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ABSTRACT

This research explores new methods for practicesbassearch in fine art (video
and multi-media installation) and in curatorial ¢irees, residing in specific

readings of Deleuze.

The thesis looks into the potential presented leyriirror. Mirrors are symbolic
references. Video has the capacity to be a miaahé world; the exhibition also.
Yet the mirror here is not examined as a reflecwbrthe true ‘self’ nor is it
invested in concepts of a ‘true’ mirror image oé theal’. Instead, the suggestion
is made that a mirror pertains to an oxymoron, hiclw contradictory terms are

combined as mirroring is recognised in terms ohBatentity” and “difference”.

Along these lines, reflection on negation beconmesmode of operation and the
mirror maintains the reflective experience, morecsjcally visual thought, in
place. This is why the works made and discussedugunow the “production of
the subject’unfolds representational boundaries. It is sugdetitat the act of
being reflected must engage new ways of thinkingualnultiplicity of subject-
positions; what it means to ‘be’ or ‘become’ andwhpast experiences are
manifest in the present. The analysis has beenefdirough an examination of
the transformative potential in representationssfugaking about political realities

today.

To consider these issues, the thesis brings togathamber of inter-related fields
of creative practice and situates critical inquinymethodologies that structure
how the ‘subject’ manifests itself on screen. A ifpsophy of practice”, linking

curatorial activities and artistic works is deveddp through a series of
philosophical reflections; artworks; curatorial ieities and dialogues with
different artists and theorists. The thesis seenaawhole examines these
‘encounters’ that facilitates a mirror’ reflectiaf a world “yet-to-come” through

varied means for engagement which are tested ipraduction and theoretical

and curatorial positions.
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Introduction

In this practice-based research project, | havdoegg how the relations between
copy/model; sameness/difference could operate deoviand installation work. My
initial research focused on how to think throughe thontradictory terms of
representation in ideas of simulacra from Bauddllaand semiotics and then
reconceptualise its structural order in a readirageld on DeleuzeFrom an
examination of different relations within conceptuaodes of representation, |
attempted to address a number of inter-relateddief creative practice and situate
them in a critical inquiry about the cultural pm# of difference, with a specific focus
on identity in terms of dislocation/displacementlie Balkans and in Turkey. | have
tried to develop a “philosophy of practice” througiich a mirror reflection of a
world “yet-to-come” would become visible in art through varied means of
engagement. This chapter provides an examinatiamhat designates the recurrence
of both situational representation and identitythe relations between copy/model,
real/virtual; unity/difference. These ideas were $tarting points of my practice.



Most discussions of the image and its copy usethaéories of simulacra start with

Plato, where a copy can stand on its own as a wabyput a model and as a copy of
what already exists in reality. The Platonic questof the simulacrum subsequently
arises: when is the simulacrum a copy of a copyvaenen does a copy obtain a new

relation to its model?

The terms copy and model maintain the world of @spntation and reproduction.
However, a simulacrum undermines the very distimcbetween copy and modeh
copy is defined by the presence or absence of gglseglations of resemblance to a
model. The simulacrum, by contrast, bears only atereal and deceptive
resemblance to an assumed model. The processmbdsiction, its inner dynamism,
is entirely different from that of its assumed mipdks resemblance to it is merely a
surface effect, an illusion.The simulacrum affirms its own difference, assta

differentiation.

Deleuze’s project is inherently rooted in the proatdve impact of an encounter, in
which art communicates through “signs” capable wmjusing the pure power of
thought and of generating a structural methodofoggt this seeming contradiction in
which the sign creates thought and method is gtuat the heart of the problem of
representation as a concept and as a practice akesnmproblematic where an
understanding of where the real resides. Thissis aihere the common sense relation
between a sign and what it is supposed to reprassrames trivial. This logical
impossibility is more than a metaphor indicating Huperficial referentiality between

copies and the primacy of an original.

! Deleuze, G. “Plato and the Simulacrum'@atober no: 27 — Winter 1983, translated by R.
Krauss, pp. 52-53

Zibid, pp. 48-49

® Deleuze, GProust and SignTranslated by Richard Howard, University of Miso& Press,
2004, pp. 105 -106



My work began by considering, first, how a repreagan might operate as a sign,
how a digital image might operate in relation t@a@y and how a mirror might
interfere in representation representing neith@yawor model.The reflection of this
acknowledges the “regime of the One, the self-sah® imaginary play of mirrors
and doubles, the structure of binary pairs in whittat is different can be understood
only as a variation or negation of identify.”

The mirror was a point in which the difference betw copy and model or image and
reality could be seen. What exactly does mirraf-iglognition imply? What, then, in

this case, is left once the mirror breaks? Thisvliyy | did not seek to elaborate a
psychoanalytical intervention of cultural norms which the mirror is our first

encounter with a self projected back to us as imegyéen a Lacanian reading. For
Lacan, the “otherness” of the image that the subgssumes in the mirror stage
creates a negative dimension in the subject’'s esxigt. He formulates this negative

position because we know of no “other” to relate to

In this instance, the term “simulacrddest captures the way the active force of
difference that substantiates identity in favourcohtinuous becoming exists in the
philosophical construct of the actual/real. ThisMsere “the power of simulacra is
such that they essentially implicate at once theatl= x in the unconscious, the word
= x in language, and the action = x in history. @mera are those systems in which

different relates to different by means of differeritself.”

Identity emerges and re-emerges in representatioly @vithin and through
differences, from a transformation where “differenn itself appears to exclude any

* Grosz, Elizabeth. “A Thousand Tiny Sexes: Femingsid Rhizomatics” iiGilles Deleuze
and the Theater of Philosophgg. Constantin V. Boundas and Dorothea Olkowskiy Ne
York: RoutledgePress, 1994, p. 192

>DR, p. 299



relation between different and different which alld@ to be thought. It seems that it
can become thinkable only when tamed — in othedsjavhen subject to the four iron
collars of representation: identity in the concetposition in the predicate, analogy
in judgement and resemblance in perception. [...k¢hare the four roots of the

principle of reason: the identity of concept”..”

These four aspects, which merge to form a fourfolet of representation, are modes
that subordinate difference but in fact reveal ldek of representational concepts.
Thus, “difference” has a diversifying, as well as a unifying, power oanr

understanding of reality.

The orientation of this thesis is where | triedajgply a critical sensitivity to these
ideas of identity, repetition and difference in @arbduction and theoretical and

curatorial positions.

An example of this is the floor installatioFhere (see detailed information on the
work in Appendix A, p. 151), which examines the egemce of a realm of “image
reality” where reason is confused with reality dogic with life. The inversion takes
place because subject/object relations are chaaigeédlomination of a subject by the
object is removed. The floor installatidinereis an effort to underline the difficulty

of addressing the truthfulness of the real as iitrors in images: images in mirrors”.

®ibid. p. 262

" Exhibited inIn Image We TrustAKM, Istanbul (2001) an®ialogues Méditerranéen&té
Culturel 2007, Saint Tropez (2007). Reviewed: “Diples Mediterraneens” by Fabrice
Bousteau irBeaux Artgmonthly art and culture magazine), Paris, Juné&/ 2005; “Ville du
string” by Emmanuelle Lequeux lre Monde Paris, 29 Aug. 07, p.18



In my site-specific installatior?® | explored how even if an infinite number of
representations of an object are produced (seelatetaformation of the work in
Appendix A, p. 152 and also see Appendix B, p. 1I68l),they all come together at
the point in which the identity of the object isséike, mirroring its transformation at
the centre of the circle of representaticthis idea of exploring the effects of multiple
repeated images is also present in the multi-méuséallation Transparency of
Stained Mirrord® (see detailed information of the work in Appendix gp. 153-154
and also see Appendix B, pp. 168, 174-175).

Most of my work attempts this exploration throudje tspeculation on the projective
transference that takes place when the returneobliject insists on being seen within
the work and this produces a certain tension betweage and reality. The viewer as
the subject in my worurveillance and Self-Ageritysee detailed information of the

work in Appendix A, pp. 156-157), for example, igroduced into this particular

installation in such a way that inter-subjectivigyvisible as being not just a function
of the imaginary and the symbolic, but also of thal. The object is not present as

such but functions as a “vanishing poinfhis involves a transgressive excess within

8 Exhibited in“What If?” reflection on choice333 Kifisias Avenue, Athens (2001).
Reviewed: “What If? — Stories from a Deserted Hauadgifisia” in Epennitis(weekly
newspaper), Athens, 25 Sep. 2001, p. 22; “Cordfi@rivate and Public Life — An artist-run
group project in an old abandoned house put forwawd ways of looking at art, cultural
diversity” in Herald Tribune & Kathimerin{daily newspaper), Athens, 1 Oct. 2001, p. 13;
“London Calling” inAthinorama(monthly art magazine), Athens, Oct. 2001, p. ¥8hat If?
— reflection on choice” iskala(monthly art magazine), Istanbul, Nov. 2001, p. 68
Broadcast:ANT1 TV(Greek TV Channel), Athens, News, 23 Sep. 2001

°DR, p. 55-6

10 Exhibited in“What 1f?” in residence, in transjt84 Teesdale St., Bethnal Green, London
(2001). Reviewed: “What If? — when a contemporatyezhibition being talked of ...” by
Ferhat Ozgur irSkala(monthly art magazine), Istanbul, Oct. 2001, p.Bx@adcast: “Turkish
Artist Living in London” by A. DuffreneBBC World ServiceLondon, 15 Feb. 2001

! Exhibited inLondon Biennale 20Q%allery 291, London (2002). Reviewed: “Surveittan
and Self-Agency: Eyeing the Other” by lan Padgeg8anat Dunyamig@uarterly art
magazine), Istanbul, Nov. 2002, p. 98



the medium used: CCTV footage. Additionally, thetss of ambiguities and
fluctuation as part real, part imaginary furthentses what an emergence of a realm
of “image reality” creates and how surveillanceafates our understanding of reality
in its mediatisation. Thus the number of intervem$i with the “flood of images”
invariably slips away into other kinds of motiondathese are linked to the “act or

rather the apparatus of seeing” instead.

The idea that an uninvolved observer exists for wWwek remains a constructed
compound, because the work itself inverts this bseat produces a closed circuit. In
other words, within the self-contained situatioreganted by the work, there is a
doubling of subjective identifications with imagesone’s self but these are known
only within the power reversal which operates iis gituation.

In the specific writings of Baudrillard, especiatlyose from 1972 to the present, he
problematised the contradictory terms of repredemtavithin the structural order of
signs, emphasising those which have little relathgm to an external “reality” and
where “reality” no longer seems to have any meaniig “real is that of which it is
possible to give an equivalent production” but i formulation “the real” is rendered

obsolescent by the actual transformation of theikiorum?*?

When | began the project in 2001, | started exptprihe simulacrum through
Baudrillard’s writing and | discussed this in theide ‘Repeated Images in the
Metaphysics of Copy® (summary given in Appendix C, p. 192) and | al&rdssed

this in one of the research semindr&audrillard’s early evolving critical approach

was about the essential paradox of representatibith is that the copy cannot get

129 p. 15

3 Bal, G. “Repeated Images in the Metaphysics ofyCapUs (quarterly magazine on art,
culture, politics and media), Istanbul, Spring 200132

“Bal, G. “Paradox of the Sign”, research seminaexitral Saint Martins College of Art &
Design, London, April 2001



too close to the original without the thing it neféo. According to him, simulation is

the substitution for the real or signs of the Tetiat no longer represent or refer to an
external model. They stand for nothing but themselnd refer only to other signs. In
this context, “the ‘real’ table does not exist. .if it exists, this is because it has
already been designated, abstracted and ratioddlisseparation which establishes it

in this equivalence to itself®

However, the simulacrum cannot adequately be dssclis terms of copy and model.
The reality of the model, therefore, is a questizait needs further clarification, but
Baudrillard avoids the question of whether simolatreplaces a real that did indeed
exist, or if simulation is all there has ever béene. a process that produces the real,
or is, just as it should be, more real than thé Ezery simulation takes as its point of
departure a level of intensity as real entitiehatpoint of actualisation, as | argued in
my paper for the conferendgngaging Baudrillard'® But these real entities in fact
make simulacra visible, turning the system’s logmck on itself by duplicating
simulation where the “mirrors make the real falSe.”

As | discussed in the article ‘You Can Never Comet @f There — mirrors,
duplications, reflections/refractioi8’(summary given in Appendix C, p. 193), it is
this configuration in the form of a problematic weéen “real” and “its image” that

forms one side of a dichotomy in which the “normetielements of thought in their

°S p.4
®*CES p. 155

" Baudrillard, JIn the Shadow of the Silent Majoritigsanslated by Paul Foss, Paul Patton,
and John Johnston, New York: Semiotext(e), 19837pp83

'8 Bal, G.Engaging Baudrillardat Swansea College of Art & Design, Sept. 2006ar8ea
g p. 49
?°Bal, G. “You Can Never Come Out Of There — mirrahsplications,

reflections/refractions...” ilRh~ Sanat(bi-monthly contemporary art magaziney, Igsue,
Istanbul, Nov. 2003, p. 74



established form operate between thought and thiendant” and lead to the
affirmation of the active forces where “appearanoelonger means the negation of

the real in this world?!

Baudrillard argues that it is impossible to tek ttifference between form, copy, and
simulacrum, “simulation is the situation created dnyy system of signs when it
becomes sophisticated enough, autonomous enoughoptish its own referent and to

replace it with itself.??

