of denial of the
promised. Because the promise is made aware to the viewer as a desirable state; but that state
remains beyond.

Thus, LAND is a negative land, a moulding and shaping of digital %rey; a dense area before
the final empty, before the nothingness. It is a land before a wall, a homeland for today.

UIf Langheinrich

Credits

Image, music and sound: Ulf Langheinrich

Ploy%ock software: Dirk Langheinrich

Commissioned and produced by Liverpool Biennial International 08.

World premiere: 18 September 2008, FACT (Foundation for Art and Creative Technology) as
part of Liverpool Biennial International 08
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UIf LANGHEINRICH

Bosluk, Tislama ve Kontrol - Ulf Langheinrich'in Yapiti Uzerine

UIf Langheinrich'in yapitlarinda baglamlar, toplumsal konumlar, hareketler ve anlamlar énemli
degildir. Imge ve seslerin retildigi araglardan dissal unsurlar cikarilmistir. Bu yapitlar medyadir,
ama somut Eir misyonlar yokrur,'%ﬂgbir sey gorsellestiriimez, hicbir seye mizik yazilmaz. Burada
medyanin nesneselligine, fizigine odaklanir ilgi. Tutarlliklarina yénelik bilgiyi ortaya cikarmak
isteyen, tislama ve boslukla ilgili sorular 6nem kazanir. Zamansal dizlemde tutarlliklari ve
tutarlilik degisimlerini basarili bir bicimde dizenlemek nasil mimkin olurg Her medyanin elinde,
genel tutarliligi tanimlayan, onu kalin, siki, kati, sert yapan malzemeler bulunur. Bu malzeme
tutarliligr Uzerinde yapilan ¢calisma —baska bir deyisle canlandirma- normalde varsayilan
kullanimlardan ayrilan yogunluklar ortaya ¢ikariyor.

Medyay kullanildigi her tirlo sanat yapih, avantaj gozeterek disinilmek, kullanilan aletlerin
teknil elismisliklerine vakif olmak, yeni simgesel arayizlerle calismayr égrenmeyi gerektirir.
Bir mec?yaylo calismak, ancak bir medyayla calismakla momkindir. Bir arag-ortaminin tretebilecegi
6ZEU| estetik maddeselligi anlamak ve tasarlamak icin, bu medyanin belirleyici yonlerini cok
yakindan izleyerek calismaya ve kavramlardan ziyade deneyimlerin ve sezgilerin pesinden
gitmeye karar vermek énemlidir. Her midahale edimi, kaginilmazligin ve séz konusu medyanin
maddeselliginin aracsal dogasinin gereksinimlerini karsilamak zorundadir. 25 kare/saniye, 80
kare/saniyeye esit degildir. Tasarim, bir teknik bilgi bitininden cikip, planlanmis dissal
vygulamalarla degil, her seyden dnce “imgelemin icsel zenginligi”ne yakin bir seyle ilgilenen
kesin “sorusturmalar”a yumusak gegis yapar.

“500 yildir imgeler, patlayacak kadar dolu; bitin evren insani onlarin icine itiyor.” (Sartre)
Medyanin maddeselligiyle sanatsal bicimde ugrasmak, her gin kullaniimalarindan kaynaklanan
asiri anlam yiklemesinin imge ve seslerinden kurtulmayi getirebilir. Hepimizi ¢evreleyen aci
verici asir yukleme, imgelerde olabilecek her seyi ayirt etme zorunlulugu ya da bunlari kuﬁlonoqu
birseyler iletme istegi, kacinilmasi gereken seylerdir. Saf beyaz. Saf siyah. Tislama. Bosluk. Hic.
Nesnel, Auflésung'dan (¢cozelti/cozinirlik) gcho az bir soyutlamadir. Soyutlama gercekten de
seyleri ve figirleri formel degerlere sirekli olarak dénistirmeyi becerebilir, ama burada amag,
onlarin soyut bir uzamda soyut hareketler olarak yeniden canlandiriimasidir. Ancak Auflssung,
taninabilir ve adlandinlabilir olan her sey geri cekildikten ve silindikten sonra kalanlar hckklnd%
disiinir. Auflésung dénistirmeyle degil, parcalama siirecleriyle, belirtmenin bélinmesi ve
ortadan kaldirilmasiyla, parametrelerin azaltimasiyla, kaybolusu gerceklestirmekle ilgilidir.
Yiksek Auflésung burada iki anlamiyla éne ¢ikar: daha fazla piksel ve daha az parametre.
Gorilecek seyler drnegdin yizeyler, cizgiler, titresimlerdir; temelde gérsel ve tonal malzemedir.
Ses bir model olarak kullanilir. Ses olmadiginda bile imge yankilanir, ¢inki bir ses olarak
éngdrilmustir. Bu yapitlara belki de en yogun olarak ortaya cikan deneyimlerini veren bir yoni
vardir: tislamalari. Ama insan tislamayi c}leneyimleyebilir mi, yani anlayabilir mi2 Anlami ortadan
kaldiran ve gérsel dizeyde beyaz ya da gri yizeyler olarak tqnlncl)),ilen parlak beyaz bir ses
var. Bilisim kurami agisindan bakildiginda bu tislama bir engeldir, bilgi iletiminde bir anizadir;
ancak estetik bir bakis acisindan bu?(esinti, istencin form kazanmasini saglar. Ote yandan bir
de olduk¢a kara denebilecek bir ses vardir. Burada tislama bir vinlamaya benzer, koyu bir
malzemedir, yogundur, agirdir, dnceden filtrelenmis, catlaklari olan frekans tepkilerine sahip
bir tislamadir. Bir video gorintust bu tirden karmasik ve “pitoresk” tislamaya uygun degildir;
gorsel sikistirimi ve yogunlugu yuksek olan, yiksek c6zinurlikli bir imge ister. Bu tislamayla
“sdyleyecek epey bir seyinin olmasi” - dolayisiyla da tislamayi yalnizca “yarahcl” bir ariza
olarak degil, tasarlanabilir bir malzeme, kitle, maddesellik olarak kullanmak ancak béyle
miUmkin olur. Bu tonal kitlenin modilasyonu, en minimal seylerin ele alindigi, en kicik
degisikliklerin ortaya cikh@i ve hatta belki de mikro-hikayelerin canlandinldigi, dizenlenmis
yogunluklara ait yuksek bir dizeyde gerceklesir.
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Emptiness, Hissing and Control - On UIf Langheinrich’s Oeuvre

In the works of Ulf Langheinrich, contexts, social settings, gestures and meanings are of no
inferest. The external features have been removed from the apparatuses with which images and
sounds are produced. These works are media, but without a concrete mission-nothing is visualized,
nothing set to music. Interest is focused on the materiality of the media, on its physics. Questions
eliciting information about their consistency become important, about the hissing and the
emptiness. How is it possible to successfully organize consistencies and changes in consistency
on a temporal level2 Every medium has at its disposal material that defines an overall cohesiveness,
that which makes it thick, tight, solid, tough. The work on this material consistency-its animation,
so to speak-reveals intensities that distinguish themselves from the use that one would commonly
suppose.

Ar?psort of artistic work with media must be conceived with advantage in mind, must be familiar
with the current technical state-of-the-art of the apparatuses, must learn to deal with the new
symbolic inferfaces. It is only working in a medium that makes it possible to work with a medium.
In order to understand and design the specific aesthetic materiality that an apparatus-environment
can produce, it is important to decide to work very closely along the essential contours of the
medium, to follow not so much concepts as experiences and intuition. Every act of intervention
must conform to the demands imposed Ey the inescapability and, at the same time, the instrumental
nature of the materiality of the respective medium. 25 frames/second doesn't equal 80
frames/second. Design segues from a body of technical knowledge to exact “investigations”
that are not interested in ﬁ’le planned external applications but rather first and foremost in
something akin to “internal richness of imagery.”

“For 500 years, the images have been full to the bursting point; the entire universe forces one
inside of them.” (Sartre) The artistic mode of dealing with the materiality of media may be able
to escape the images and sounds of the over-semantification that they suffer in the way they are
used on an everyday basis. The torturous sensory overload that surrounds us, the compulsion
to recognize everything possible in images or to want to communicate something by means of
them-all of these are things to strive to avoid. Pure white. Pure black. Hissing. Emptiness. Nothing.
Objective is less of an abstraction than Auflésung (dissolution/resolution). Abstraction may
indeed be capable of continually transforming things and figures into formal values, but the aim
is their resurrection as abstract gestures in an abstract space. Auflésung, on the other hand,
reflects upon that which remains after everything that can be recognized and named has been
withdrawn and erased. Auflésung is not so mucﬁl a matter of fransformation as it is a matter of
processes of disintegration, of fragmentation and elimination of signification, of parameter
reduction, of bringing about disappearance. High Auflésung prevails here in a double sense:
more pixels and ?ewer arameters. What is to be seen are, for example, surfaces, stripes,
vibrations-primary visuorqnd tonal material. Sound is deployed as a model. Even if there is
none, the image resounds because it is conceived as a sound. It is endowed with that attribute
that imparts to these works what is perhaps their most intensely manifested experience: their
hissing. But can one experience hissing, which is to say understand it There is the bright white
noise that dissolves significance and is recognizable on the visual level as white or gray surfaces.
From the point of view of information theory, this hissing is understood as a hindrance, as a
disturbance to the transmission of information; from an aesthetic perspective, though, this disruption
is constitutive for the will to assume a form. On the other hand, there is what could be called a
rather black noise. Here, the hissing is perceived as a droning, as dark material, thick consistencies,
heaviness, a previously filtered Eissing with fissured frequency responses. A video image is
unsuited fo this complex, “picturesque” hissing; it calls for a high-resolution image, one with a
high degree of visual compression and density. Only then does it become possible “to have
quite a bit to say” within this hissing-thus, to no longer utilize the hissing as a “creative” disturbance
alone but rather as designable material, mass, materiality. The modulating of this tonal mass
takes place on a high level of arranged intensities on which minimal things are treated, the most
minute changes occur, and perhaps micro-stories are even played out.
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Tislama ortaligr kaplarken bosluk kagip gider. Bu, anlamin tam ve kékli bir sekilde ortadan
kaldirilmasi olarak Eo,sluk seklinde dU§Uniﬁebi|ir. Ego yapimiyla ilgili her seyin durduruldugu ve
ortadan kaldinldigi bir asamada gerceklesir bu. Tislama ayni zamanda belirli bir slcide saldirgan
ya da en azindan son derece israrcidir, 6zgin ego hareketlerinin Ustini kaplayan, gizleyen
ve mahveden ama yine de onlari iceren, bdylece gérinmez hale gelmelerine ragmen hala onun
icinde ¢ézinmis olduklari bir seydir. Buradaki tek dizen, Ust dizey bir mimari, bir tir meta-
kilavuzdur, ama bir kesit yoktur. Bunun disinda yalnizca degismez salinimlar, bir tir kristal dizen
vardir. Diger bosluk, kullanilan malzemelerin yogunluklarinin, bos, timiyle beyaz ya da timiyle
siyah gdrunmelerine yol acacak kadar sulandirilmasini saglayan yeni ve Kormo,ﬂk bir dizi kosulun
sonucudur. Tislama da gitmistir; geriye kalan kesinlikle hicbir seydir, hi¢bir hareketi, sizilmesi
ya da modilasyonu olmayan tamamen statik bir ton 8begidir. Boylece, deneyimlenen sey artik
vzamda yeri belirlenemeyecek dlcide ince, bulanik ve kirilgan hale geldiginde bile —ki bu,
burada hicbir seyin var olmadigi anlamina gelmez yine de- hala tonlar mevcuttur. Isik ve ses
uzamlarinin genlikleriyle o nomaE halé mimkindir; zamansal dizeyde hala birseyler gésterilebilir,
bu da boslugun da var oldugu anlamina gelir. Diger varolusun, dis dinyanin maddi-estetik bir
parcasi haline gelen bir gérsel-isitsel deneyimdir bu. Tislama olarak degerlendirilen bosluk,
olumsuzlama ya da bilgi yoklugu degildir; bir durumun, tgiinct bir 6zgilligun, baska bir deyisle,
dinyaya gergek ve kesinlikle %rkh bir yaklasimin ortamidir.
“Modern sanat yapiti Gzerinde en biyik etkisi olan sey, var olanla ucup gidenin birlesmesidir.”
(Habermas) Simdiki zaman, medyayla olusturulan yapita, olmazsa olmaz bir kosul olarak, teknik
uretimle elde edilen imgeler ve seslerle tutunur, imgelerin maddeselligine, renge, panel resmindeki
formlara, titresimlere ve elektronik imgenin uguculuguna, hizina, atomize olmasina ve cesitliligine
biyik élcide bagl olan gizellikle, “cagdas yasamin ugucu, gegici gizelligi”yle (Baudelaire)
yapisir. Malzemeye yapilan bu estetik midahale, ayni zamanda ebesi, degistirilemez ve hatta
askin degerleri ortaya cikarabilir. Bosluktan yayilan bu tislama, yankilanan ve titresen bir hiclikfir.
Bir kere bu “program”in her yerde denetlenmesi gerekir. “Birsey”in nefes alabilmesi, birazcik
bireysel otantikligin mimkin olabilmesi icin pek cok seyin safdisi birakilmasi sarttir. Rastlanti
ve sans kesinlikle s6z konusu degildir; dolayisiyla sorgulanamaz amaclarin sonuglari, olabilecek
en yiksek planlanabilirlik, dngérulebilirlik ve kontrol edilebilirliktir. Dahasi ve kontrol saglamaya
dnelik bu mutlak istencin bir sonucu olarak program, uygulanabilmesi icin 6zgil bir uzamsal
ge|ir|enimi bekler: beyaz ya da siyah kipin belirlenimini; enstalasyonun da. Ik sinema filminin
gosterildigi yerler bile, algilanmasina uygun bir enstalasyon, bir uzamsal dizen talep etmistir.
Sinema salonlarinin igi, filmle izleyici arasindaki iliskiyi son derece kesin bir bicimde dizenler.
O buyik bosluk, duvardaki o beyaz yiizey bir nesne gibidir; ginlik yasamin en basit konulari
bile, tam da bu ginlik yasamin tamamen dislanmasini saglayan kosullarda perdeye yansitilir.
Burada gerekli olan, timuyle homojen, tutarli, her tirli s6zdiziminden arindirilmis, yapitin
mikemmel bir bicimde sahnelenebilecegi, kendine yeterli bir uzamdir. Daha da iyisi: yapit zaten
tam da budur. Bunun anlami, projeksiyonlarin biyukliginin ve her yerde olmasinin bir uzamsal
dizen; ses, imge ve izleyiciyi kapsayan ve yapitin, uzamin ve izleyicinin birbirinden ayirt
edilmesini daha da imkonmz?émhron, ses temelli bir uzamsal esneklik yaratmasidir. Gergekten
de: bizzat izleyiciye, kendisinin ortadan kaldirilmasi ya da daha dogrusu bir “ortaalti uzam”a
(Groys) girmesinin saglanmasi amaciyla “girilmektedir.”

Marc Ries



As the hissing pours out, the emptiness escapes-emptiness, for one thing, as complete, radical
elimination of signification. This comes about when everything that has to do with the construct
of the ego has been deactivated, eliminated. The hissing is cﬁso to a certain extent aggressive
or at least extremely insistent, something that overlays, conceals and subverts the original ego-
gestures and nevertheless contains them so that they are no longer visible and yet still dissolved
within it. The only order that is present is that of a superordinated architecture, a sort of meta-
guideline, though one without intentionality. Otherwise, there are only the unchanging oscillations,
what might be called a crystalline order. The other emptiness is that of a new mixed set of
circumstances whereby the consistencies of the material employed are diluted to such an extent
that they appear to be empty, totally white or totally black. And the hissing is gone; what remains
is absolutely nothing, a completeK/ static tone c{uster, without animation, without drifting or
modulation. Thus, when that which has been experienced becomes so thin, so blurred and fragile
that it can no longer be located spatially-which still by no means implies that nothing at all exists-
there are still the tones. And it is still possible to modify amplitudes of light and sound fields;
one can still depict something on the temporal level, which means that the emptiness exists too.
It is a visualauditory experience that now becomes a material-aesthetic part of the other existence,
the exterior world. The emptiness, which is to be equated with the hissing, is not negation or
non-information; instead, it is the setting of a circumstance, a third specificity-that is, of a particular,
of an actual, of a decisively different approach to the world.

“The most essential influence upon the modern work of art has been the unification of the actual
with the ephemeral.” (Habermas). The present clings as a *conditio sine qua non*
to work with media, with technically generated images and sounds, the “fleeting transient beauty
of contemporary life” (Baudelaire), whereby this beauty is for the most part attributable to the
materiality of the images, the color, the forms upon the panel painting, the vibrations, the
fleetingness and rapidity, the atomization and the diversity in the electronic image. At the same
time, this aesthetic intervention in this material is capable of bringing out eternal, unalterable,
indeed even transcendent values. The hissing that flows out of the emptiness is resounding,
flickering nothingness.