For Baudrillard, there is no external model amygler; instead
it remains within. This creates differentiated sigmhich blur togethe?® “All the
repressive and reductive strategies are alreadseptran the internal logic of the

sign.”*

The simulacrum subsequently no longer functioneregitially; rather it becomes the
negation of signs. According to Baudrillard, “beiimgthe presence of floating images
that no longer bear a relation to any reality imudation.”®® He explains that this “is
substitution of signs of the real for the re@l.~Signs” for him “do not represent or
refer to an external model any longéfand further, “images become interchangeable
while they tend to run together allowing a substitu for one to another® He
concludes that “therefore objects become images iarafjes become signs as
everything is reduced to a molecular binaristh.”

ZINP, p. 117

29 p. 11

Zibid, pp. 55-58, 103-115

DR, p. 163

g p. 11

ibid, p. 4

"ibid, pp. 145-146

28 Baudrillard, JIn the Shadow of the Silent Majoritjgsp. 35-37

#ibid, pp. 56-57, 134-135



This affirms the progressive disappearance of ¢éad in the self-referentiality of the

sign, which is reinserted into new chains of repnégtion beyond their original

semiotic principle of “sign=signifier/signified” ta point where Baudrillard argues
that signifiers can stand alone. This suggests shypts have a life and that life is
constructed within the relationship between sigmd what signs represent (objects).
For these reasons, | turned back to semiotics hed eéngaged more closely with
Deleuze, because | wanted to look more closelglations between the sign and its

referent; copy or simulacra in relation to the aihe model.

A sign “stands for something called the object]ibking it to an interpretant, and an
additional sign that stands for some aspect ofdbgect. A sign thus mediates
between the object and its interpretaiitThe practical applications of the relations

can be described as:

Interpretar

In this modet® the interpretant is the outcome or the effechefdign, which indicates

that different signs may reference different aspentt an object, leading to the

%0 Cunningham, P., and Cunningham, J. “Making WordsThe Reading Teacher, Reading
Research Quarter|yissue 46, 1992, p. 172

%1 The connections are described on Peircean model.



uncovering of the different quintessence of an abji this instance the mode of
production of meaning is emphasised where diffe@diers constitute qualitative

multiplicities of differential relations.

Therefore every fixed notion has in a way no otbhesis than the process of passing
into the opposite. It is the opposition of “in-ifSeand “for-itself” of object and
subject which is important. All other oppositionsdamovements of this opposition
are only appearance. They form the meaning ofdther profane opposition. In this

notion — which is something of a progressive notidies “essence”.

Hegel, in theDoctrine of Reflectionexplains essenaes a concept of something that
arises from the interpretant’s reflection uporHiégel suggests an image does not just

appear and pass away again, but instead supetbedather.

The essence lights up in itself or is mere reftectiand therefore it is only
self-relation, not as immediate but as reflectedd Ahat reflex relation is
self-identity. This identity becomes an Identity, form only, or of the
understanding, if it were held hard and fast, qaltof from difference. Or,
rather, abstraction is the imposition of this ldgntof form, the
transformation of something inherently concrete ithis form of elementary
simplicity. This may be done in two ways. Either may neglect a part of
the multiple features, which are found in the ceterthing (by what is
called analysis) and select only one of them; eglecting their variety, we
may concentrate the multiple characters into%ne.

The implication of this passage for me was that dbstract entity in itself could
become “deterritorialised” and pass through ansitme internal change, which is the
property of the symbolic as well as the imaginasyaaunified entity. Nonetheless, the

form of the resulting symbolic relationships isns@rted into new chains of invisible

%2 Hegel, W.Science of LogicTranslated by A.V. Miller, Prometheus, 1990, Dimet 115
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change, circulating through the reciprocal actioh gigns. In this respect
simulation/simulacra is a process that producesdhk or it takes the real beyond its

principle to a point where it is produced.

Yet this does not actually suggest that simulacegpeoduced all along by analysable
procedures of simulation, because they carry tted back to its principle of
production and gave way to a new regime of simoativhere the simulacrum
encloses a proliferating play of differences.

This shift proposes that “the problem no longer csons the distinction
essence/appearance or model/copy. This whole distmoperates in the world of
representation [...] The simulacrum is not a degradegy, rather it contains a
positive power which negates both original and ¢dimgh model and reproductiort®”

Deleuze draws attention to the notion of copiesmodels imposing on the object to
the extent that they come to be considered moletiiaa ‘the real’ itself. The copy
has always a boundary established by an interdafioe to a model, whereas the
simulacrum looks on the other side of the copy #&sddynamics may bear no
relationship to the model. In this eventuality gismulacrum masks the copy of the

copy in order for it to proliferate.

The copy is an image endowed with resemblance;simellacrum is an
image without resemblance [...] Doubtlessly it (siambm) still produces
an effect of resemblance; but that is a generaceffvholly external, and
produced by entirely different means from thoset @@ at work in the
model. The simulacrum is constructed around a diypa difference; it
interiorises a dissimilitude. That is why we canloiger even define it with
regard to the model at work in copies — the modie¢he Same from which
the resemblance of the copy derives. If the simulacstill has a model, it is

* DR, pp. 52-53
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another one, a model of the Other from which foloan interiorised

dissimilarity>*

The process described means denying the priorignodriginal over the copy, of a
model over the image to the power of simulacra. Ancheans affirming that any
original is itself already a copy that has beerit $m its very origin and that has a
life of its own. This is what distinguishes Deleiszaccount of the simulacrum from
Baudrillard’s.

Deleuze argues that the account of the simulacrambe “related to the different
through difference.” Thus “two things or two deta@mations are affirmed by their
difference ... [in order] to affirm their differenaes that which relates them to each
other as different® In this sense, differential relations between citmal changes
constitute their heterogeneity and relations betws&uctures are made up of
differences between differences of a different graddaich produces a new paradigm.
Here he presents the sign system in which differerar intensities are prior to an

actualisation that stands for itself.

The question for me then became: what are the méexha that involve a process of
giving a substance to the notions of “being” andtloé “real” by means of a
fundamental generative movement? How do the teaoial’ and ‘virtual’ relate to

the practice of being an artist using video?Z&ek suggests, ideas about “being’ and
‘becoming’ relate to ‘actual’ and ‘virtual[...] howthen are we to combine this
unambiguous affirmation of the Virtual as the sdk production that generates
constituted reality with no less unambiguous stat@nthat ‘the virtual is produced

out of the actual’?®

% Deleuze, GPlato and the Simulacrunpp. 48-49
% callinicos, A.ls There A Future for Marxismi2ondon: Macmillan, 1982, p. 89

% Zizek, S. Organs without Bodies — Deleuze and Consequerastledge: New York and
London, 2004, p. 26
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The key to this contradiction in terms is, of cayravhat Deleuze designates as the
difference between the “virtual” and the “actuarhis in turn negates both the object
being copied and that copy itself. Thus the reaVesao the simulated real and this
temporarily masks its own proliferation, in whichfferent orders constitute

qualitative multiplicities of differential relatian

If “difference” is the primary relation to a world which there are no foundations
(essences) and everything becomes simulation, sloedacra provide the means to

“deny the primacy of original over copy, of modekoimage®’?

° Images Without: Deleuzian Becoming

In my attempt to situate how the virtual and theiakrelate to my practice as a digital
video artist, Zizek’s reading of Deleuze was sutjges

The distinction between APPEARANCE and the postmodeotion of

SIMULACRUM as no longer clearly distinguishable rfiothe Real is
crucial here. The political as the domain of apaeee... has nothing in
common with the postmodern notion that we are @rmgethe era of
universalized simulacra in which reality itself bates indistinguishable
from its simulated double. The nostalgic longingr fthe authentic
experience of being lost in the deluge of simulddetectable in Virilio), as
well as the postmodern assertion of the Brave Newl®\of universalized
simulacra as the sign that we are finally gettirdy of the metaphysical
obsession with authentic Being (detectable in Yfai)i both miss the

distinction between simulacra and appearance: W& lost in today’s

DR, p. 66
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‘plague of simulations’ is not the firm, true, nemaulated Real, but

appearance itself32.

This is problematic in so far as if the simulacrerists in and of itself without any

39 it is itself an

reference to a model then its existence is potgntianmediated
unmediated difference. At this point one shouldalleDeleuze’s well-known claim
that “a philosophy of difference” must be invertéte being of simulacra is the being

of difference itself; each simulacrum is its owndab

The impact of this on creative practice is sigmifitsince this indicates the conceptual
form of the representation of the identical. Tisisvhat marks out different®and
reinforces the power relation of subject/object rabteristics that serve to make
symbolic differences visible. Then the questiorisw is it possible to recognize the
productive role of art production and theoreticatl &uratorial positions within any

possible “identity-form™?

My project developed into challenging assumptiongedded in the fiction of the
unified subject. And | made attempts to reconfigiglentity and space to open up
representational dichotomies emphasising dis-lonafi the “in-between”, and an
understanding of these phenomena which might éxisugh greater recognition of
the contingency of space and self. This involvedsatering different, and where
possible spontaneous, spatio-temporal mechanistchexgioring visual metaphors in
order to find ways to open possibilities of mukigippearances through a multiplicity
of psychical and social locations.

% Zizek, S.The Fragile Absolute: or Why the Christian Legagy\orth Fighting ForVerso
Books: London, New York, 2000, p. 195

*¥DR,p. 29

“ibid. p. 79
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My projects then started to involve the hidden lotaries which operate within new
forms of complexity but which would allow subjedtivto remain decentralised and
relational. The video, a partial element of the imedia installatiorOther mirrored*
(see detailed information of the work in Appendix pp. 155-156 and also see
Appendix B, pp. 178-179), consists of a single sifod chronicle where we witness
something different. This was an attempt to finfdran to represent “another truth” in
which the concepts of domestic comfort are ungktifeough an unrelenting gaze.
This is ultimately governed by a contingency —linta heterogeneity or diversity — as
it engenders itself through multiple connectionsetame interested in the concept of
the “inappropriate/d other” (see discussion in Gea) and tried to find ways to
show this inverse relationship, since one is net‘tdther.” The one is made visible in
the other and is only there in so far as that “Gthgists as an entity.

The video workdisembodied Voi¢é (see detailed information of the work in
Appendix A, p. 158) captures the effect of the tiegeof the subject as a fixed entity
and seeks to preserve some sense of irreducibleratite. In this respect, the
Deleuzian encounter does attempt to distinguistvittteal from the possible, because
in the possible there is identity in the concepthe same. In the virtual, however,

there is pure multiplicity in the ide3.

“1 Exhibited in“What If”, reflection on living across differenc@ainting & Sculpture

Museum Ankara (2003). Reviewed: “A Splendid Cultural Broviment!” by Beral Madra in
Radikal(Daily Turkish News Paper), Istanbul, 6 May 200215; “Three Cities and One
Exhibition: What If” by Kemal Erdemol idwvrupa(weekly newspaper), London, 8 May
2002, p. 9; “What If?"... in ArredamenteMimarlik Dergisi(monthly art magazine),
Istanbul, May 2002, p. 3; “What If?” reflection timing difference across... by Ferhat Ozgiir
in Sanat Yillg1 (Art's Annual), Istanbul, January 2003, p. 34. Bfcast: Exhibition review
with Riza Ece aTRT — Foreign Broadcaghational weekly art and culture TV programme),
Ankara, 8 April 2002

“2 Exhibited in80 nf M, ASG, Istanbul (2003) and also showrAimother Vacant Spac&he
Lab Gallery, NYC (2004). Reviewed: “Images we avinb in ...” in Sanat DinyamigA
quarterly art magazine), Istanbul, Feb. 2003, p. 89

“*DR, pp. 211-212
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The multiplicities of subject positions were alsatroduced in the video piece
Screened Out*! (see detailed information of the work in Appendixpp. 159-160).
This deals with the space of the other within anevithout at the border of the self
with regard to identifying the process of inhabdat viewed as re-articulating a
slippery sense of identity and space beyond theaipalypresence in their reciprocal
relations. The dichotomy between the two createpaze to “mirror” where this de-
spatialisation and break with hierarchies is masteene — in the field of the digital.

In these early works, | wanted to explore how theattve moment of thinking
differently about copy/model and virtual/actual lkbastablish the problematic of the
research project as a whole. | then shifted toaxp how “difference” itself related

to identity and the cultural politics of identityfiérence; difference/sameness.

Deleuze argues that difference cannot be acceptegtognised on its own, but only
with reference to self-identical objects where ¢her no ontological unity: “being is
becoming.” There is an internal “difference” withithe “different” itself, the

“different” differs from itself.

A crucial strategy involves a new understandingha& notions of “difference” and
“subjectivity” as a mode of production in their nifatd modalities. Here the basic
principles are to reveal how the Deleuzian projedblds a certain ontological root of

complex relational powers.

However, at this intersection, it is necessaryap omething about the “production of

subjectivity,” which multiplies (or reflects) andhweh unfolds new possibilities for its

4 Exhibited inChanging Channejdnterdisziplindre Kunstprojekte Ort, Berlin (2003
Reviewed: “Modern — und wild gemixt” by Almut Sched in Neues Deutschlan@erlin, 27
August 2003, p.17; “London Biennale Pollinations’Die Zeit Berlin, 29 August 2003, p.14;
“Changing Channels” iultura Extra September 2003, online
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future production where nothing is the “same.” Tinsmediately unveils their

differentiation and causes it “to become the other”

° Negativity and Difference:"“difference of identity and difference”

In Difference and RepetitioDeleuze undertakes “the search for new means of
philosophical expressiof” and introduces a theory of difference in creating a
sustaining breach for critical inquiry. To the extdhat it excludes a significant
relating notion, which would permit drawing of anatogy between identity and/or
resemblance, it is argued that subjectivity requitgther clarification as something
ontologically prior to representation. This will bsonsidered in relation to the

“identity” of an object.