For one thing, this “program” needs omnipresent control. A great deal has to be excluded in
order for “something” to breathe, in order for a bit of individucﬁ authenticity to become possible.
Arbitrariness and happenstance are absolutely out of the question; accordingly, the maximum
possible planability, predictability, control|0biﬁ'lty are the outcomes of obijectives that cannot be
called into question. Moreover, and as a consequence of this absolute will to achieve control,
this program awaits a specific spatial specification for its implementation. That of the white or
blocE cube. And that of the instoﬁqtion. Even the locations of the first moving picture demanded
an installation, a particular spatial order appropriate to the perception of it. Movie theater
interiors regulate tEe relationship between the picture and the viewer in an extremely precise
way. The grand emptiness, the white surface on the wall can even be described as objectlike;
the projection of even the simplest matters of everyday life occurs under circumstances that
completely exclude precisely this everyday life. What is required is a self-contained space that
is complefely homogeneous, consistent, and sterilized of all syntax, one in which the work can
be consummately staged. Or better yet: precisely that *is* the work. This means that the size
and the ubiquity of the projections create a spatial order, a spatial plasticity of sound, image
and viewer that furthers the indistinguishobilirK of the work, the space and the audience. Yes
indeed: this audience itself is “penetrated” for the purpose of its own self-dissolution or, actually,
in order to enable it enter into a “sub-medial space” (Groys).

Marc Ries
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UIf LANGHEINRICH

1960, Wolfen, Sachsen Anhalt (Almanya).
Akra (Gana)'da yasiyor ve calisiyor.

1984'te Bah Almanya'ya tasindiginda Demokratik Alman Cumhuriyeti'nin Ulusal Halk Ordusu'nda
18 aylik bir askerligini, yasli insanlara destek oldugu sosyal hizmetini ve Halle'de endustriyel
tasarim, resim dersleri ve orglar, agiz mizikalari ve coklu bant¢alar ortamlar
kullanarak yaphgr ses deneylerini iceren bir egitim dénemini birakmist.
Bati Almanya'da bir elektronik mizik stidyosu acti ve mizik dilinin temellerini gelistirirken bir
yandan da cizim, resim ve fotografla ilgiéndi. Cok popiler cizim, resim ve fotograf dersleri
verdi, ayrica Géttingen'deki “Volkshochschule”de sistemli bir sanat egitimi programinin basarili
bir bicimde uygulanmasinda dnemli bir sanafei oldu. 1988'de Viyana'ya gitti, burada WUK'taki
(Werkstatten und Kulturhaus) bir stidyo kendisine tahsis edildi. 1988-1991 arasinda kendisini
yeniden resim ve ¢izime verdi, ki,siseT sergiler ach ve yapitlarini iceren bir katalog bastirdi. Bu
illar, Control Data Institute (Frankfurt am Main) icin Sicilya fotograflari iceren bir dizi kitap,
Film ve video projeleri icin mizikal ses tasarimi ve Viyana Kunstradio icin deneysel konserleri
iceren zengin ve Uretken bir sanatsal cesitlilige taniklik etti. Bu zaman
zarfinda multimedya grubu PYRAMEDIA'nin kurulusunda da yer ald:.

1991'de Kurt Hentschlager'le birlikte medya-sanat isbirligi GRANULAR-SYNTHESIS'i kurdu, o
zamandan beri de aralarinda “MODELL5”, “NOISEGATE” ve POL"in de bulundugu biyik capl
uluslararasi bir dizi proje gerceklestirmekteler. Uygulamali Sanatlar Mizesi ICA Londra, Hull
Zaman Temelli Sanat, MAK Viyana, Lyon, Montreal ve Seul cagdas sanat mizeleri, Stedelijk
Museum, Kunstverein Hanover, ISEA Montreal ve Liverpool, ICC Tokyo, Creative Time New York
ve Venedik Bienali'ndeki Avusturya Pavyonu'nda yapitlarini sergilediler.

GRANULAR-SYNTHESIS bir Avusturya devlet bursu, bir PS1 bursu ve Nagoya Uluslararasi
Bienali'nde birincilik 6dili kazandi. Yapit cesitli DVD'lerde yer aliyor: “REMIX/INDEX” (Avusturyal)
ve “IMMERSIVE WORKS” (AKM/Cantz), ayrica San Francisco'daki Asphodel'den “DEGREES
OF AMNESIA” adli bir solo CD de cikard:.

UIf Langheinrich 2003'ten bu yana cesitli biyik capl projeler gerceklestirmekte.
Siemens bursuyla 2005 Ars Electronica'da “6zel sanatei” oldu ve yeni Gretimleri ACMI Avustralya
ve Liverpool Bienali tarafindan siparis edildi.
Leipzig'deki HGB Grafik ve Kitap Tasarim Universitesi'nde, Yeni Medya Balimi'nde konuk
dgretim gorevlisi, FH Salzburg Multimedya Bslimi'nde, Melbourne'da RMIT'de, Hanzou'da
(Cin) Cin Universitesi'nde Komﬁ( Sanatgi ve gdrsel-isitsel tasarim hocasi ve Tourcoing'de (Fransa)
Le Fresney Studio national des arts contemporains'dde konuk dgretim gérevlisi oldu.
Japon dansci Akemi Takeya [CELL & WEATHERING) ve Toshiko OIWA'yla (MOVEMENT A &
MOVEMENT X), ayrica Ingiliz sanatei Gina Czarnecki'yle (SPINTEX) Eirli te calismaktadir.

www.langheinrich.info



Ulf LANGHEINRICH

Born in 1960, Wolfen, Sachsen Anhalt, Germany.

Lives and works in Accra (Ghana)

When he moved to Western Germany in 1984 he had left behind an 18-month military service
in the National People's Army of the GDR, social work supporting old people and a period of
study in industrial design in Halle, painting courses and audio-experiments using pipe organs,
harmoniums and multiple tape macfﬁine environments.

In West Germany he set up a studio for electronic music and developed the basics of his musical
language and engaged in painting, drawing and photography. Running very popular courses
in cﬁowing, painting and photogrop?]y he also was the significant artist in a successful establishment
of an systematic art education scheme at the “Volkshochschule” Géttingen. In 1988, he left for
Vienna where a studio at the WUK (Werkstétten und Kulturhaus) was put at his disposal. From
1988 to 1991, he devoted himself again to regular painting and drawing, with solo exhibitionions
and put out a catalogue of his work. These years testify to a rich and productive artistic diversity,
involving a sequel of books of photos on Sicily for the Control Data Institute (Frankfurt am Main),
the design of musical sound- scapes for the film- and video-projects as well as experimental
concerts for Vienna's Kunstradio.

During this time, he was also involved in the founding of the multimedia group PYRAMEDIA.

In 1991 he and Kurt Hentschléger founded the Media-Art collaboration GRANULAR-SYNTHESIS
and since then they have been realizing a number of international large scale projects including,
“MODELL5”, “NOISEGATE” and “POL". They exhibited and performed at the Museum for
applied Arts ICA London, Hull Time based Art, MAK Vienna, Museums of Contemporary Arts
oFLyon, Montreal and Seoul, The Stedelijk Museum, Kunstverein Hanover, ISEA Montreal and
Liverpool, ICC Tokyo, Creative Time New York and the Austrian Pavilion at the Venice Biennale.

GRANULAR-SYNTHESIS received an Austrian state stipendium, a PS1 stipendium and the first
prize of the International Biennale in Nagoya. The work is published on a number of DVDs
including “REMIX/INDEX" (Austria) and “IMMERSIVE WORKS” (ZKM/Cantz), he also realized
a Solo CD “DEGREES OF AMNESIA” on Asphodel in San Francisco.

Since 2003, Ulf Langheinrich has been realizing various large scale projects. He was “Featured
artist” at Ars Electronica 2005 with a Siemens stipendium and new productions
were commissioned by the ACMI Australia and the Liverpool biennial.

He was Guest professor at HGB University for Graphics and Book design Leipzig, department
for New Media, Guest Artist and lecturer of audiovisual design at the FH Soleurg, Multimedia
department, at the RMIT in Melbourne, at the China University of Art in Hanzou (China) and
Guest Professor at Le Fresnoy, Studio national des arts contemporains in Tourcoing (France),
He collaborates with Japanese dancer Akemi Takeya (CELL & WEATHERING) and Togﬂko Oiwa
(MOVEMENT A & MOVEMENT X) as well as British Artist Gina Czarnecki (SPINTEX)

www.langheinrich.info
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ThomGS MC'NTOSH ingiltere-Kanada
ile Emmanuel MADAN Kanada-Almanya
ve MIkkO HYNNINEN Finlandiya

ONDULATION

Ondulation, su ve 1stk medyalarini kullanan imgeler yaratmak igin sesi kullanan, zaman temelli
bir heykel enstalasyonu. Sesin fiziksel varligi, gérsel ve isitsel algilarin canh bir bicimde
birlesmesiyle duyuruluyor: yapinti bir sinestezi bu. Bir duyunun u orﬁmosmm, bir baska duyu
araciligiyla algilamalara yol aghgr bu nérolojik durumu doguran EO§U”OFI yaratan Ondulation,
alginin kendisinin altinda yatan kosullar Gzerine disinmeye ¢agiriyor.