Deleuze states that all representation of an aftstomcept in the form of an instance
of representation is problematic insofar as, instatice or essence, it involves the

hardening qualities in this antinomy as forming tiogion of identity®

The primacy of identity, however conceived, defities world of representation. But
modern thought is born of the failure of represeota of the loss of identities, and of
the discovery of all the forces that act underré@esentation of the identical [...] All
identities are only simulated, produced as an apteffect’ by the more profound

game of difference and repetitidh.

From a Deleuzian position, representation, alonth wdentity, is only a “pseudo-

movement.”In thought’'s generative movement, all “represeatdtand “identity” are

DR, p. xxi
“6 Deleuze occasionally refers to representatiormlght as thé&image of thought”.

“"DR, p. xix
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enacted within an “abstract limitatio® One of the difficulties in attempting to
articulate an ontological movement such as the rgéime matrix, which actualises
representation and identity, is a tendency to sgme“itself’ (the object) as other than
what “it” really is.

This can be described as the mode of the “actaathething generated in and through
the virtual circuit which is in no sense a speatfidirect relation to the primary or the
fundamental matrix that generated it. However, desgtatements to the contrary,
how is it possible for difference to be ontologigaignificant when traditional forms
of recognition are used in the understanding oéritity” or “sameness”? In other

words, how, for Deleuze, is it possible for an abje retain its identity?

The question of how it is possible for an objectdtain its identity became the focal
point in my understanding the relationship betwées virtual and the actdlin
video and the installation art. If the non-repréatanal forms bring about reciprocal
relations, can the concept of “identity” be foundghm the account of the “virtual”

and the “actual™?

Deleuze also states that difference cannot be septed completely by the “identity
of a concept” if it is forced to instigate itself the boundaries of representation.
Representation affirms the particular mode of esgimn of a concept: identical,
similar, analogous, or opposed to another condepia result, representation here is
considered as difference, and repetition may invobbjects of representation.
Representation can only render difference and itepetegatively in relation to a

concept of sameness.

“Bibid. p. 212

“9 Deleuze argues that virtual structure or processmiality is impotent in itself. That is,
potentiality needs something external to itselieotthan itself, to actualise itself. According
to him, the virtual has tendencies to produce tteeah within its own structure. Deleuze
would further maintain that in the process of gating the actual, the virtual gives itself in
such a way, where it is necessarily given as dtiar what it is. Thus virtual sphere precedes
the actual structures that reify them as reality.

18



Repetition entails a relation between the “repéated the “repeated”, at the same
time as difference entails a relation between tléfférenciator” and the
“differenciated.” Deleuze employs the term “differentiation” to reféo the
determination of the virtual, while he also usestiérm to refer to the actualisation as

divergent element®.

As previously mentioned, the idea that the actuaresponds to the realm of
representation and that the virtual correspondshe realm of “difference” and
“repetition” is significant The virtual sphere also has a more primary sicgiion,
since Deleuze considers that both “difference” arggetition” exist in the realm
generating representable and similar. But it ixigedy in respect of this generative
and creative process that “differen@aid“repetition” has become excluded. Deleuze
also refers to two other terms that help defines thelationship and process:
differertiation and differenciation. Differentiation represe the structures associated
with difference and repetition while differenciatits used to refer back to the process
of difference manifesting and actualising itselthwn the sphere of the actual.

The actualisation of the virtual [...] always takekge by difference,
divergence or differenciation. Actualisation breakith resemblance as a
process no less than it does with identity as acppie. Actual terms never
resemble the singularities they incarnate. In wemse, actualisation or
differenciation is always a genuine creation. leslawot result from any
limitation of a pre-existing possibility... [Differ&e and repetition] are
thereby substituted for the identity and the redamde of the possible,
which inspires only a pseudo-movement, the falseamznt of realization

understood as abstract limitatioh.

*ibid. p. 211

DR, p.212
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While *“difference” and “repetition” actualise themselves, they do stthout
resembling themselves. To phrase it a little défgly, there is a non-representational
interruption between the process of “differeiation” and the effects it necessarily
creates. If this is correct, then the principlad#ntity, or all first principles for that
matter, would simply not apply to this non-reprd¢agonal process. This negation
looks problematic, since how can one make suchaancWithout presupposing a
notion that affirms the principle of identity asvsaness in its primary signification in

terms of the importance of the copy as relatethiéonodel.

Similarly, if difference is the repetition of thennepeatable, the same differential
structure gives itself to a relative position ot thactual” in a similar way to the

principles of “identity”. The argument here is twld and apparently contradictory.

In the first case, “difference” is a function of attainable identity; in the second case,
“difference” is only the negative image of an idgntThe problematic formula of
“difference of identity”and “difference® constitute a pre-reflexive unity where a
third unifying element manifests itself. Relatirg this complex problematic set of
circumstances, further questions emerge with regarbdow the relations between
“identity” and “difference” ought to be construadtheories that allow “identity” and

“difference” to be conceived and/or understood.

The propositional dilemma Deleuze sets oubDifference and Repetitiosuggests
further debate, which might clarify relationshiptween “identity” and “difference”,
as | discussed at a conferenceltre work of Gilles Deleuz® This reference point is
crucial not only because of a theory of differettia inspired by systems theory, but
also because he argues for the *“diversion of reptatons” that governs

methodological procedures within a closed selfrexfgal system.

*2Luhmann, NSocial Systems (Soziale SysterReankfurt/Main, 1984, p. 26

*3 Bal, G.The work of Gilles Deleuz&reenwich University, July 2006, London

20



° Difference and Unity in Deleuze

Another vital question in relation to the conceptdifference” is therefore whether
difference actually or philosophically possessemessort of metaphysical priority.

How could this function within the context of thelBuzian project?

The “difference” functions “on the basis of two three series, each series being
identified by the differences between the termscwiiompose it>* Systems should
not be thought of as unities, but rather as a seeach of which is itself defined on

the basis of difference.

Consequently Deleuze argues that “difference” ibeadhought of as constitutive and
unifying forces or principles that either precludéference or dictate a necessary
structure beyond rigid progress of the creatiooafcepts. The concept of difference

is therefore both positive and disruptive.

In taking series as well as “singularities” as ¢inent forces, and in counteracting
these constituent forces by inertial descriptiahss the positive element that gives
rise to singularitiesvhile at the same time rhizomic distribution for¢ks power of a

unifying principle beneath the surface. These tvnaracteristics tend toward an
intersecting point at which the essential role loé ttoncept of difference resists
transcendence in all of its forms, becoming ineetitral or negative. In a Deleuzian
position, the realisation of difference rests withe idea of positive distance [which]
belongs to topology and the surface. It excludésigpth and all elevation, which

would restore the negative and identity.”

**ibid, p. 154

LS p. 173
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The question of the relationship of surfaces tar tbenstituent series becomes pivotal
and so is still to be dealt with in the conditidrat affirms surfaces in the Deleuzian
understanding of “difference” — which can only ocouhen those surfaces are
secondary to something lying outside them and ansttuent to a series.

If difference is taken as the guiding concept, hewhe complexity of difference, a

new principle of transcendence to be introduced?

In effect, the essential in univocity is not thatily is said in a single and
same sense, but that it is said, in a single amdessense, of all its
individuating differences or intrinsic modalities.] The essence of univocal
being is to include individuating differences, véhithese differences do not

have the same essence and do not change the estbraey>°

The “univocity of being” has been valued as “anegbjof pure affirmation® The
concept of “univocity” implies not that everything the “same” or that there is a
principle of the same underlying everything. Bulr, Deleuze “difference” can arise
only in relationship to surfaces on the basis of@arological univocity” that is non-

transcendable.

The “univocity of being” is in contradiction a catidn that permits “difference” to
escape the domination of identity. Being can expielf in the same way, because
difference is no longer submitted to the prior mehn of categories; it is not
distributed within a diversity that can always lerqeived, as it is not organised in a
conceptual hierarchy. Being is what is always sdidifference; it is the “recurrence”

of difference®

*DR, p. 36
> refer toDR, p.58, and also see pp.52-61 for a discussioh@hunivocity of being”.

%8 refer toDR, pp. 35-43, 299-304 and also 4% pp. 162-68
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It is in this way that “difference” can be both ged and affirmed. It is posited as the
result of “ontological univocity” that transcendends denied and reciprocates
surfaces and their differences. It is affirmed bseathose surfaces and differences are

seen as no longer merely situated within a unifyragscendent source of principle.

The tension between Deleuze’s recognition of theassibility of separating “unity”
and “difference” and his temptation to privilegdfelience are two associated specific
situations, which differentiate in relation to @ifénce but not in relation to
“difference of identity”. The first situation is ¢hcritique of representation; the second
is in his positing of singularities. Each of theseurn needs to be addressed again,

since they impact upon difference in its referetacielentity as previously discussed.

The critique of representation is set as a limitOmBleuze’s critique of resemblance
and unifying principles. According to him, in repeatations the recitation of the
“primacy of identity” has become established wHeliéferences” are either denied or

eliminated altogether.

Representation allows the world of difference tacage... [infinite
representation is inseparable from a law which eend possible: the form
of the concept as an identity-form, which constisusometimes, the in-itself
of representation (A is A), sometimes the for-its#l representation (I=I).
The prefix “re-” in the word representation sigagithis conceptual form of

the identical which subordinates differencgs

To posit a concept in the “conceptual field” has fanction of giving primacy to
difference and interrupts the necessary chiasmiatioaship between unity and
difference. It is positing a deception of the “umiity of being” by inverting “primacy
to identity” in allowing a place for positive diffences that possesses both coherence

*DR, p. 79
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160

and normative power as | discussed in the artidlebe your Mirror'>” (summary

given in Appendix C, pp. 194-195).

By this means, both sides of “representational i@gaconsist of “one and many”
and never reach the “multiplicities of univocityBubsequently, both situations have
merely conceptual differences mediating the possibdbut they are always

ontologically single in “substance”.

However, there cannot be several substances shariogmmon attribute through
which they could be conceived of in relation to ogiion or negation. Therefore
Deleuze’s “multiplicity” must not be confused withe “representational” opposition
of one and multiple. Besides, they are ontologycsithgular. Rhizomatically it keeps
the forms open to the return of real differenceatTih, it retains the forms in a state of
immediate proximity with the real distinction oftr#tutes in an ontologically single

substance.

This means that the “actualisation” is not a predasolving a fundamental category,
but constitutes the process of defining the sing@ad only “univocity” reaches the

real force of singularity. Hence actualisation & a “representational” process of the
generality of the particular.

° External to Being (Tatigkeit des Erekennes)

Deleuze understands the formula “identity of idigtitand“difference” as a univocal

statement about the priority of identity over diéfiece and not as a form that posits

the capacity to act independently. He distancessélimfrom Hegel's analysis of

0 Bal, G. “I'll be your Mirror” in RH" Sanat(Bi-monthly Contemporary Art Magazine),"15
Issue, Istanbul, Dec. 2004, p.52
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identity, which results in an “in-itself-absolutemidentity” (“an ihr selbst absolute

Nicht-ldentitat”f* within the constitution of identity.

It is assumed that identity can only achieve “singhmeness with itself’ (“einfache
Gleichheit mit sich”) when it differs from “absotut difference” (“absoluter

Unterschied”). In other words, identity means mtiran “self-sameness” of “being”
and has absolute in-determination. It is thereftgpendent on difference even if it is
supposed to be a difference in which it confrotdslf as its own other.

Difference implicit is essential difference, thesRiwe and the Negative ...
That the Negative in its own nature is quite as miositive (see next 8), is
implied in saying that what is opposite to anotiséts other®?

Hegel suggests a difference that appears in areliffial form — namely, negation as a
process. Here, the distinguishable designationserméting differentiation as
opposition enter into a complex relationship. Ttesignates how self-referentiality

comes into existence.

The self-referentiality now, however, changes itsipon into one of a different
consequential configuration. This becomes a cam®siit element of what is
determined through sublation. The “other” of thensthing becomes discernible as its
other, as the other within itself. If, however, aggn determines itself as exclusion in

reference to its other, then exclusion merges wifrther exclusion.

Self-referentiality is generated without the neitgss having to presuppose the prior
unity of the “self”. Despite his special attentitmthe nature of the negation of the
negation, Hegel takes the opportunity to elucidaseconceptual procedure. The self-
representation of his conduct is not constitutesh@lthe lines of an existential logic

®1 Hegel,Wissenschaft der Logik (Science of Lodigygic § 41

®2ibid, Logic §119
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and thus leads to the negation of the negationjtatetermines further contradictions
where difference constructs all determining unityl aegation-less difference urges

the diversity of non-representable singulariffés.

Deleuze reduces this intricate structure to a ssnmpbdel, which he then rejects. He
rejects it on the grounds that, through the pdddios in binary oppositions, it locates
all differences on a single, flat, horizontal sadaand consequently evens out their

varying depth§?

The contrast between the diversity of non-repregsat singularities, however,
provides criteria for determining the linear rapatibetween negationless differences
and the dialectical relations of opposition. Folyoan the basis of this minimal
condition can the negationless difference effetivesscape a dialectical reflection,
which would otherwise become integrated into itssteyn through mediated

immediacy between the two forms of “difference”.

In the theory of theletermination of reflection this has to be desaibesuch a way
that it reciprocates the varied accounts in Heghllgic, even contradiction still

appears in the guise of an asymmetrical model.

It is a fact that the contradiction between theitpasand the negative is resolved by
self-exclusion, but through a different logfcthe first is contradiction “in-itself” the
second, posited contradicti6hin Hegel’s introduction, it is only on the surface
conceptual logic (so-called “subjective logic”) tha symmetrical relationship

between reference and referent, between refleaimhimmediacy, is attained. Here,

®DR, p. 56
®ibid, p. 50
®ibid, p. 45

% Hegel, Logic § 65-66
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existential logic is something and something otheftexive self-sameness that posits
itself into the concept of singularity. If this grasition is not correct then what is the

concept of difference, which demands its own siagty, and what is the essence?

° Singularities

Where the concept of “univocity” meets the reatés of “singularity”, it is important
to reiterate that all ideas have real differencenvbntologically real differences are
taken into consideration. Every rhizomic distrilouatiis different from the other, but
they are all ontologically a single substance. Ttiegulate the undistributed “being”
since they all share the same ontologically sisglestance. Therefofsubstance” in

itself is singular and by this means it has a destinction.

This being the case it follows that both sidesepresentational negation consist of
negative forces of “one/many” and never achieve rthatiplicities of “univocity”.
Consequently both sides merely have conceptuardifites that mediate the possible.
With “univocity” the attributes are readily distinghable from “ontologically real
differences” and are at the same time heterogenedhsse attributes are, however,
always “ontologically singlefn substance.

The pursuit of an understanding of the notion oingslarity” is crucial in
restructuring the hierarchical transference connogrirepresentational boundaries
where the relationship of “differencehd “repetition” can be further discussed with
reference to the non-representational forces. Heiference” and “repetition”
actuate a move towards non-representational thouhis leads to an order of

inconsistency of differences, which impose a unftidentities.
Given two heterogeneous series, two series ofrdifilee, the precursor plays

the part of the differenciator of these differendaghis manner, by virtue of

its own power, it puts them into immediate relattorone another: it is the
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in-itself of difference or the “differently differd” — in other words,

difference in the second degree, the self-diffevemich relates different to
different by itself. Because the path it tracemissible and becomes visible
only in reverse, to the extent that it is travell®eer and covered by the
phenomenon it induces within the system, it hagplace other than that
from which it is ‘missing,” no identity other thahat which it lacks: it is

precisely the object=x, the one which is ‘lackimgits place’ as it lacks its

own identity®’

There is a hierarchy of forces that results in #matefore is the “object=x" The
engagement of the notions of “unity” and “identigppears problematic as categories
dictate the play of affirmations and negations asdablish the legitimacy of

resemblances within representation.

Deleuze’s strategy of “differencednd “repetition” andthe way he applies it in his
philosophical exploration of the notion of singutigs is examined by the following
question: what forces engender differences? He adis, what is the constituent
substance of repetition that is not reducible féecknce and that cannot be confused

with the apparent character of objects represdmngdie same concepts?

The arguments presented are a labyrinth of inteewalebates. A perspective focused
on Deleuze’s manipulation of the singular mighthlegpful in order to separate out the

analysis of these debates.

As an agency of mediation, repetition avails iteélits own self-generated simulacral
illusion “which it employs in order to double itffiemation of that which differs®
According to the evidence available, affirmatiorcagpable of doubling itself only by

virtue of negativity and “identity” obtained froneléreferential negativity. But if

DR, pp. 119-120

®8ibid, p. 130
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difference produces an illusory image of itselforder to affirm and mediate itself
with itself then the referential negativity is sadary® and not merely a simulative

theoretical account on the surface of false reptasenal dichotomies.

The singular aspect of all these categories isstparation from the reality of the
subject/object to which it refers and which estlids the disjunctive impenetrable
structural constituent of substance; more precidély relationship of difference to
itself might only be superficially relevant.

Deleuze formulates multiple strategies to discaréfigured ontology and the
exteriority of difference, although “difference” sig@reviously been regarded as being
inflicted upon an established identity, which iattlof a non-representational surface,
and where identity goes into the negative. Consatyuéor Deleuze the “difference”
in its own differential reality is always made up“singularities”. Representation, he

suggests, engenders this false movement.

Deleuze highlights a multiplicity formed by the tual coexistence of the order of
relations and the distribution of a singular distisondition. For Deleuze the “one-
many” distinguishing element of unity is a virtuadndition where continuance is
difference” in-itself” and “for-itself”. Actualisation of the unity takeke form of

differentiating one from the other?

The direction of the Deleuzian argument leads tdwamultiplicity, or relational
entities, the analyses of the dynamics of becomidgwever, qualitative and
quantitative multiplicities lead from virtuality tactuality, from unity to multiplicity.
For Deleuze this process is another order of restrahis strategy seeks to maintain
the grounds for the transcendental in the virthiat,his process of actualisation is not
a copy in the real itself, as it becomes the cdphe copy itself. The copy ultimately

*ibid, pp. 50, 205-7, 235
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turns into the original, and “what matters to Delkeus not virtual reality but ‘the

reality of the virtual’.”®

His analysis of the *“difference’and “repetition” continues by introducing an
additional important aspect, namely the notion wofdividuation”, to reveal the

passage from the virtual to the actual. Previoletioms between the pre-individual
states set up a disparity of at least two ordemnafnitude. Therefore, according to

Deleuze, a problematic field appears between om@®ids a determinate force.

Individuation emerges as the act of solving thebfmm, which is therefore the
actualisation of the potential. This is associateith “singularities.” It is still

individual, just as the anti-self is, however, grardance with Deleuze’s strategy, it
removes any limits. The individual always continteslivide and change, but if this

is the case how is it that “individuation propephecedes matter and fornf*?

The idea of “individuation” shows the distinctivénaracteristic: relations between
singular propositions embodied in reciprocal deteation and intensities that affect

the spatio-temporal actualisation of singular cbimastics and their relations.

The transcendental plane for Deleuze is thus Virather than possible. It does not
resemble the real, but allows for an actual thaatas itself in differentiating itself
from the differentiated virtual ground in a process‘individuation” of intensities.

The importance of this progressive determinati@s In the notions of the singular

that depend upon their distinction.

0 Zizek, S. Organs without Bodies: On Deleuze and Consequeitms York & London:
Routledge, 2004, p. 3

""DR, p. 38
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° Becoming

The reference to “becoming without being” in thetabogical opposition between
“being” and “becoming” that underlies Deleuzianions of the virtual is problematic
One should therefore problematise the very basalitguof “being” in contrast to
“becoming” and the key to this in the differencetvien the “actual” and the

“virtual”.

This is a further argument in its relationship k@ fproblematic of actualisation as
conceived in the actualisation of the “virtual”’ eaftits derivation from the preceding
“actual”. Antinomy is introduced here, because actuality stastes itself as

something added to the principles “ogal’. Every actual is then the result of the
actualisation of the preceding virtual, or theraimsactual that precedes the “virtual”.
Put differently, the very extraction of the virtulabm the real constitutes reality —

actual reality is the “realpercolating through the virtual.

The distinction between the real and the possibdeimes a set of predefined forms or
essences that acquire physical reality becauseialdtems resemble them. As stated
by Deleuze, the distinction between the virtual #relactual, on the other hand, does
not involve resemblance of any kind, and, far froomstituting the essential identity
of a form, ontological processes subvert idenfltigey now form different spheres,

thereby separating resemblance from identity.

Deleuze expresses this by asking, “How does asatan occur in things
themselves? Beneath the actual qualities and ettesnfof things themselves] there
are spatio-temporal dynamisms. They must be sudveyevery domain, even though

they are ordinarily hidden by the constituted giegiand extensities?

"2DR, p. 222
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Here Deleuze uses at least two lines of argumdmd.fifst one directly relates to his
previously mentioned theory of actualisation onwalation, which are the processes
of becoming that construct spontaneous “spatio-tealpdynamisms”In addition, it
may be necessary to go beyond the simple dichotomgynamic between the
absences of a single unifying entity as opposets tiltansmission formulated partly in

“divergence of actualisation”.

The processes described combine to produce dizdéatiements, referred to as
oppositional binary formations, which emerge thtowgeating a space of enquiry,
with a characteristic that is distinctive of imglms occurring between the real and the

virtual and causing blurring.

Hence, in the representation of the self, its dispinent dichotomy between image
and reality — the convergence of the reconstructbrthe real embodied in the
processes of “actualisation” afdrtualisation” —is not actual nor constant but virtual

and variable

In the arguments related to the theory of “acta#ili;” or “individuation” — the
“processes of becoming” — Deleuze states: “It [alesation] does not result from any
limitation of a pre-existing possibility® within the abstract limit of the transition.

Deleuze would refer to the structure of “differatibn” by proposing that both

“differentiation” and “different¢iation” are caught up in the movement of
“becoming”. Even though the effects of the creatwecess of actualisation betray
their origins, they refer back to something thaheyated them without any false

differential structures.

Beyond what has been stated, it can also be saidhb elements that determine any

given differential structure may also be constduby deeper differential structural

ibid. p. 212
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elements. Thus the key point in trying to define tproblems of identity can
apparently be resolved by defining it in its redaship to the differential structures
that seek to subvert perceived monolithic detertema

However, it is also something more: it is a “rhizotmmarking”,”* a process that
rejects sign/meaning taxonomies in favour of logkat the relationship of forces. The
rhizomic function of deterritorial subversion, mednle, is to offer a multiplicity that
resists the attractions of either monolithic or logenised orders.

What is the relationship if subject/object relasoare disrupted in this process and
multiplicity is neither a “subject,” nor a unity dbbjects”? Similarly what is the

relationship where the “theory of multiplicity thatoes not refer to subject as
preliminary unity” refers to “divergence of actustion” in a space for possibilities of

situational representation?

Another vital question pertinent to the developmeftnew visual strategies is
problematised in “representation” and “self-reprgaton” within the formation of

new forms of articulation. This results in the U(sttural order of signs in the
contractual space” in its potential omnipresenceugh the multiple system of
rhizomic presence, which creates new conjunctiontlo® “sign-image we are

(becoming)” that is subject to the practices ofaidnce in relation to the challenge of
divergence.

In the examination of how “the mirror dissimulatesther truth”> the consideration
of the de-differentiation takes place at the iredign of the un-/differentiated “other”

constructed around extending the boundaries. k ¢bntext “self” and “other” are

" Deleuze, GandGuattari, F. A Thousand Plateau3ranslated by Brian Massumi, London:
The Athlone Press, 1988, pp. 3-25

> Melchior-Bonniet, SThe Mirror: A History Routledge: New York and London, 2002, p.
224
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deployed along the axis of the possible at the piaynirrors, as the other is the

structure of a possible world, sustaining the tealf the self.

“It is never the Other who is a double in the daudplprocess; it is a self that lives me
as the double of the Othef®"lts logic is therefore the logic of “differencesrovided
that it is assumed in its transcendental and ientpirical understanding; instead of

the difference between x and y, the differenceois of x from itself.

However, according to this logic the problem is theltiple, varied and shifting
references between the issues of “inappropriatéi@rOin multiplicities of difference

and the emphasis upon the factual lived reality.

As a result of ontological fixed foundations of ibifty and invisibility of a
multiplicity, a new conjunction is established ihet transition, consisting of its
potential ubiquity throughout the multiple systemswvhich it is a nomadic presence
in its reference to “rhizomiciharking

The impact this has on creative practices is tleeefar-reaching, since any form of
existence takes the form of temporary materiabsatiserving to reveal symbolic

differences. This is a step towards an ideologytsrotherness or externalisation in
relation to representation and self-representati@t.the “self” is not the realisation

of the possible “other”and it finds its unity in the midst of “becomingtaal” within

its actualisation. It is the real that suffers frarhimitation, as it cannot be without the
possible; the virtual suffers from incompletenessitaseeks its completeness in its

actualisation.

Is this then an indication of a shift in the pagadiof the “virtual/generativeprocess
towards abstract multiplication, referring to thsible and invisible structures?

’® Deleuze, GEmpiricism and Subjectivity: An Essay on Hume’sofpef Human Nature
Translated by with an introduction Constantin VuBdas, New York : Columbia University
Press, 1991, pp. 98-99
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° Conclusion

This chapter has set out some of the importantequisdn Deleuze that informed and
acted as starting points for my practice. Deleuagrslerstanding of difference
between “real” and “appearance” emerges in thersédientiality of difference. This

sets difference against itself for the reappearamoceé the force of appearance:
“repetition”. In the process of repetition, the negative is dumsibn, an image of

identity. Differences thus appear as differences tan only take effect in a prior
sameness. The perpetual divergence of differenbsesuently corresponds to a
displacement within repetition where the notionr@petition also seems to become

the object of a corresponding affirmation.

The Deleuzian project subsequently apparently besowalid in that repetition not
only passes through the negative but also simuwiasig generates a simulational
negative. Repetition permits the differential systes a fundamentally different series
existing only in the property of a compound struakdiorm that differs in the study of

differential equations: that is, it permits theuretonly of “simulacra”.