Ondulation'a gelen ziyaretci, dramatik bir bigimde 1siklandiriimis, dikdérigen bir hacmin baskin
oldugu karartilmis bir odaya giriyor. Bu nesne ilk bakista yekpare gériniyor:
Ust yUzeyinde ayna olan, masif bir yapi. Ancak uzami titresimli ve derin bir ses doldurdutgo,
bu gériniste kati yizey hareket etmeye basliyor ve opak, beyaz bir sivi oldugu ortaya ¢ikiyor.
Bu beyaz nesne aslinda dev bir kap. Kabin or\ﬁosmdoki ekranda insani igine ceken, cesitli seyler
animsattiran 15tk huzmeleri dans etmeye baslayinca, izleyici, sesle hareket eden sivi ve 151
arasinda bir baglanti oldugunu anliyor. Kabin altindaki bir ¢ift hoparlérden yayilan akustik
titresimler, suda iki esmerkezli dalga grubu yaratiyor. Bu dalgalar kabin kenarina dogru yayiliyor
ve birbirleriyle kesisip Ust Uste bindii(;e karmasik sekiller ortaya cikiyor. Ekranda gérilen de,
dalgalarin yizeyinden yansiyan sahne isiklarinin yarathgr yansimalar.

Gozle gérilemeyen ses fenomeni boylece cisme biriniyor ve gérilir hale geliyor.

Ses tarafindan dénistirilen ve 1s1iga maruz birakilan su, akustik fenomenleri gérsel ifade diline
tam olarak aktarmanin yolu haline geliyor. Sesle gérintinin bu mutlak eszamanliligi sinematik
Eeleneklerde goriliyor. Ama sinemada ses cogu zaman gérsel medyaya tabiyken, Ondulation
v iliskiyi temelinden degistirerek temsile dayanmayan bir s6z dagari gelistiriyor. Burada ses,
gorintinin basit bir destegi olmanin ¢ok dtesinde, gérintiyi kendisinin bir endeksi olarak
aratiyor. Ondulation'in sundugu duyusal feneyimlerin eszamanhhgi, ilging
gir algr paradoksu yaratiyor: sesi mi gériyoruz, 1s1§1 mi duyuyoruz?

Thomas Mclntosh

Katkida Bulunanlar

Thomas Mclntosh ve Mikko Hynninen. Besteler: Emmanuel Madan.

Ondulation, Canada Councirfor the Arts, Daniel Langlois Foundation for Art, Science and
Technology, le Conseil des arts et des letires du Québec'in maddi yardimiyla ve Helsinki'deki
Lume Media Centre'la Montreal'deki SAT'in (Société des arts technologiques) katkilariyla
gerceklesti. Ondulation'da kullanilan ses ve 1tk ekipmaninin bir kismi Bryston Limited ve Selecon
tarafindan sagland.



Thomas McINTOSH U.K.-Canada
with Emmanuel MADAN Canada-Germany
and Mikko HYNNINEN Finland

ONDULATION Turkish Premiere

Ondulation is a time-based sculptural installation that employs sound to produce images using
the media of water and light. The physical presence of sound is revealed through a vivid fusion
of auditory and visual perceptions: a constructed synaesthesia. By creating conditions evoking
this neurological condition, where the stimulation of one sense results in the apperception of
phenomena through another, Ondulation invites reflection on the underlying conditions of
perception itself.

The visitor to Ondulation enters a darkened room dominated by a dramatically lit, rectangular
volume. At first glance the object appears monolithic - a solid structure with a mirrored upper
surface. But as a deep, reverberant sound fills the space, this apparently rigid surface begins
to move, revealing itself to be an opaque white liquid. The white object is, in fact, an enormous
basin. As involving and evocative patterns of light start to play across the screen behind the
basin it becomes evident to the spectator that there is a link between the sound, the moving
liquid and the light. The acoustic vibrations emitted by a pair of loudspeakers under the basin's
surface create two sets of concentric waves in the water. These waves radiate to the edge of
the basin, creating complex patterns as they overlap and intersect one another. What appears
on the screen is a set of reflections produced by theatre lights reflecting off the surface of the
waves. The invisible phenomenon of sound is materialized and rendered visible.

Transformed by sound and exposed to light, water becomes a means of precisely transcribing
acoustic phenomena into a language o?visuol expression. This absolute synchronization of
sound and image is found in cinematic traditions. But whereas in cinema sound is often
subordinated to visual media, Ondulation develops a non-representational vocabulary by
fundamentally altering this relationship. Here, far from simply supporting the image, sound
actually creates it as an index of itself. The simultaneity of sensory experiences presented by

Ondulation provokes an intriguing paradox of perception: are we viewing sound, or hearing
lighte

Thomas Mclntosh

Credits

Thomas Mclntosh, with Mikko Hynninen. Musical composition by Emmanuel Madan
Ondulation was produced with the financial assistance of the Canada Council for the Arts, the
Daniel Langlois Foundation for Art, Science and Technology, le Conseil des arts et des letires
du Québec in partnership with the Lume Media Centre in Helsinki and the SAT (Société des arts
technologiques) in Montreal. Audio and lighting equipment for Ondulation is provided in part
by Bryston Limited and Selecon.
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Mclntosh calisma arkadaslariyla birlikte Ondulation'da, daha énce sinestezi fenomenini inceledigi
Finale adli parcada baslattigr calismayr sirdiriiyor. Finale, gérsel bir dirtinin isitsel dirtiye
benzediginin varsayilabilecegi izerine Kuru|uydu. Bu tam da Ondulation'in izleyicide yaratmaya
calish@r deneyim. Hatta Ondulation'da 151k ve ses dalgalari arasinda o kadar benzerlik var ki
(titresen ses, duvara yansihlan gorintilerin neredeyse birebir aynisi), izleyici sesleri gordigu,
imgeleri de duydugu hissine kapiliyor. Bu iki duyunun korgnhkhl olarak yeniden ayarlanmasi
izleyicide, deneyimledigi seyin neden-sonug iliskileri hakkinda sorular sormasina yol agiyor.
Ironik olarak, olaylar kesin Kctlorlo belirlenmis zamansal bir yolda gelisse bile, izleyici tim
zaman duygusunu yitiriyor ve suyun dalgalanan yiizeyinin ve duvardaki arabeskimsi isik oyununun
biyisine hizla kapiliyor. Mclntosh, Ondulation'la estetik alaninin étesine gegen bir deneyim
sunuyor: yalnizca dissel ve simgesel dinyalar degil, gercekligi de sinayan bir deneyim.

Ondulation'in kavramsal ve formel yakinlik icinde oldugu yapitlar arasinda Robert Rauschenberg'in
Mud Muse'v (1971) ve Gary Hill'in Meditations (towards a Remake of Soundings)'i (1979/1986)
var. Mud Muse, Maurice Tuchman tarafindan diizenlenen ve Mayis 1971'de Los Angeles County
Museum'da sunulan Sanat ve Teknoloji sergisinin mihendisleriyle Rauschenberg arasindaki
isbirliginden dogdu. Yapit, gamur ve suyla golduru|mu5 biyik bir aliminyum ve cam tanktan
olusuyor. Sesle ?nclrekete gecen pnématik bir arag, tankin yizeyinde bir dizi fiskirma ya da
kabarcik yaratiyor. Ondulation'dan farkli olarak bu ses duyulamiyor; bunun yerine Rauschenberg,
kabarciklarin ¢cikardigi sesi temel alan bir ses kaydi besteremi,s. Meditations'daysa Gary Hill yine
gorsel ve isitsel algi arasinda bir baglanti yaratti. Yapit, tim ekrani dolduran bir hoparlorin
video projeksiyonundan olusuyor. Bir el hoparlérin konisine yavas yavas kum bosaltiyor.
Hoparlérden, neler oldugunu anlatan bir sesin kaydi duyuluyor, bu sirada da kum taneleri
havaya sagiliyor. Bu basit numarayla Hill sesi gérinir kiliyor.