The differential structures which determine soeiadl political conflicts in relation to
appearances where the theory of difference is @inetd became of great interest to
me. Difference can exclude identity from its refdr@ accounts only if it identifies
itself in relation to the different. Still, this de not itself indicate an affirmation of the
contrary formula of “difference of difference” antidentity” a formula that is
analysed as the “in-itself determined differentt&dt is the'unity of identity and of its

identity.””’

""Hegel, Logic § 47
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It is precisely through the elimination of identifyom the interplay between
differences that identity forces its way to a positwhere such interplay generates
sameness with itself and thus reverts to what & atseempting to distance itself from:
“identity”. Therefore Deleuze recognises identity not onlythees condition of the
representation, but as the condition of the intgrpbf differences. Consequently

identity becomes an effect “which disturbs the tinetself status of the conditior®

These ideas of repetition, negativity and diffeeemt the formation of identity and
simulacra were important to me. The underlying iclity of thinking beyond
representational constructs and seeking ways tdctefg differently in and through
the production of art became my major concernghénfollowing chapter, | outline
how some different engagements in creative practideom Central and Eastern
European artists — provided me with encounters Imichv | could find important

methodologies for contemporary art production agat ouratorial positions.

DR, p. 120

36



2.0 Overview

2.1 Sein — fur — Anderes€2eing — for — Other1dentity
and difference.. or double Contingency?

2. Ways of 2.2 Mapping the Shifting Borders — beyond zero {sin
o 2.3 Practice: Grzigi Wodiczko, Ataman...
Identifying the o -
In the Threshold of the Visible: Places of Trarmsiti
2.4 Practice: Sala, lvanoska, IRWIN...

“Other” Shifting Modalities, Developing the Negative?

Inappropriate-/d

2.5 The Ever-present Phantasmagorical Ruptureein th
Possible!
2.6 Subjects in Space...

2.7 Conclusion

Overview

This chapter explores the new ways of thinking almoultiplicity of subject-positions
“that begins from the critique of its present cdiadiis (‘being’) in order to embark
upon the careful construction of mechanisms of gegeent (‘becoming’).”® It looks
into several other artists’ practice, largely ie #rea of new media art and from the
region of Central or Eastern Europe, known as tlakdhs, and examines their
tactical/strategic potential in relation to my irgsts outlined in Chapter 1. These are:
How does a discussion of identity and differencéatee to the discussion of
representation? How can the emergence of virtuityebe defined in relation to the

concepts of the image as representation and thgeims procedures of simulation?

" O’Sullivan, SimorandZepke, StepherDeleuze and Contemporary AEdinburgh
University Press, 2009, p. 2
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What, in the virtual/real presented by an artwaridicates a place of possible
transformation of understanding or knowledge? IfleDee’s ideas about how
difference and sameness establish identity anchpallg ‘Otherness’ are correct, can
they be seen in operation in these works. And nmaportantly, who is the Other

today?

Marina Grziné’'s practice seeks to establish a mechanism for hegiging a
virtual/material dualism within the phenomenon ahwglacra through simulating
absence, as a means of “proving or disproving”rda. Krzystof Wodiczko’s work
presents a geographical and imaginative crossiioaakich the cultural nomad might
redefine themselves within a “self reflexive” disese. Kutlg Ataman’s practice
creates a space that establishes subjectivitynagde of production through the axes
of trans-cultural practices between new topologamaies of exclusion and inclusion.
Problematising what constitutes curatorial pract&also explored, for example, in
Genco Gulan’®Veb Biennalenitiation and some “self-organised” or “artisttiated”
projects such asost Highway Expeditio(LHE).

This chapter deals with how artists and curatodypce an ontology of multiple
worlds in which “identity-form” can be re-evaluatdstyond “I-other”dichotomy.
This is intended to produce relational entitiesvimch an interrelation takes place as
“an activity of an un-framing [...] which leads taecreation and a reinvention of the

subject itself.5°

In this respect there is a further need to look itite discussions on the notions of
“difference”, or practices defined as forms of fdience” or “othernessivithin a
structure following Deleuze. A focus for these sfiens is provided through the
concept of “the Inappropriate/d Other”. This corttepvas developed by Trinh T.

8¢, p.131

8 Trinh, Minh-ha. “She, the Inappropriate/d Other'Discourse No 8 - Winter 1986 - 87
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Minh-ha, who proposed thdive can read the term “inappropriate/d other” irthbo
ways, as someone whom you cannot appropriate, andsceneone who is
inappropriate. [...] Since inappropriate(d)ness duasrefer to a fixed location, but is
constantly changing [...], it works differently acdorg to the moment and the forces
at work.”®? In looking at these artists’ works | became inséed in how this idea of
difference was constantly in operation and howdated a “new” space in which a
subject could find its completeness in “becominguakl in a different form of

actualisation.

As Trinh T. Minh-ha explained to Marina Grzni

One strategical definition of “the Inappropriatéther” | gave in my book,
in the context of gender and ethnicity, is that aheays fairs with at least
four simultaneous gestures: that of affirming “I dike you” while
persisting in one's difference; and that of insgptil am different” while
unsettling all definitions and practices of otheasarrived at. This is where
inappropriate(d)ness takes form. Because when gtkuabout difference,
there are many ways to receive it; if one simplgenstands it as a division
between cultures, between people, between enttiss,can't go very far
with it. But when that difference between entitisdeing worked out as a
difference also within, things start opening ugsidie and outside are both
expanded. Within each entity, there is a vast faaid within each self is a

multiplicity.®®

As curator Francesco Bonami complains in relation contemporary art and
contemporary curation of shows about globalisati@therness has started to play a

role in so far as:

8 Trinh T. Minh-ha in Conversation with Marina Griéin“Inappropriate/d Artificiality”,
1998. Date: 19.05.2003, refer to:
http://arch.ced.berkeley.edu/people/faculty/bourtiah/TTMHInterviews002.htm

% ibid.
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The same concept of “otherness” assumes the raéenafw currency. [...]
Otherness reaches an abstract value and a virin@indion. Otherness is
transformed into a “geographic expansion” wherefed#nt visions are
converging and moving. Otherness itself becomesomadic entity, a
floating raft where contemporary culture survivlee self-defeating idea of

globalisation®

However, this notion of difference in play seemadequate to express how a work of

art internally might explore difference — as sugeedy Min-ha above.

° Sein - fir - Anderes?Being - for - Other?

identity and difference ... or double Contingency?

As discussed in Chapter 1, Deleuze shows thatithelacrum is the same structure
possessed by difference in which what is differeférs to what is different by means
of difference®® In this way, the simulacrum can simulate the iibef the similar and
the negativ&® Differences appear as differences in a prior s@senSubsequently
being neither actual nor constant displaces theotieny between image and a reality,

which when unfixed allows the emergence of “divexgeof actualisation®

In relation to these arguments of “actualisatiom” “mdividuation”, which is the

process of “becoming™Deleuze posits thdfactualisation] does not result from any

8 Bonami, Francesc&ula of Contemporary Visions: Rituals of Exchangea iRing of
Cultures Public Lectures & Conference Papers at 2nd Jasurg Biennale 1997.
Date: 7.9.2005, refer ttttp://camwood.org/abstracts.htm

DR, p. 277

% ibid, p. 301

8 Deleuze G. andGuattari, FA Thousand Plateayp. 336
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limitation of a pre-existing possibility [...] Thegre thereby substituted for the identity
and the resemblance of the possible, which insprdg a pseudo-movement, the

false movement of realization understood as alidtraitation.”®®

In his view, it is the real that suffers from a ifiation, as it cannot be without the
possible; the “virtual” suffers from incompletenessit seeks its completeness in its
“actualisation”. This is an indication of a shifin ithe paradigm of the
“virtual/generative process’'which might offer the possibility of moving toward
abstract multiplications referring to the in-/visistructures. Zizek provided me with
a bridge to considering these issues in relationde media art — particularly his

writing on cinema and new media.

Far from belonging to the level of the actualisatiof distinct entities in
order to constitute reality, the dimension of tisefject” designates the re-
mergence of the virtual within the order of actiyali’'Subject” names the
unique space of the explosion of the virtualityhint constituted reality...
[S]ubject thus relates to substance exactly likedB@ng versus Being:
subject is the *“absolute unrest of Becoming (alisolWnruhe des
Werdens)... [in other words, the “subject” is a pyreirtual entity in the
strict Deleuzian sense of terms: the moment ictaaised, it changes into

substancé®

How does this discussion of the production of sciiyéy operate for an artist who
works with both virtual and material things — imagend objects? New media has
made many claims about shifting the production @imbhn subjectivity. The
introduction of photography, film and animation aleregarded as shifting how we
understand and read the world. The Tactical Mediairk, hosted by the WaXg

®ibid, p.212
8 Zizek, S.Organs Without Bodies, Deleuze and Consequepc&s- 64

% Date: 19.01.2003, refer thttp://subsol.c3.hu/subsol_2/contributors2/garoiarktext.html
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introduces tactical media as “in becoming and perétivity involved in a continual

process of creating a continuous supply of mutants hybrids — to cross borders,
connecting and re-wiring a variety of disciplingsthe media that are continually
appearing. Although tactical media include altar®atnedia, in fact the term tactical
disrupts and takes us beyond the rigid dichotoritdsto the negation where a third

space is created.

The key question in relation to Deleuze’s concdptbecoming” is the question of
singularity in relation to the Subject’'s sensedf sr identity. If “becoming singular”
(simulation) is affirmation, how does all of this a Deleuzian reading of new media
apply to the present cultural condition within attjstrategies and/or subject-
strategies relative to the creative process inpm@adigm of the “virtual/generative”
matrix? Further, as | brought the question at iffelnternational Visual Studies
Conferencé? what characterises the problematic of situatisitatited forms of
representation towards the production of a “seflexeve” framework for subjects
encountering art and in the production of artwotkat challenge or speak about

different subjectivities?

These are complex issues within diverse and fagtldping creative strategies, which
interact through a “rhizomic” function that resigtsth monolithic and homogenised

orders within the production of the subject. As MarGrzint has argued:

[W]ith new media and technology we have the poBsibof an artificial
interface, which is dominated by non-identity offelience. Instead of

% Tactical Media NetworkThe Society for Old and New Megiafer to (date: 29.10.2003):
http://subsol.c3.hu/subsol_2/contributors2/garoiarktext.htmi

%2Bal, G. IFEMA - ' International Visual Studies Conferen®ésual Studies in the 21st
Century,Performing ‘Self’ Reflexive Discourgdadrid, Feb. 2004
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producing a new identity, something more radicarzduced: the total loss

of identity >

The individuation of being in a process of eventsnf the virtual to the actual is
therefore conceived in the midst of disembodiedeggntational boundaries. This
process is pursued through a multiplicity of phgkiend social locations traced from
the non-represented object’'s multiplicity of difece and the emphasis upon the
factual lived reality. These are problematised byedeuzian account of ontological

processes undergone in the process of becoming.

° Mapping the Shifting Borders

beyond zero points*...

In her essaySynthesis: Retro-Avant-Garde, or, Mapping Post-&mstn in Ex-
Yugoslavig® Marina Grziné proposed the notion of “post-socialism” as a means
understand and “deconstruct the modern myth ofodaylworld, a world without
cultural, social or political specificity, a worldithout centres and peripherie€.1n

orderto analyse the new Europe, it must be recodedeaidist reading East”.

% Cf. Grzinit, M. “The Representation of the Body Under ‘Comnsami Return to the Body”
in Artintact 4 CD-Rom edition series, ZKM (Karlsruhe); see a@&mvergence Journal of
Research into New Media Technologies, Vol. 4, NdJversity of Luton Press, Summer
1998, pp. 27-30

% An extract from this text has been published (samyngiven in Appendix C, p.46):

Bal, G. “Mapping the Shifting Borders” iMute— Culture and Politics After Net, April 2006,
online. referhttp://www.metamute.org/mapping_the_shifting_bosd&eyond_zero_points
and also published iNew-Media Technology, Science and Poljtedited by Marina GriZigi
and Tanja Velagi by Locker Verlag, Vienna, p. 257 - 65

% A shorter version of this essay was publishedhéndatalogue for an exhibition held under
the same title at the Visconti Fine Art Kolizej &ay, Ljubljana (1994) and also refer to
(date: 11.09.200Nttp://www.ljudmila.org/nettime/zkp4/53.htm

% ibid.
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Grzini¢ addresses a number of current issues in her qoexii of the notion of post-
socialism in an enlarged European community andelgeouping of a new Europe,
but her focus remains how new media art could seéovelelineate the aesthetic
constitution of these changing but culturally sfieatonditions. Her approach thus
seeks to establish a mechanism for synthesis bettireespecific cultural conditions
in Eastern Europe and Western theoretical debBtagshow could culturally specific
conditions in the visibility and/or invisibility otheir multiplicity of psychical and

social locations be read within this context?

A possible method for understanding this new sibmatnd paradigms of specific
spaces requires an act of mapping where the eftéatgferences or “otherness” are
represented through a passage from “ideology @ifitso “ideology for-itself®’

relative to the subjective position of its own eutated proces® This allows a step
away from ideology in its “otherness” or externatien in relation to developing new

media strategies that problematise “representaton’“self-representation”

In order to facilitate a better understanding oftital/strategic positions within
creative practice relative to the specific condisioof “post-socialism”, Grzigi
engages with the problematics of the “un-represdeita positing the continuous
creation of new concepts in identifying the anal\ysi representation.