Ondulation'in yaratlmasi ¢ adimda gerceklesti: aletin yapimi, 1sik sisteminin tasarlanmasi ve
gorsel-isitsel yapitin bestelenmesi. Ondulation iki formda disiniildi: bir performans ve bir
enstalasyon oTorok. Mclntosh ve calisma arkadaslar 2002 yazinda, Montreal'deki Société des
Arts Technologiques'teki (SAT) konukluklari sirasinda aletin bir prototipini yapti. Helsinki-
Finlandiya'daki Lume Media Centre'da ikinci bir konukluk dénemi, aleti gerekli boyutlara
glkormoz ve yapitin performans versiyonu icin bir ilk besteyi tamamlamak icin firsat saglad.
Ondulation'in promiyeri Kasim 2002'de Helsinki'de, Avanto Medya Sanatlari Festivali’nde
yapildi. Temmuz 2003'te yine Lume Media Centre'da toplanan grup, aleti mikemmellestirdi ve
erformans iin besteyi tamamladi. Performans versiyonu Agustos 2003 'te Helsinki Festivali'nde
Eir kez daha sunuldu. Subat 2004'te enstalasyonun promiyeri Quebec'teki Mois Multi Festival'da
gerceklestirildi ve ardindan 2004 Baharinda Pittsburgh'da, Wood Street Galleries'de gerceklestirilen
High-Tech/Low-Tech sergisinde gésterildi. 2005'te Ondulation'in iki versiyonu da Montreal
Cagdas Sanat Mizesi'nde Montreal halkina
sunuldu. Yapit 2005'ten beri Avrupa ve Asya'da ¢ok sayida yeri dolast.

Jacques Perron (Daniel Langlois Vakfi)



In Ondulation, Mclntosh, together with his collaborators, has continued the work he began in
a piece entitled Finale in which he studied the phenomenon of synaesthesia. Finale was %osed
on the premise that a visual stimulus can also be considered analogous to an auditory stimulus
- precisely the experience that Ondulation attempts to evoke in the viewer. In fact, there is such
similitude between the light and sound waves in Ondulation (the vibratory sound is almost
identical to the images w%ich are projected in the wall), that the viewer has the sensation of
seeing sound and hearing images. The reciprocal readjustment of the two senses leaves the
viewer wondering as fo the cause and the effect of what he is experiencing. Ironically, even if
the events unfold along a precise temporal path, the viewer loses all sense of time and is rapidly
bewitched by the um?ulctin surface of the water and the play of light projected, arabesque-
like, on the wall. With Ondtﬁaﬁon, Mclntosh proposes an experience that goes beyond the field
of aesthetics: an experience that tests not only the imaginary and symbolic worlds, but also
reality itself.

Ondulation has conceptual and formal affinity to such works as Mud Muse (1971) by Robert
Rauschenberg and Mediations (towards a remake of Soundings) - (1979/86) by Gary Hill. Mud
Muse resulteg from the collaboration between Rauschenberg and the engineers of%e Art and
Technology exhibition organised by Maurice Tuchman and presented at the Los Angeles County
Museum in May 1971. The work consists of a large aluminium and glass tank filled with mud
and water. A pneumatic apparatus activated by sound creates a series of eruptions or bubbles
at the surface of the tank. Unlike in Ondulation this sound is not audible, rather, Rauschenberg
composed an accompanying sound track based on recordings of the bubbling. With Mediations,
Gary Hill also created a link between visual and audible perception. The work consists of a
video projection of a loudspeaker that fills the entire frame. A hand slowly trickles sand into the
speaker cone. A recording of a voice that describes what is happening is played through the
speaker, in the process dispersing the sand into the air. With this simp?e trick, Hill renders the
sound of the voice visible.

The creation of Ondulation was a three-step process: the construction of the apparatus, the design
of the lighting system and the composition of the audiovisual work. Ondulation was conceived
in two forms: as a performance and as an installation. Mclntosh and his collaborators constructed
a prototype of the apparatus during a residency at the Société des Arts Technologiques (SAT),
in Montreal, during tEe summer of 2002. A second residency at the Lume Media Centre in
Helsinki, Finland was an opportunity to scale apparatus to H)1,e required dimensions and to
complete a preliminary composition for the performance version of the work. Ondulation premiered
at the Avanto Media Arts Festival in November 2002 in Helsinki. In July 2003, in another sojourn
at the Lume Media Centre, the group perfected the apparatus and completed the composition
for the performance. The performance version was presented once again in August 2003 at
the Helsinki Festival. In February 2004, the installation version was premiered at Mois Multi
Festival in Quebec and was subsequently shown in the High-Tech/Low-Tech exhibition in the
Wood Street Galleries, in Pittsburgh in the spring of 2004. In 2005, the Montreal public were
presented with both versions of Ondulation at the Montreal Contemporary Art Museum. Since
2005, the work has toured widely throughout Europe and Asia.

Jacques Perron (Fondation Daniel Langlois)

59















64

Thomas MCINTOSH

1972, Londra (Ingiltere)

Montreal (Kanada)'da yasiyor ve calisiyor.

Mimarlik Lisans Derecesi, onur listesi

Carleton University School of Architecture, Ottawa (Kanada).

Thomas Mclntosh, Ottawa'daki Carleton University ve Berlin'deki Teknik Universite'de mimarlik
bgrenimi gordi ve Almanya'da birkac yil mimar olarak ¢alish. 1997'de [The User] adiyla besteci
Emmanuel Madan'la birﬁkte calismaya basladi ve topluca Symphony for dot matrix printers,
Silophone ve Coincidence Engines olarak adlandirilan g bﬂyﬂ(yaplt izisi Uretti. 1998'den bu
yana yapitlari ve Mclntosh'un Ondulation dizisi diinyanin pek gok yerinde sergilendi. Mclntosh'un
Festival de Nouveau Cinéma et Nouveaux Médias de Montréal'den iki 6dili, ArsElectronica'dan
da bir mansiyonu bulunuyor. Mclntosh ve Madan 2004'te Nam June_ Paik Odili’ne aday
gosterildi, Coincidence Engine dizileri de 2010 Transmediale Odili finalisti oldu.




Thomas MCINTOSH

Born in 1972, London (U.K\)

Lives and works in Montreal (Canada).

Bachelor of Architecture with high distinction

Carleton University School of Architecture, Ottawa (Canadal).

Thomas Mclntosh studied architecture at Carleton University, Ottawa and at the Technical
University in Berlin and worked for a number of years as an architect in Germany. In 1997 he
began working in collaboration with composer Emmanuel Madan under the name [The User]
and produced three major series of works collectively entitled Symphony for dot matrix printers,
Silophone and Coincidence Engines. Since 1998 their works and Mclntosh's Ondulation series
have been exhibited extensive?y around the world. He is the recipient of two awards from the
Festival de Nouveau Cinéma et Nouveaux Médias de Montréal and an honourable mention
from Ars Electronica. In 2004 he and Madan were nominated for the Nam June Paik Prize and
their Coincidence Engine series is a finalist for the 2010 Transmediale Prize.

Kahldig Sergilerden Bazilari Selected exhibitions

2010 .
Digitalife, La Pelanda, Macro & Romaeuropa, Roma (ltalya ltaly)
2009

Uncharted, santralistanbul, Istanbul (Tirkiye Turkey)

2008

Paved Arts, Saskatoon (Kanada Canadal)
Un volcan numérique |, Le Volcan, Scéne Nationale du Havre (Fransa France)

2007

Vom Funken zum Pixel, Martin-Gropius-Bau, Berlin (Almanya Germany)

Estuaire, le Lieu Unique, Nantes (Fransa France)

Dutch Electronic Arts Festival (DEAF), V2, Rotterdam (Hollanda The Netherlands)

2006

Happy New Ears Festival, Courtrai (Belgika Belgium)

Pleine Lune, Théatre du Chatelet, Paris (Fransa France)

From Flash to Pixel, Museum of Modern Art, Shanghai (Cin China)
06 en scéne, Acropolis, Nice (Fransa France)

Festival VIA, Maubeuge, (Fransa France)

Festival Exit, Maison des Arts de Créteil (Fransa France)

2005
Musée d'art contemporain, Montreal (Kanada Canada)

2004

Nam June Paik Award, Kunststiftung NRW, Phoenix Halle, Dortmund (Almanya Germany)
Space Gallery, Pittsburgh (ABD USA)

Festival Mois Multi, Meduse, Québec City (Kanada Canada)

Netmage Festival, Bologna (ltalya lialy)

www.undefine.ca/mcintosh
www.ondulation.net
www.coincidence-engines.net
www.theuser.org
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Mikko HYNNINEN

Mikko Hynninen, tiyatro sahnesi, cagdas mizik performansi ve sanat galerisi arasinda gidip
Eelen bir sanat¢i. Guzel sanatlarin yani sira isik ve ses tasarimi dgrenimi gormis olan Hynninen'in

ariyeri, 6zellikle 151k ve ses gibi maddesel olmayan medyayla calismaya duydugu ilgi Gzerine
kurulu.

Hynninen'in yapiti performans ve enstalasyonu kapsiyor. Tiyatro ve dans prodiksiyonlarina isik
tasarimcisi, besteci ve ses tasarimcisi olarak katkida bulundu. Sahne disindaki yapitiysa mimari
ve sanal ortamlar arasinda gidip geliyor. Hynninen'in son dénem solo tiyatro yapitlari, ana
malzeme olarak sesi kullanan sahne performanslari. Bunlarin arasinda 29 dizisty bilgisayar
kullanan Helsinki Bilgisayar Orkestrasi icin yaphgr bir beste olan “Alphabets”, emekliye ayrilmis
bir porno yildizi i¢in bir monolog olan Fantasy #1 For a Pornstar ve bos
tiyatro mekdnrarl icin mekand 6zgii bir performans olan “Theatre# " sayilabilir.

www.mikkohynninen.net

Emmanuel MADAN

Emmanuel Madan, Monreal'de yasayan bir besteci ve ses sanatcisi. 1993'te, Francis Dhomont'un
gdzetiminde elektroakustik kompozisyon égrenimini tamamladi. 1998'den bu yana baslica
calismalari hep bulunmus ses ortamlarinin geri kazanilmasi ve bozunumu ya da donistirilmesi
cevresinde gerceklesti, yabanci ya da dissmanca ortamlar icinde bir isteng ve sahiplik duygusunu
yeniden kazanmaya calish. Bugiine kadar Symphony for dot matrix

printers ve Silophone gibi projeler retmis [The User]'la sanatsal isbirligine girdi.

Emmanuel Madan 1992-1996 arasinda yerel radyo yayincisi olarak sirekli aktif gdrev yaph,
o giinden beri de bunu zaman zaman sirdirtyor. Yakin donemdeki radyo midahaleleri arasinda
2002-2004 arasinda dinledigi Amerikan dini ve sagci yayinlari belgeleyen ve remiksleyen
FREEDOM HIGHWAY, 2006-2007 arasinda Montreal'deki CKUT-FM'de haftalik olarak yayinlanan
A Series of Broadcasts Addressing the Limitlessness of Time ve 2007-2008 arasinda Anna Fritz'le
birlikte yarathgi deneysel cok kanalli yayin isi The Joy Channel sayilabilir. Madan ayni zamanda
bagimsiz ses sanat kiratori olarak da ¢alisiyor; son olarak dért ses sanatcisinin, degismeyen
bir radyo yayini yaratmak icin davet edildigi SIMULCAST 1.0b: Saskatoon'da yer aldi.

www.theuser.org
www.undefine.ca/madan
www.coincidence-engines.net



Mikko HYNNINEN

Mikko Hynninen is an artist who moves between the theatre stogie, contemporary music
Eerformonce and the art gallery. Trained both in the fine arts and as a light and sound designer,
is career is driven by his interest in working with immaterial media, particularly light and sound.

Hynninen's work encompasses performance and installation. He has collaborated on theatre
and dance productions as a lighting designer, as well as a composer and sound designer. Off
the stage, his work moves %etween architectural and virtual environments.
His latest theatrical solo works are stage performances that use sound as their primary material. These
include Alphabets, a composition F%r the Helsinki Computer Orchestra employing twenty-nine
laptop performers, Fantasy#1 for a Pornstar, a monologue for a retire

pornstar, and "Theatre# ", a site-specific performance for empty theatre spaces.

www.mikkohynninen.net

Emmanuel MADAN

Emmanuel Madan is a composer and sound artist based in Montreal. In 1993, he completed
studies in electroacoustic composition under the direction of Francis Dhomont. Since 1998, his
primary activities have been centred around the reclamation and subversion or transformation
of found sonic environments, attempting to regain a sense of agency and ownership within
environments which are foreign or hostile. He has participated in the artistic collaboration [The
User], whose projects to date include the Symphony for dot matrix printers and Silophone.

Emmanuel Madan has been active as a community radio broadcaster continuously between
1992 and 1996, and intermittently since then. His recent radio interventions include FREEDOM
HIGHWAY which documents and remixes American religious and rightwing political broadcasts
intercepted between 2002 and 2004, A Series Of Broadcasts Addressing the Limitlessness of
Time which aired weekly on CKUT-FM in Montreal from 2006 to 2007, and the experimental
multi-channel transmission work The Joy Channel co-created with Anna Friz in 2007-2008.
Madan also works as an independent sound art curator, most recently on SIMULCAST 1.0b :
gasktzitoon, a project in which four sound artists are each invited to create an unchanging radio
roadcast.

www.theuser.org
www.undefine.ca/madan
www.coincidence-engines.net
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C h I’i SHG n PARTOS isvec Sweden

AQUAGRAF
M.O.M.
STEP-MOTOR ANIMATIONS Turkish Premieres

Pek az sanat¢i Christian Partos'unki kadar genis bir palete sahiptir.

Bedensiz bir striptize ya da 1sik sacan diyotlardan olusan bes déner tespih yapmasina tanik
kilabiliyor bizi. Bir cesmeyi kendi kendine konusmaya zorlayabiliyor, bir metro istasyonunu
kuslar gibi ucan diyotlarla doldurabiliyor, 1stk mermileri icin bir diietin koreografisini yapmak
amaciyla pnémctii mesaj gonderim sistemini yeniden yapilandirabiliyor ve bebeklerden
olusan bir takimyildizdan karsilikl yerlestirilmis iki ayna efekti yaratabiliyor...

Christian Partos, istanbul icin sivi televizyon oneriyor; annesinin portresini, yansiyan isigin
yogunlugunda degismelere yol agmaya yetecek kadar egimli gercek mikro aynalarla piksellestiriyor
ve kendi kizini iki sonsuz spiral halinde getiriyor.

Few artists have a palette as large as Christian Partos does.

He is able to make us witness a disembodied strip-tease or build five rotating rosaries of
luminescent diodes. He can also push a fountain to dialog with itself, colonize a metro station
with diods flying like birds, reroute a system for sending pneumatic missives in order to choreograph
a duet for |igating bullets and make a mise-en-abyme out of a constellation of babies...

For Istanbul, Christian Partos Froposes a liquid TV, pixelises his mother's Eortroit with real micro-
mirrors whose infinitesimal slant makes the intensity of the reflected light vary, and brings his
daughter in two neverending spirals.
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AQUAGRAF

Bir pompa, siyah ve beyaz izleri ileri geri hareket ettirerek ériyor. Distindirict bir “manzara”.
A pump moves black and white traces back and forth, interlacing them. A meditative «landscape»

Christian Partos
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M.O.M. - Multi Oriented Mirror

Bes bin egimli ayna, karsidaki bos duvarin farkl tonlarini yansitiyor. Bu yansimalar annemin bir portresini
olusturuyor (6. 1996).

Five thousand slanted mirrors reflect different shades of the illuminated opposite empty wall. The reflections create
a portrait of my mother (11996).

Christian Partos







76

STEP-MOTOR ANIMATIONS

Stroboskop 1s1§iyla aydinlatilmis bir disk déniyor. Diskin Ustinde bir dizi fotograf var, dis kenardan
merkeze dogru Eir spiral cizerek hareket ediyorlar. Gézlemci filmi, ice dogru bir yaricap boyunca
izleyebiliyor. Insanin anilarinda zaman iginde serbestce ileri geri gidebilmesi gibi, burada da dilecriginiz
zaman hathinizi degistirip sekansi yineleyebiliyorsunuz.

A disc lit by a stroboscopic light rotates. The disc is covered with a series of pictures which move in a
spiral from the outer edge to the centre. The observer can follow the film along a radius inwards. Like in
memory one can move freely back and forth in time, here you can switch track anytime to repeat a
sequence.

Christian Partos
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Christian PARTOS (isve¢ Sweden)

1958, Jénkaping (isveg). Stokholm (isvec) banliyésinde yasiyor ve calisiyor.

Born in 1958, Jonkdping (Sweden). Lives and works in the suburb of Stockholm (Sweden).
Kisisel Sergilerden Bir Secki Selected Solo Exhibitions:

2009

Galleri Aronowitsch, Stockholm (isvec Sweden)

2007 .
Partos 10, Romaeuropa Festival, Palazzo Fendi, Rome (ltalya ltaly)

2005 .
Hybris, Haninge konsthall, Stockholm (Isve¢ Sweden)

2004 :
Krognoshuset, Konstféreningen Aura, Lund (Isveg Sweden)

2001 )
Férgfabriken, the Beckers Award, Stockholm (Isve¢ Sweden)

Karma Sergilerden Bir Secki Selected Group Exhibitions:

2010 .
Digitalife, La Pelanda, Roma (ltalya ltaly)

2009

Light installation, National Museum, Stockholm (isvec Sweden)

2008 .
Studio L%, with Helén Partos, Stockholm (Isvec Sweden)

2007

Man machine 2, Tekniska Musee't, Stockholm / Upplyst, Studio L%, Stockholm (Isve¢ Sweden)
Vom Funken Zum Pixel, Martin-Gropius-Bau, Berlin (Almanya Germany)

Body Media, Shanghai Cultural Space, Shanghai (Cin Chinc3 .