The “un-representable”, as suggested by Jamesonintegral to “cognitive

mapping
order to reaffirm the analysis of representatiart, ot exactly mimetic in the sense of

#9 understood as the theoretical stance of holdipgréicular position in

its historical basis. In contrast to this, the peotatic arises here in its immediate

" The term ideology is here embodied in Hegeliaremsidnding of the axes of ideology as a
complex of ideas; ideology in its externality, tigtthe materiality of ideology, ideological
state apparatuses, and, finally, the ideologyeté#ntre of social reality itself. The order of
contributions follows the Hegelian triad of in-ilsdor-itself, in-and-for-itself.

% Zizek, S.Mapping IdeologyVerso - London & New York, 1994, p. 8

% Jameson, FPostmodernism, or the Cultural Logic of Late Calsta. Verso, 1991, p. 56
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effects on political praxis within the realm of &lrepresentation of the subject’s

Imaginary relationship to his/her Real conditiofigxistence.**

Consequently, “cognitive mapping” needs to be augete by the correlation of the
empirical position of the subject with abstract ogptions of the geographic totality.
If this, moreover, does not identify the point dtigh differences manifest themselves,
then how is “cognitive mapping€haracterised in its relationship to a new cultural
landscape?*

And what kind of mechanisms can then be appligtieédrans-coding of the notion of
post-socialismwithin the context of a “virtual/generative” matrthat regulates the
relationship between the “visible” and the “in-blg” and between the

“representable” and the “un-representable”?

Grzini¢ described the cultural logic of global capitalisis an abstract collaboration
within the additional abstract positioning of Eastd West. The process of mirroring
is related to questioning whether it is possiblsubvert this process and create a new
locus in its relevance to a new relation in critiaepproach toward art practice and
political activism. In the situation indicated, whands of changes are highlighted in
current artistic practice and cultural processeas, themselves multiple and

inconsistent, within both the Eastern and the Wpsiges?

The processual surface is all-engulfiidnerefore the objective might be to explore
ways of theorising practice associated with theamoof “self” or “identity” held in
binary opposition, the “other’If difference, or “otherness’does not define the
possibilities of “samenessbr identity, then new ways of thinking about tle¢ations
between sameness and difference, self and otheregrgred. However, is this
paradigm still relevant — and if it is not, how aame grasp the politics of the “other”

190 Althusser, L. “Ideological State Apparatus’lienin and PhilosophyNY, 1972

101 7izek, S.The Cyberspace Red@ate: 09.05.2002¢fer to:
http://www.wapol.org/news/e-texts/zizek01.htm
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and furthermore who is the “other” today? How wbthe in/appropriated Other

function today?

° Practice: Marina Grzini ¢, Krzysztof Wodiczko, Kutlug Ataman...

In the Threshold of the Visible: Places of Transition

Subject to a new process of specific spaces, geegtiactice and art productions in
Eastern Europe, Grzitis point of departure through the examination o thinary
opposition self/other is for her a “differenc&he tries to conceptualise philosophical
constraints, insisting on attempting to articulateritical difference through the notion
of the “inappropriate/d Other” for the purpose @vdloping a specific concept for
reading the former Eastern European territory. H@methrough this logic it is the
multiple, varied and shifting references betweenifisues of “inappropriate/d Other”
in multiplicity of difference and the emphasis upbe factual lived “reality”, traced
from reality, that are problematic.

Through ontologically fixed foundations of visiltyliand invisibility of multiplicity of

locations, a new conjunction in the transition ascits potential ubiquity throughout
the multiple system in which it is a nomadic presenls this an indication of a shift
in the paradigm of the “virtual/generativ@tocess towards abstract multiplication

identified in the virtual worlds?

The artists’ exploration ifThe Axis of Lifé% for example, is concerned with a
tactical/strategic position towards the culturayecific conditions within a form of
virtually generated communitihe Axis of Lifepy Slovenian artist Marina Grzinin
collaboration with Aina Smid, is an artist’s exgtion of dis/em-bodiment within the
virtual environment. Here the user is conveyed atartual environment inhabited by
images concerning a tactical/strategic positionai@s the conditions specific to a so-

called Eastern post-socialist context. The usévesrat birth, love and death. A recent

192 Date: 07.11.2002, refer thttp://www.ljudmila.org/quantum.east
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interview with Marina Grzird reveals the pertinence of this artistic exploraiio the

context of this argument:

Question:In ‘“The Axis of Life’, users meet a virtually gem¢ed imaginary
community. The reconstructed digital identity islbupon the reconstructed
space. And this space is in fact a void [...] Theilatgd subject and the
‘unknown’ software generate a space where the dotiem is only
superficial; therefore there is no recognition dfe t‘other’, so that
recognition of the ‘other’ needs to be representethis is the case a new
border emerges, doesn’t it? Or could it be thattvidhaescribed is a ‘new’
space in which the “divergence of actualisatiordde to tactical ‘becoming’
through a binary opposition, self/other, as Delenpeald have it?

e

Grzini¢: First about the title: as | finished in the pm@ms question with a

statement about transforming life into bare lifehdVis bare life, indeed?

In Agamben’s world “bare life” symbolises judgmenithout law in the
literal sense: governed by the outlaw authoritptigh a means of a zone of
universal non-rights extended to whole populatidhsve think about life
from this perspective then the revocation of lifle‘The Axis of Life’ is

consequently an ontological matter.

And about the Internet and borders: the Internghes purest sign of this
process of flexible accumulation. It started amitory without borders,
without restriction; but today formal legislativexch economic regulations
transform the Internet into a new territory wittd ahechanisms of control,
distribution of power and ways of accessing it,ooming, controlling it
daily, by computer corporations, banking multinaib systems and the
federal investigative agencies. One can say thaatwhas secretly
capitalised in the still very near past is madéblesby such processes in the

Internet now.
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During the first phase of capitalism, the time tsfdoctrine of colonial and
imperialist ventures with the goal of exploitingda@xpropriating space, the
physical space, meaning land and geography, wataké. But today it is
not about territories in the classical geographsesise any more. Everything
and everybody can be transformed into a new teyrieind can be a territory

and part of the re-territorialisation procéess.

The Axis of Lif¢2000)
Still image

Marina Grziné and Aina Smid

The subject thus touches upon the possibilitigsrovoking a self-reflective response

as introduced in Grzitiand Smid’s collaborative work. This requests “tubject’s

193 Bal, G. “Gulsen Bal in Conversation with Marinaz{i¢,” an unpublished article,
22/01/2004
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mirror” in its most elementary capacity for syntiseffom a process that always

entails transformation$?

The return of the object through the speculatiorthef “other” permits the subject’s
involvement through a projective transference te taconstructed digital identity.
This is built on the reconstructed space withiralistract multiplications and is based

on ontological foundations.

Could this be described as the “divergence of #sateon” proceeding toward

“tactical becoming”?

The analogy is processual, concerning intensite#ser than properties of formed
things, comparable degrees of “deterritorialisdti@hative to a certain transformative
intensity or potential. Deterritorialisation is thearking of that interval — a “rhizomic”
marking that forces the creation of the structuwwards destroying the grid of
representation. Becoming tactile is the initialqgassual step in “becoming” and has a
precedent in its exercise of “becoming-other”, vhig analogous to the controversial

priority as designated by Deleuze.

However, the deterritorial sub-/version’s rhizonfumction is to offer a multiplicity
that defies the totalisation of monolithic and/oontogenized orders. This is a
“becoming” in the density of intensities, the mplé, a singularisation of the
relationship between the *“virtual” and the “actyadind never the possible. These
arguments, when added to Gréisi analysis, provide the missing principles that

allow an objective evaluation of the condition désed.

19 Grzini¢, M. “The Representation of the Body Under ‘Comnsami Return to the Body” in
Artintact 4CD-Rom edition series, ZKM (Karlsruhe); see alsmvergence Journal of
Research into New Media Technologies, Vol. 4, NdJ@versity of Luton Press, Summer
1998, pp. 27-30
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As previously explained, there are further sigmificlines of Deleuze’s argument that
reinforce the proposition that the shift in paradighat influences social change is
instigated by dematerialisation. One of these amnim relates to his theory of
“individuation” — the “processes of becoming”, invimg spontaneous spatio-

temporal dynamisms, a process'divergence of actualisation”

This raises the vital question of how to develow mesual and media strategies that
problematise representation and self-representatiwh allow the formation of new
forms of articulation that facilitate reflection gpost-socialism and the Eastern

European condition?

Grzini¢ points out thatthe aim of the new generation artists” in EastBuropean
conditions“has been to investigate the means by which a sulgjed the body is
produced and articulated in electronic moving insagespecially, to investigate the
ways of visualization of the ‘so-called’ absent podbject or history [...] on the
grounds of what has been excluded, of the non-septed object™®®

Hence the production of objects gives way to “awgng multitude of image-

objects™®

whose immediate reality is their symbolic functasimage. On the other
hand, “duplication suffices to render both [thel mrad the copy] artificia™’ within

an augmented real (an idealised simulation) whamages no longer refer to a real
that would be (in principle) prior to and independef them; they penetrate,
volatilise, and thereby (re)constitute that réaf."This, then, does not reify the

“diegetic reality” signifying it as real, but contially mutates the real into the image.

195 Cf. Grzinié, M. “The Representation of the Body Under ‘Communisratufh to the
Body,” pp. 27-30

1% pebord, GSociety of the Spectaq#967) Red and Black, 1983, Thesis 15
1075 . 37

198 Shaviro, SThe Cinematic BodyJniversity Of Minnesota Press, 1993, p. 138

50



What remains is the “virtual/generativeiatrix, this encounter with the other in/of the
self, which blurs its sense of self presence eVt the return to the “subject.The

philosophical consequence involves a “virtual/gatiee” absence.

The boundary of her discourse thus far might beszd by means of the creation of
the “other’, of the autonomy in difference; the “self” becomireglusive through an

inability to deal with the mediated real, wheremgtl@ng becomes more real than real.

This is a foundation of virtual/material dualismtin the phenomenon of simulacra
through simulating absence, of proving the “redlhis concept is itself politicised
through the simulation of its antithesis, wheree“ubject, caught in between, may
liberate an unnameable potential. An ‘event®”

However, the conclusion of this argument lies in @scillating odyssey of a
multiplicity of physical and social locations andultiple belongings. The process
remains convergent when and where it becomes elusidentifying the

“inappropriate/d Other”, suggesting a symbioticatienship to address the complex

issues of this paradigm, analysing the new Euraged in the East reading East.

This is where certain antinomy needs to be conéaninasmuch as “we live in a
cultural moment dominated by de-differentiation adhe same time in a political

moment whose vital sign is differencg®

“Identity of identity” and “difference” is no longeunderstood as the reflective
opposition between identity and difference, butarstbod as singularity. However,
“perhaps the mistake of the philosophy of diffeeenfrom Aristotle to Hegel via

Leibniz, lay in confusing the concept of differenggh merely conceptual difference,

199 ewis, P.Go BetweenA Bregenzer Kunstverein publication, 2005, p. 20

1109 Bejlharz, PReviewing Scott Lash’s Sociology of Postmodernigrasis Eleven — Critical
Theory and Historical Sociology, 1991, p. 114
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in remaining content to inscribe difference witkie concept in general. In reality, so
long as we inscribe difference in the concept inegal we have no singular Idea of

difference; we remain only with a difference alnpagediated by representatioH

Problems concerning differences would then be vesbby referring to limits and
oppositions. The resulting disjunctions and conttéahs are, subsequently, central in
explicating the politics and practices of differencTherefore a critique needs to
emerge from the production of the subject as welicaltural practice in order to

analyse and elaborate the specific matrix of Sinat representation.

What seems to be the vital reconciling elemenesolving the questions that Gr4ini
and Smid raise relative to the notion of multigijaiioes not imply the multiplication
of the “self”, but rather that there is no “subjetd negate the substance in the

virtuality of the real, thus becoming the realloé tvirtual.

This interweaving of contradictory forms sets oamg of the important concepts
concerned with the representational dichotomies erpidning the ontological
opposition between “virtual reality” and the “ragliof the virtual” in the discursive

space of the “being” and the “real”. Yet this netmlbe questioned further.

The problem is then no longer posed in terms ofledparts (from the point
of view of logical possibility) but in terms of wral-actual (actualisation of
differential relations, incarnation of singular pts). At this point, the value
of representation in the common sense dividestimtoirreducible values in

[...] real without being actual, differentiated withtdoeing differentiated*

However, Deleuze combines these tenuous threadsartchdictory terms into two
correlated paths by referring to the structure iffieentiation in the movement of

DR, p. 27

“2ibid, p. 213-4
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“becoming” The ontology of becoming in the Deleuzian sensa & state of flux or
differentiation, with an active affirmation of th@ocess that needs no reference to
different identities or fixed reference points: ig a “rhizomic” marking which
withstands the monolithic and/or homogenised ordera space for possibilities in

situational representation

The representation and self-representation thatvalithe formation of new forms of
articulation has no implication of the “self” anbet “other” along the axis of the
possible or the play of mirrors, because the “Gtisethe structure of a possible world,
sustaining the reality of the self. This interptieta of the forming of “self” requires
differentiation, and the resulting disjunctions dhgeads relating the practices of
difference to a challenge of divergence. Consedyetite consideration of the de-
differentiation hereakes the form of the un-/differentiated “othednstructed around
extending the boundaries. “It is never the Otheovidr a double in the doubling

process; it is a self that lives me as the doubta@Other.*

As a consequence, the logic is similar to the vinay the difference of x from itself is
conceived rather than the difference between x yndhe notion of difference

consequently shares the conventional conclusionwhare difference is first as the
basis of being, then identity must be conceivedaagroduct, rather than as the

ontology of difference.