Transitions, Galleri Aronowitch, Stockholm / Ljuset i focus, Studio 12, Stockholm (isvec Sweden)

2006 )
Sensi Sotto Sopra, Romoeurogc Festival, Rome (ltalya ltaly) .
Objekt to "Thousand years with God, a play by Stig Dagerman, Dramaten. Stockholm (Isveg Sweden)

2004

Licht, lumigre, ljus, Berliner Festspiele, Berlin (Almanya Germany)

What do we wait for, Kulturhuset, Stockholm (Isve<[' Sweden)

Exit & Borderline, Maubeuge & Creteil / Microfollies, Lille (Fransa France)

Siparisler Commissions:

2009 Istanbul, Borusan Music House. "ELO" moving light.

2008 Sadertélje, City Hall. "Concrete Sofa"

2006 Lulea, kv Hackspetten, School Clock sometimes showing time

2005 Tumba, Tunaskolan, ceiling with moving "Astronauts"

2002 Gbrg, Universeum, lightsculpture “to Gunnar L”

2000 Stockholm, Metrostation Hasselby Strand, "Teleportation's" mosaics efc.

www.partos.se/
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ErWin REDL Avusturya-A.B.D.
MATRIX Il

Yapitim, “dijital deneyim”den sonra sanat yapmanin kosulu izerine disiniyor.
Enstalasyon, ¢izimler, CD-ROM, internet ve ses gigi kpullondlglm cesitli medyalara formel ve
yapisal yaklasimim ikili manhga dayaniyor, ¢inki malzemeyi cogu zaman algoritma, kontrolli
rastlantisallik ve bilgisayar kodlamasindan esinlenmis diger yontemler iceren, kendi kendime
koydugum dar bir kurallar bitinine gére bir araya getiriyorum.

1997'den bu yana, sanal gercekligin ve ¢ boyutlu bilgisayar modellemesinin soyut estetik dilini,
buyik bo |§|E enstalasyonlar kuﬁonorok yeniden mimari bir ortama tercime ederek “tersine
mithendislik”" sirecini arastiriyorum. Bu yapit toplaminda uzam, benim sanatsal midahalem
sonucunda dénisen ikinci bir deri, toplumsal derimiz olarak deneyimleniyor. Bu mimari boyutun
lC(Jogloslndqn tir, bu enstalasyonlarin ¢ok dnemli yanlarindan biri, “mevcut” olma yoluyla
atilim.

Gorsel algi; bedensel hareket ve bunun pesi sira zamanin gecisiyle” beraber isliyor.
Yopltldrln?ormel yonleri kolayca ayirt edilebiliyor. Bu 6zelligin yorumlanmasi ve anlasilmasi,
izleyicinin dznel referanslarina bagli. Ayni sekilde, enstalasyon baglaminda kisinin etkilesimleri
de Kler izleyicinin referanslarini yeniden bigimlendiriyor ve karmasik bir toplumsal fenomeni
sergiliyor.

Isik medyasi dogrudan sanal gergekligin estetigine génderme yapiyor. Bu medyanin ucucu
dogasi, yapihimin temelini olusturan saf yapisal mantigin ideal bir temsilini olusturuyor. Ayni
zamanda cfo enstalasyonlarimdaki aktif 1sik; geleneksel medyanin, érnegin resim ve heykefi/n,
nesne olus ve yansiyan isik cevresinden dolasarak yaptigi gibi degil, dogrudan dénistiriyor

yapisal manhgi.

Erwin Red|

"“Tersine mihendislik” - 5zgiin bilgisayar kodunu bilmeden, endistriyel rakibin yazilimini yeniden programlama yéntemi.

“ Kendi beden hareketleri araciligiyla uzami arastiramayacak kadar kistlanmis olan ve dolayisiyla da kendi hareketlerine

Sreceli olarak nesnelerin sabitlerini 6grenemeyen kedilerle ilgili cok bilindik deneyi ele alalim bir an icin. Kedilerden
EOZI'GFI serbestce dolasabiliyordu, ama Platon'un magarasinda gélgeleri izleyenler gibi kisitlanmis diger kedileri tasiyan
bir arabayi cekiyorlard. Iki gruptaki kediler de ayni gorsel deneyime sahipti. Ama birkag hafta sonunda kediler serbestce
hareket etmeleri icin b|qu||g|k|or|ndc|, araba geken kediler kendilerini normal bicimde yénlendirebildi, ama hareketleri
engellenmis olan kediler siirekli bir seylere carpti ya da kenarlardan dissti. Bu deneyden yola gikarak, uzam icinde “akilli”
bir yénelimin, ya da genelde “akilli” davranislarin, cevreyi duyular ve hareketlerle aktif bir sekilde arastirma sonucunda
gelistigi cikarimina varildi.

Florian Rétzer, 'Images Within Images, or, From the Image to the Virtual World'; lterations: The
New Image icinde, s.64, International Center of Photography - New York City, The MIT Press-
Cambridge, Massachusetts ve Londra, Ingiltere 1994

Katkida Bulunanlar
Collection Museum of Contemporary Art San Diego
International Collectors ve Annenberg Foundation destegiyle yapilmis mize alimi



ErWin REDL Austria-U.S.A.

MATRIX Il Turkish Premiere

My work reflects upon the condition of art making after the 'digital experience'.

The formal and structural approach to various media | employ, such as installation, drawings,
CD-ROM, Internet and sound, engages in binary logic, because | assemble the material according
to a narrow set of self-imposed rules which often incorporate algorithms, controlled randomness
and other methods inspired by computer code.

Since 1997, | have investigated the process of 'reverse engineering'" by (re)translating the
abstract aesthetic language of virtual reality and 3-D computer modeling back into an architectural
environment by means of large-scale light installations. In this body of work, space is experienced
as a second sKin, our social skin, which is transformed throught my artistic intervention. Due to
the very nature of its architectural dimension, participating Ey simply being « present » is an
intergral part of the instalations.

Visual perception works in conjunction with corporeal motion, and the subsequent passage of
time.? The formal aspect of the works is easily accessible. An interpretation and understanding
of this characteristic is dependent upon the viewer's subjective references. Equally, the various
individual's interactions within the context of the installation re-shape

each viewer's subjective references and reveal a complex social phenomenon.

The medium light refers directly to the aesthetic of virtual reality. The ephemeral nature of this
particular medium is the ideal representation of the pure structural logic which underlies my
work. At the same time the active light in my installations transforms structural logic directly into
an intense corporeal sensation without traditional media's, e.g., painting and sculpture, detour

through objecthood and reflected light.
Erwin Redl

"' 'Reverse engineering' - the method of re-programming software from an industry rival without knowing the original
computer code.

“ Speculatively, we might refer to the wellknown experiment involving cats that were restricted so that they could not explore
space through their own body movements, and thus could not learn ﬁva constants of objects relative to their own movement.
Some of the cats were allowed to move freely, but dragged a cart containing other, constrained cats - bound like the viewers
of the shadow show in Plato's cave. Both groups of cats had the same visual experiences. But when all the cats were, after
several weeks, allowed to move freely, the cart-pulling cats were able to orient themselves normally, while those cats
restricted from any movement would continuously ﬁump into things or fall off edges. From this experiment, it was deduced
that an “intelligent” orientation in space, or any generally “intelligent” behavior, develops from an active senso-motor
exploration of the environment.

Florian Ratzer, 'Images Within Images, or, From the Image to the Virtual World' in 'lterations:
The New Image', p.64, International Center of Photography - New York City, The MIT Press -
Cambridge, Mass. and London, England 1994

Credits
Collection Museum of Contemporary Art San Diego
Museum purchase with funds from the International Collectors and the Annenberg Foundation
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Erwin REDL

1963, Gfohl (Avusturya).
1993'ten bu yana Amerika Birlesik Devletleri’nde yasiyor ve ¢calisiyor.

Born 1963 in Gfshl (Austria).
Lives and works in the United States since 1993.