A subject open to controversy arises here: howwmadefine the basic elements of the
situational representation in art practice? Alsowhs it possible today to identify

representation that renders the form of the passibl“identity-form™?

13 Deleuze, GEmpiricism and Subjectivity: An Essay on Hume’sof@f Human Nature
pp. 98-99
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This signifies the conceptual form of the identitaht subordinates differencés
within new spatial and temporal relationships agidforces the hegemonic relation of

subject characteristics to object characteristics.

CECUT Project 4nSITE (2000)

Installation view

Krzysztof Wodiczko, Adam Whiton, Sung Ho Kim

An example can be seen in the work of the Polisktdfrzystof Wodiczko who, like
other migrant media tacticians, is attempting tooiduce a dialogic space in the midst
of the hybridity. The virtual space can now be si@esn understanding of multiplicity
leading to entering into a state of the “body withorgans” and confusing its own
temporal structure. Above all, the “body withoutgans” forms part of his
denunciation of the hierarchical distribution withan organised unity, which is

expressed in transcendent principles.

YDR, p. 79
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He presents a new form of space within which “beogfhcentre-less is linked to the
world by moving across the augmented reality andual space initiated by
“rhizomic” markings. This takes place within themlts fixed by spatio-temporal

dynamisms.

The CECUT Project an artistic investigation of urban space in Saegb, United
States, and Mexico (part dhSITE2000 deals with the materiality of augmented

space in the entangled nexus of simulacra whiledlicing a traditional aspect of

fine-art practice.

He brings in tactical media
strategies by submerging the real
self  through  digital/virtual

encounters in a multitude of

mediated interactions multiplied
in deterritorialisationDis-Armor
and Dis-Armor 2 (2003) are
developed as a means of
mitigating the rigid dichotomies

as one that repudiates its

Dis-Armor Project(2003)

Installation view

mediation. This is designed using
a computer, LCD screens, a
speaker, amplifier and

Krzysztof Wodiczko, Adam Whiton, Sung Ho Kim, Jurek
microphone, augmented speech-

Stypulkowski
recognition software and video
cameras; a false sense of security

provided by absorbing interactions.
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Here it seems, there is a need to re-think therbgé|eity in the production of a
Subject’s identity and how machines operate tohi® in the light of the virtual that

appears to be derived from the digital encounters.

Wodiczko devises objects that may directly require cultural nomad to redefine
strategies of subjectivity within the realm of ‘sedflexive” discourse. Moving

beyond the physical body, he sees the body as tahposan “cyborg”, a term that
signifies a process in the construction of new tebbgical subjectivities.

Zizek states that it requires an effort, “to pevediow the reference to cyberspace can
provide an additional impetus to this ideology ekthetic self-creation: Cyberspace

delivers one from the vestiges of biological coasits and elevates one’s capacity to
construct freely one’s Self, to let oneself go tm@titude of shifting identities” which

reside in the retreat of the “subject of enunciati®

Another relevant example is Stelarc’s robotic workprosthetic and VR technology,
which enacts a similar complex system in whichlibdy is re-situated as oscillating

somewhere between “virtual” and “actual”.

In Stelarc’s case, the body’'s engagement with thatipticity of the virtual is in
immediate interaction with technologies. Brian Mass has discussed the body’s
engagement in reference to Stelarc’s work sayifiignits itself to [...] indeterminate
transmission™*® and converts the impossible into reality by allogvits productive
force to exist in itself.

Rather than a matrix of universalised phenomeno&gxperience, however, Donna

Haraway considers thdthe machine is not an it to be animated, worshippend

115 Zizek, S. “Cyberspace, or, how to traverse théafanin the age of the retreat of the big
other” in: Public Culture 10. 1998, pp. 483-513

16 Massumi, BStelarc Edited by Marquard Smith, MIT, 2005, p. 31
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dominated”; in fact “the machine is us, our proesssn aspect of our embodiment —

[a] cybernetic organism, a hybrid of machine arngaaism.**’

She proposes the “cyborg” as an image both of social” and of our “bodily
reality”, where boundaries and border relations paeticularly important in their
breakdown. The border is placed in the discursigalm of the de-coding of

“divergence of actualisation”, which offers a mplicity of representations.

As an alternative to the omnipresence of the stbftaraway suggests the cyborg as
“a cybernetic organism, a hybrid of machine andanigm, a creature of social reality
as well as a creature of fictioh'® As the cyborg confuses these boundaries, it
becomes a desirable metaphor for a subjectivity tha'multiple, without clear
boundary, frayed, insubstantidt® Hence, the “virtual” is the realm of shifting
complexity, but a complexity that is constantlyuatising itself in relation to “the

intensity of difference in itself and for itseff?°

Nonetheless, Haraway describes a “virtual/genezativatrix that depends upon the
multiple interfaces in which the boundaries of ansgressive realm ruled by an

indeterminate situation where the “real” and thettal” implode.

[Yet] a colliding connection of the virtual and tiheal [as] something in-
between emerging from a process of negotiation. ‘ifRketween’ refers to

two fundamentally different notions of space whasdy intersection is

" Haraway, DA Cyborg Manifesto: Science, Technology, and Skstidceminism in the
Late Twentieth Century” isimians, Cyborgs and Women: The Reinvention ofrblatlew
York; Routledge, 1991, p. 149

118 Haraway, DCyborg Manifesto.p. 161

ibid. p. 161

120 Haraway, D.The Promises of Monsters: A Regenerative Politars Ifiappropriate/d
Others New York; Routledge, 1992, p. 27
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continuously negotiated by our ‘self’: the physipaésence in the space of

performative presence of becoming in the virtdal.

Thus far a series of nuanced definitions has begphasised: the virtual resides in
events; actualisation and multiplicity exist witkfference in itself. These processes

produce indicative elements referred to as oppostibinary formations.

In this, too, is the question to be consideredvbéther what virtual reality threatens
is not “reality” — which disappears in the multiplicity of its simata — but, on the

contrary, appearance itself. In this respect thgesentation of the “self” is neither
actual nor constant but virtual and variable initl heterogeneity, along with the
possible and real. This leads to the well-knownagegnent that could account for the

“crisis of representation”

So how might one discuss the “crisis of represemtatin everyday virtuality by
leaving the question of the digital behind? Does need to look elsewhere to explain

this?

The Turkish artist Kutlg Ataman’s work, in a series of interactions betwtenbody,
art and technology, makes no attempt to transcetedaictions such as the problems
posed above. Nevertheless, in his narratives anliptetscreen installations he
creates a space that establishes subjectivitynagde of production and identifies the

heterogeneous transcendental conditions in themnifold modalities.

Almost all his works exemplify the initial proces$ subtraction that is involved in
“becoming”. This would appear to support Massurmsiiggestion that “[bJecoming is

about movement, but it begins with an inhibition][inserted into the interlocking

121 Bal, G. “The Ever-Present Phantasmagorical Ruptufighe Possiblein The Inter-Society
For The Electronic Arts (ISEAAmsterdam, January 2005. refer to:
http://www.isea-web.org
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network of standardized actions and trajectoriesstituting the world as we know
it.” 122

Ataman’s workKuba (2004) unfolds the potentiality for absorbing tlesults of its
transformative capacities where the cultural olsjest produced. For Atamakiiba
represents “an island of identityand he sayswe should be aware that there is

somewhere like this in every city we live itf*

Kiiba (2004)

Still images

(clockwise from top left) Arife, Gller, Soner, Erdloskafa, Bllent, Hakan, Ilhan

Kutlug Ataman

Klba consists of a multi-monitor video installation tié@ng the stories of forty of the

inhabitants of one of the most notorious Kurdistetgps in Istanbul. In drawing

122 Massumi, BThe User’s Guide to Capitalism and Schizophreniavitions from Deleuze
and Guattari Cambridge, Massachusetts: MIT Press, 1992, p. 103

128 Armstrong, SKutlug Ataman: Welcome to Kiib&he Times, March 20, 2005, London
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attention to theKiilba community and the space they inhabit, Ataman gomnit the

axes of trans-cultural practices in between newltgpcal zones of exclusion and
inclusion. This also enables the local, historaradl political positions to be taken into
consideration within a specific relation to an uokm genealogy of globalisations

built upon complex relational powers.

It appears that Ataman is introducing a systemrattces that constitutes a life in its
invisibility, in its incompleteness, in its elusivess or in short, in its rhizomatic
“becoming-other”, the doubling of other in a satf the course of portraying the
inhabitants ofKiba This inquiry expresses a disjointed temporalityotigh the

transformative quality of locations concerningptgential omnipresence.

The realm of artistic interventio
is shown on forty old, discarde
portable television sets, each
its own stand. In front of each T
is a second-hand armchair, whi
together with the TV construc
moments of sociability within
relational space-time element
the world of video images. Th Kiba (2004)
creates a space for a simulation Installation view
its political co-ordinates and i

inhabitants, echoed through thi Kutlug Ataman

physical relocation to the space’s outer edges.

Kliba attempts to break the remaining boundaries on tippasition enclosed and
engendered by the objects displayed. One aspeéttashan’s visual style is the
separation he maintains between the visual fielcupied by the shooting and the
field observed by its medium. There is a convemtighot/reverse-shot rhetoric of

editing that emphasises the separation of thesefilds, but also illustrates the
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theme of perpetual displacement: existential r@stless. Thus the indeterminate

sequences draw the viewer into moments that déimeonjuncture of social forces.

His artistic practice turns out to be determinedthg enunciative agency chosen,
doors sealed with nailed planks and padlocks; hisensophisticated installations
within a self-contained anarchy begin with a distarar, echoing through the dingy,
graffiti-covered landings and stairwells. From atdnce the effect suggests a roomful
of people murmuring and talking which creates aegainbuzz of conversation when

the space is first entered.

A long journey eastwardKiba is a visually rigorous and extremely distressing
representational transparency of repression andinaisation while the fragments of

the everyday life begin to converge.

Another plateau of engagement is initiated out @hatrix of art and culture at the
margin of the art system, and suddenly transposelet centre of the system with a
power of emergence. What comes from this trangtieontinuance is both familiar

and totally strange as | discussed this in theAallong Journey Eastward*

In the context of this argument, his artistic exatmn seems to be related to a new
conjunction of transition consisting of its potehtubiquity through the multiple
systems echoed in “l is an Other”. As Trinh T. Mia-has argued in a conversation
with Marina Grzing¢, demonstrating the links between these dispardtstsaand
thinkers, considering how “I is an Other”, “is wbeenappropriate(d)ness takes form.
Because when you talk about difference, there arynways to receive it; if one
simply understands it as a division between cudtulgetween people, between
entities, one can’'t go very far with it. But whemat difference between entities is

being worked out as a difference also within, tkirggart opening up. Inside and

124Bal, G. Talk: “A Long Journey Eastward” part bbndon in Six Easy Stepshibition
curated byGuy Brett, ICA, Sept. 2005, London
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outside are both expanded. Within each entity etieer vast field and within each self

is a multiplicity.”?®

Trinh also observes that “the story of othernesd ah marginality has recently
become so central to theoretical discussion thais idifficult both to respond
satisfactorily to the demand and to take on thaalisbrole of the Real Other to speak
the “truth” on otherness:*®

In Ataman’s project, the question that seems ofi@dar interest to Ataman is the
question of cultural referents and what they enasap The title is appropriately
enigmatic: theKiiba This could equally apply to those on either sifiéhe border,
and thus merely defines people according to thehieérness”.

A glimpse at a philosophy supplanted — provingrbgative, or rather the simulatial
“negative” in Deleuzian understanding — is in assewhat philosophy is supposed to
discover in the unilateral mindscapes where evergthrogress towards its negation.

It is this combination of diverse elements of disitton that inevitably defines the
cultural immersion, yet infectious alchemy: an &$ial ambiguity in various local
conjunctures. Ataman'’s vision is no longer mondadiéily impersonal; depicting the
“subject position” and its inhabitants through Hitylistic tactics along with the

interviews tends to suggest the question “who sgeaR

125 Trinh T. Minh-ha in Conversation with Marina Gritin“Inappropriate/d Artificiality”,
1998 Date: 19.05.2003, refer to:
http://arch.ced.berkeley.edu/people/faculty/bourtti@ah/TTMHInterviews002.htm

126 Trinh T. Minh-ha. “The World as Foreign Land” When the Moon Waxes Red:
Representation, Gender, and Cultural Politiskeew York: Routledge, pp. 185-199

127 Bottomley, G.Culture, Ethnicity and the Politics/Poetics of Regentation Diaspora,
1991, p. 20
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Identifications are phantasmatic efforts of [...] aguwus and cross-corporeal
cohabitation; they unsettle the ‘I'; they are thedimentation of the ‘we’ in the
constitution of ‘' 1?8

However, what seems to be happening here is tlamibments of sociability and
object-producing sociability are traversing art atgl politics, creating an abstract
multiplication of layered mirror images which exposather than conceal the
ambiguity of the situation. This is where the notwf production of subject becomes
crucial. Guattari’s introduction ofsubjectivity as the product of individuals, groups

and institutions™*° reinstated after “plural and polyphonit®strategies.