Egitim (segilmis) Education (selection):

1993-95  MFA Computer Art, School of Visual Arts, New York, NY
1988-91 Diploma in Electronic Music, Music Academy, Vienna (Avusturya Austria)
1988-90 BA in Composition, Music Academy, Vienna (Avusturya Austria)

Odiil ve Burslar Awards and Scholarships:

2002  State of Lower Austria Media Art Award, St. Pélten (Avusturya Austria)
New York Foundation for the Arts, Award for Architecture & Environmental Structures, NY
1999  WNET/Channel 13 Reel New York.Web Award, New York, NY
1992  City of Vienna Award for Composition, Vienna (Avusturya Austria)
1988  Award for Composition of the “Erste” Bank, Vienna (Avusturya Austria)

Daimi Enstalasyonlar Permanent Installations:

2012 New York City Police Academy, New York, NY
2010  King Liberty Village, Toronto (Kanada Canadal)
Pacific Design Center, West Hollywood, CA
2009  WAVE, W-Hotel, West Hollywood, Hollywood, CA
FLOW, 186 Fifth Ave, New York, NY
MATRIX XVII, Centennial Towers, San Francisco, CA
2007  FLOW, Waverly Place (private residency), New York, NY
2006  FLOW, Shirlington Public Library, Arlington, VA
SPEED SHIFT, Skinker subway station, St. Louis, MO
Nocturnal Flow, University o?ch:shington Seattle, Seattle, WA
2004  MATRIX XIV, Bloomberg LP, Lexington Ave, New York, NY
2003  MATRIX V, 125 Maiden Office Tower, New York, NY

Kisisel Sergilerden Bir Secki Selected Solo Exhibitions:

2009
WSU Gallery, Wright University, Dayton, OH
Galereya Dzyga, Lviv (Ukrayna Ukrainia)

2008
Emerson College, Huret and Spector Gallery, Boston, MA
Museum of Contemporary Art, San Diego, CA

2007
Ace Gallery, Beverly Hills, CA
Sara Roney Gallery, Paddington (Avustralya Australia)

2006
Museum of Contemporary Art, Denver, CO

2005

Plui-in Institute of Contemporary Art, Winnipeg (Kanada Canada)
Anthony Grant Gallery, New York, NY

Conduit Gallery, Dallas, TX



Secilmis ve Yakin Tarihli Karma Sergiler Selected and Recent Group Exhibitions:

2010 .

Digitalife, La Pelanda, Roma (ltalya ltaly)

Material Evidence: Phenomenology of Matter, Beach Museum of Art, Kansas State University,
Manhattan, KS

2009
Nuit Blanche, Toronto (Kanada Canadal)
Ingenuity Festival, Cleveland, OH

2008 .
Expo 2008, Zaragoza (lspanya Spain)
Sensory Overload, Milwaukee Art Museum, Milwaukee, WI

2007
From Flash to Pixel, Martin-Gropius-Bau, Berlin (Almanya Germany)
Vienna Art Week, Vienna (Avusturya Austria)

2006

The Colour Spectrum - Modern Art, Museum of the State of Lower Austria, St. Pélten (Avusturya Austria)
From Flash to Pixel, Zendai Museum of Modern Art Shanghai (Cin China)

Artintime, Sumi, New York, NY

Switching Worlds: Desires and Identities, Austrian Cultural Forum New York, New York, NY
Backdrop, Bloomberg Space, London (Ingiltere UK)

2005

Spielzeit (“Playtime”), Berliner Festspiele, Berlin (Almanya Germany)

Lichtkunst aus Kunstlicht (“Light Art from Artificial Light”), ZKM, Kor?;ruhe (Almanya Germany)
Postmediale Konditionen (“Post-media Conditions”), Neue Galerie, Graz (Avusturya Austria)
Ecstasy: In and About Altered States, LAMoCA, Los Angeles, CA

Lights on Tampa, Tampa, FL

2004

Licht! (“Light!”), Berliner Festspiele, Berlin (Almanya Germany)
Exit Festival, Creteil, Paris (Fransa France)

Borderline, Maubeuge (Fransa France)

Haeusler Contemporary, Munich (Almanya Germany)

Lille 2004 - European Capital of Culture (Fransa France)

2003

What the Whitney Don't Know, TAG, Brooklyn, NY

After Inage, Wood Street Galleries, Pittsburgh, PA

In the Gloaming, Sculpture Park “The Fields”, Omi, NY

Liminal, Hampden Gallery, Universirg of Massachusetts, Amherst, MA

Art Chicago 2003 - Special Project by Creative Time / Haagen Dazs, Chicago, IL

2002

Signal to Noise, Location One, New York, NY

E-motion, POST Gallery, Los Angeles, CA

Res Magazine Party, EyeBeam Atelier, New York, NY

Special Effects, Daejeon Municipal Museum of Art, Daejeon (Giiney Kore South Korea)
Graphic, Curt Marcus Gallery, New York, NY

Whitney Biennial 2002, The Whitney Museum of American Art, New York, NY

The Magic of Light, The Hudson River Museum, Yonkers, New York, NY
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Richard CASTELLI

1999-2007 yillari arasinda Lille 2004 Avrupa Kiltir Baskenti'nin baskiratérligini yapan
Richard Castelli, bu ddnemde Peter Greenaway, Chiharu Shiota ve Erwin Red| gibi sanatcilarla
birlikte calish@ “Cinemas of the Future”, “Robots 1”, “Microfolies”, “Du Cété de Chez"” adli
sergilerin kiratérligini yaph; Jacquemarts ve Féeries Urbaines kent enstalasyonlarinin (Méziére's
Arches, Inversed Forest ve Bamboo's Invasion) gerceklestiriimesine dnayak oldu.

Epidemic adli kurulusun kurucusu ve direktéri olan Castelli, Berlin (Martin-Gropius-Bau, 2007-

2008), Sangay (Zendai MoMA, 2006 ve 2008; Heykel Sanat Merkezi, 2007; Bilim ve Teknoloji

Mizesi, 2008) ve Roma (Romaeuropa cercevesinde, sonuncusu 2010'da Roma Cagdas Sanat

I(;/\Uzesl,i é\/\ACRO isbirligiyle gerceklesen i¢ sergi) basta olmak Gzere bircok kentte sergiler
iizenledi.

Castelli; Jean Michel Bruyére, Du Zhenjun, Dumb Type, Granular-Synthesis, Kurt Hentschlager,
ulf Lon%heinrich, Robert Lepage, Shiro Takatani ve Saburo Teshigawara gibi sanateilarinda
yapimciligini da sirdiriyor.

Jean Michel Bruyére, Du Zhenjun, Saburo Teshigawara, Jeffrey Shaw ve Sarah Kenderdine ile
bircok 360", interaktif veya stereoskopik filmin yapimeiligi ve ortak yapimeiligini gerceklestirdi.

Yénetmen olarak cektigi kisa ve orta metrajli filmler bircok uluslararasi televizyon kanalinda
gdsterildi ve aralarinda Rio de Janeiro Film Mizik Festivali (Brezilya) ile Estavar Festivali'nin
(Ispanya) birincilik ddilleri de dahil olmak izere birgok 5dil ald.

www.epidemic.net

From 1999 to 2007, Richard Castelli was the senior curator of Lille 2004 Cultural Capital of

Europe.

Besides the activities related to this function, he has personnally curated exhibitions such as
Cinemas of the Future, Robots |, Microfolies, Du Cété de Chez... (with Peter Greenaway, Chiharu
Shiota, Erwin Redl) and initiated the urban installations of Jaquemarts and Féeries
urbaines (Méziéres's Arches, Inversed Forest and Bamboo's Invasion).

He is the founder and director of Epidemic and is the curator of several exhibitions among others
in Berlin (at Martin-Gropius-Bau in 2007-2008), in Shanghai (Zendai MoMA 2006 and 2008,
Sculpture Art Centre 2007, Science and Technology Museum 2008) and in Rome (three exhibitions
in the context of Romaeuropa, the last one in cooperation with the Museum of Contemporary

Art of Roma MACRO 2010).

He is also the producer of artists such as Jean Michel Bruyére, Du Zhenjun, Dumb Type,
Granular-Synthesis, Kurt Hentschldager, Ulf Langheinrich, Robert Lepage, Shiro Takatani and
Saburo Teshigawara.

He has also produced or co-ﬁroduced several 360°, immersive, interactive or stereoscopic films
or installations by Jean Michel Bruyére, Du Zhenjun, Saburo Teshigawara, Jeffrey Shaw and

Sarah Kenderdine.

As filmmaker, he has directed several short and medium size films broadcast on many international
TV channels and has won several awards including first prize of Rio de Janeiro
Music Film Festival (Brazil) and first prize of Estavar Festival (Spain).

www.epidemic.net
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Kiratér ve Katalog Editéri Curator and Catalogue Editor: Richard Castelli

Epidemic:

Prodiktér Producer: Richard Castelli

Sergi Koordinatéri Exhibition Coordinator: Héléne Stril

lletisim Communication: Florence Berthaud

Sahne Sanatlari Koordinatéri Performing Arts Coordinator: Rossana Di Vincenzo
Idari isler Administration: Pierre Laly

www.epidemic.net
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Borusan Kocabiyik Foundation Culture and Arts Institution,
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Matiére-Lumiére

Yapitlar Artworks

Granular-Synthesis (Kurt Hentschlager & UIf Langheinrich)

Sarah Kenderdine & Jeffrey Shaw

UIf Langheinrich

Thomas Mclntosh ile with Emmanuel Madan ve and Mikko Hynninen
Christian Partos

Erwin Red|

Richard Castelli
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