Furthermore, he casts aside the traditional notibrsubjectivity as a “production
model”, or “the ensemble of conditions which render pdssitne emergence of
individual and/or collective instances as selfrefgial existential territories,

adjacent, or in a delimiting relation, to an aliethat is itself subjective™®*

Thus the issue introduced here refers to an expeatah dynamic as it is outlined in
the “ethico-aestheti¢®* paradigm, extending to a process of negotiatiorereh
Guattari formulates multiple strategies in orderdiscard a prefigured ontology

conceived within representational boundaries.

128 gutler, J.Bodies That Matter: On the Discursive Limits of S¢sw York: Routledge,
1993, p. 105

129 ~ p. 1
ipid, p. 1
ipid, p. 9

132ihid, p. 3

63



Yet “aesthetics”says Deleuzésuffers from a wrenched duality. On the one hand,
designates the theory of sensibility as the fornpadsible experience; on the other

hand, it designates the theory of art as refleatioreal experience’®

This argument in reference to “wrenched duality’enng a space formed by two
positions: a space of interruptions and a spa@nohciation, a point between theory
and practice, between different art practices affdrent theories. This is what forms
the mechanism of aesthetic judgement as thoughihich the possible is engendered.

Massumi considers that the “ethico-aesthetic™nst overly concerned with the
production of the subjects it is not concerned throughout with differencat(ires
and geopolitical formations in a single-multipleopess of mutual divergence
problematised in the cultural and geopolitical tilmetween East and West)'ethico-
aesthetic experimentation has to do with pulling teubjectless subjectivity’ of

processual autonomy out of the conceptual tool3t%.”

A crucial strategy for the reversal of the ethieald political characteristics of
difference and subjectivity, as distinguished byedbee and Guattari in terms of its
reduction to opposition and contradiction, is tophasise pure “negativity’In the

same way, the reduction of the subject to a trartsm@al unity validates subjectivity

as a mode of production in its manifold modalitideeing” and “subject”

The production mode eradicatabe experimental pragmatics of “becoming”
combined with the uncertainty of what arrives o@itnmwhere at the border of
“being”. This seeming contradiction, of a structural properlso introduces a
tautology of nothingness through the reinforcenwdrtefinitions where nothing is the

“same”, causing it “to become the other” in its esggal apparently contradictory

13313 p. 260
134 Massumi, BDeleuze, Guattari and the Philosophy of Expresgiovolutionary

afterword).Date: 03.02.2003, refer to:
http://www.anu.edu.au/HRC/first_and_last/works/ficricb.htm
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properties within a moment of interruption, showithgt “there is no other of the
Other.%

Kibas intrinsic diurnal rhythms are similarly incormaed by Irit Rogoff-*® These
are the problematics of the transformative quatifylocations and the multiple
systems of nomadic presence when subjects arengeridoound to one particular
place in the midst of alternative artistic straésgiln the same way Hamid Naft¢y
treats creativity as a social practice and sugdestsdislocated personal experiences

of exile or diaspora relate to issues of identityg #he transgression of identity.

The “processuality*®® that is univocal lies not in a model of subjedtivbut in its
insistence on the productive nature of theory,ténrecognition of the ethical and
political dimension of the act of theorising and gotential for the new outlines of
what is possiblen that caseis Kilbaa place or a state of mind? Furthermoréiiba

an imaginary community established by a systemufipte abstractions?

° Practice: Anri Sala, Hristina Ivanoska, IRWIN

Shifting Modalities, Developing the Negative?

Instead of considering identity in terms of mukigdresentations to create a different
sense of self, it is important to consider anosteategy, such as represented by Anri

Sala, which is how absence itself might be genezairior to sameness.

135 3. Fleming and S. Lotringer (Edorget Foucault, Forget Baudrillard, An Interviewittv
Sylvere Lotringerp. 96

1% Rogoff, I. Terra Infirma: Geography’s Visual Cultur&®outledge, 2000

137 Naficy, Hamid.An Accented Cinema — Exilic and Diasporic Filmmakirinceton
University Press — Princeton and Oxford, 2001

138 Massumi, BA Shock to Thought; Expressions After Deleuze aratt@i. Routledge,
2002, p. 7
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The Albanian video artist Anri Sala’s intereststie historic legacies of the recent
past resonate in the vivid experience of seemingtymportant details, which
preserves the identity of its content. Sala’s waldo investigates cultural and political
issues with existential implications, yet his prignaoncern has always seemed to be

with form and with taking the advantage of his nuedito the best effect.

His work could be seen to exemplify Baudrillardtatement (which | discussed at a
conferenceéThe Philosophy of the OverlooR&las well as in the article ‘Developing

the Negative™® (summary given in Appendix C, p. 195)):

To produce is to materialise by force what belatmganother order, that of the secret;
seduction removes from the order of the visible,ileviproduction constructs

everything in full view, be it an object, a numbera concept*

His work is situated in spaces or forms that anellggperceptible owing to a certain
deficiency. In its wider context, his work also sgmw articulates and problematises
the possibility that what is real is what used x@steand its transformative potential
“established by the Symbolic insofar as the Imagerghe Symbolic’s Othet#?
resides in the subject (the loss of the “speculaf the Imaginary”) and between
subjects (the entry into the “social | of the Syhdi.

139 Bal, G.The Philosophy of the Overlookd@A, Oct. 2006, London
Seehttp://www.ica.org.uk/The%20Philosophy%200f%20th&i2erlooked%20Part%202%
3A%20Hesitation+9858.twalso refer to:
http://www.londonconsortium.com/category/lectures

19Bal, G. “Developing the Negative?” in Sanat Diinyagguarterly art magazine), Issue: 95,
Istanbul, June 2005, p. 115

I Baudrillard, JSeductionTranslated by Brian, NY: St. Martin’s Press, 199034

%2 phelan, PUnmarked NY: Routledge, 1998, p. 23
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This is conceived within representational boundaiie an almost severe form: the
nearly static camera, the slow pace anchored migcis the immediacy, the “here
and now” that is inhabited. The fact that this agscérom within disparities and
tensions is made clear only as displacement ossitran, just as the relationship
between language and image (or even between laegaad itself) is always
mediated and thus permeated in a dialogue of whathing has taken place but the
place. However, a shift has occurred where thécatimodels are designated at the
junction of temporal relations, which is framedhe repetition.

LA,
~

ufrder, hes}a_ -iqnshib
of the MR /ls{\ inist Party...

Intervista(1998)
Still image

Anri Sala

In its focus on language, Anri Sala’s video pidogervista (1998) is a more
paradigmatic example, in which he recreated, frold tlevision footage, an
interview his mother gave in the 1970s as a leadeklbania’s Communist youth

alliance.
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In this video piece, he is interested in how lamggues used to define movements and
history where the events and their possible fornghtmoccur. The film follows his
efforts to recover the contents of his mother'siview, now silent without its
original soundtrack. But with the help of lip reaslehis mother’'s missing voice has

been deciphered — the mute inertia of occurrenea® lbeen discerned and then

submitted to the active processes of meaning.

The space of current relations is
thus the space affected by
general reification concerning
the importance of imaginary
reconstruction. An uncertain
transition, as in Intervistg
between image and voice, was
used to confuse a genealogical
order while dramatically

capturing the moment. This time,

with her words recovered and
Intervista(1998) subtitted on the screen, she
Still image confronts her younger self. Her
communist ideals and the current

Anri Sala chaos in Albania offer a moving

opportunity for reflection on the country’s histaagd present state.

The video focuses on the layering of official artgmnal histories or, more precisely,
on the discrepancy between the sanctioned porgajalbania, which was run along
Stalinist lines under Enver Hoxha until 1985, ahe teconstruction of this image of
the artist's mother. Sala is concerned less withgtiaiphical reappraisal than with a
model of memory that aims to show how details andges can indicate ways to

intervene in its meaning. He justifies his ambimaleelationship by the “distinction
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between author-function and ideological subjectitpos, ™ whose identity is

defined by the particular manner in which the avaireferential context is lost.

The subject that carries the performative chareties of political signifier in the
video constitutes a geographical and imaginativessioads constructed with

particular codes and certain meanings throughgukan act.

Consequently, another layer beyond the visual captuinitiated. This identifies not
how things are, but rather identifies a space skjmlities reflected within the realm
of “here and now” in a specific conjunction of sacforces with local conditions,
which is reproduced within a simultaneous relatmswvith the in-visible. But can
there be a local epistemology of the space? Whaitahe inside-outside flux?

Sala’s straightforward approach reveals a discdiorecbetween old and new
meanings “when the system breaks down and the ddgotlisappeard?* where
“proximity” is maintainedin the structural mediation of its cultural objectd where
agency becomes invisible. This requires the rhedbgonstruction of the lexicon of
crucial metaphor and metonymies to be addressexder to describe the internal
potential of discursive mapping, as Goldsworthytesta“the Balkans has become
nothing but a metaphof*® So where does Sala subsequently position himself in

problematising the “self-representation” within neawms of articulation?

In relation to open monolithic entities, perhapstaer question needs to be pointed
out. The question poses itself of whether everghia merely a “discursive

%3 3ala, A.Entre Chien Et Loup (When the Night Calls it a D&Atalogue published by
Musée d’art Moderne de la Ville de Paris, 20047 p.

144 Obrist, Hans Ulrich. “The Fragility of the Reali Entre Chien Et Lou2004,p. 24
15 Goldsworthy, VInvention and in(ter)vention: The rhetoric of Batkzation Belgrade

Circle Journal, 1-4/200%.irst published iBBetween Globalization and Fragmentatidl.T
Press, 2002
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construction; a product of the symbolic order? How then aresymabolic codes of

the imaginary geography and imaginary history atutsd?

The orientation of this argument manifests itselfthe practices of representation as
implicate [...] the position of enunciatioh®® It is this hybridity that initiates a process
of political thinking that is aware of its own d&gy and contingency. However, what
Is interesting within this discursive space is s@tmuch to do with complex processes
of “psycho-geography” by means of whi¢the practices of representation” are

constituted in all their heterogeneity and diversit

As Todorova argues inmagining the Balkans“unlike Orientalism, which is a
discourse about an imputed opposition, Balkanisna idiscourse of the imputed
ambiguity.” And she draws attention to the Balkafisansitory charactet"their “in-
between-ness... [which] could have made them simplynaomplete other, instead
they are constructed not as ‘other’ but as incoteplself.”**’ The Balkans
consequently forms another binary production ohidg within the paradigm of the

“other” of Europe.

“IA] ‘map’, or ...a ‘diagram’ is a set of variousteracting lines*® constituting spatial

metaphors at a locus of situations and events.eStiaty exists as a territory and it
engenders itself through multiple connections byppirag both psychical and the
social locations when engaged in multiple netwod{sproduction. There is a
discernible approach towards the concept of sogetgithat supports the current
political construction in terms of bio-politics, pecially about the transformations of

“®Hall, S. “Cultural Identity and Cinematic Repretsgion” in Exiles: Essays on Caribbean
Cinema Edited by Mbye Cham, New Jersey: African Worléd$2;, 1992, p. 230

" Todorova, MImaganing the Balkan®xford: Oxford University Press, 1997, p. 30

8 Deleuze, GNegotiationsp. 33
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“demographic politics” and the politicisation ofdi To the some extend | discussed

this in ‘Who, When Where#?° (summary given in Appendix C, p. 195).

A particular element of encounter, which unfoldgraliferation not just of the forms
but of the modalities within creative practice,ng$ the moments of rupture into
“existential territories” through the mechanisms lmb-politics. The three-screen
video installationNaming of the Bridg&® (2004-2006)by the Macedonian artist
Hristina lvanoska‘looks at the issue of the veil by stressing itdepmdiality for

distinguishing new Balkan subjectivities with a siémity unburdened by the conflicts

of the past.**!

In mapping out issues in reference to “situatioegresentation” and the possibilities
of their “transformative potential”, Ivanoska atfgt® to deconstruct an inter-
discursive relationship into a performative intéi@t by proposing that the local
authorities they should name the newly built briddéfer a Macedonian and a Turkish
woman. Her proposal can be read in the contextrefiatroduction of the ethnic and
religious difference between Macedonian Orthodoxisiian and Turkish Muslim

women.

19Bal, G. “Who, When, Where?” iRh" Sanat(Bi-monthly Contemporary Art Magazine,
Turkish), 17 Issue, Feb. 2005, p.13

%0 The project was curated by Suzana Milevska ansepted as part of the “Art Under
Construction: the Balkans in Context” in the Fouraafor Women'’s Art in London in June,
2006

%1 Milevska, S. “Naming and Its NecessityJnpublished article, originally written for Third
Text magazine, forthcoming in a special issue olkdes, Winter 2007
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Naming of the Bridgg2004-2006)

Installation view

Hristina lvanoska

The practice of traversing multiplicity provokes emcounter with a situation extrinsic
to the norm as | discussed this in the articletl&eétin mobility?*>? (summary given
in Appendix C, pp. 199-200). However, the problaosabf inter-ethnic conflict lie in
the fact of the return to wearing the veil amongkish Muslim women, whose
cultural and religious identity had been deniedhi® region. This threatens to embark
upon the “changes [that] leave scars as inscriptadrthe way social relationships and

dominations establish marks of their power and @gmemories on things™

52 Bal, G. “Settled in mobility?” iMoplumbilim -Special Issue on Visual Culture
(Turkish/English), Issue 22, Istanbul, Sept. 240125

%3 Foucault, M. “Nietzsche, Geneology, History” infDBouchard (ed.language, Counter-
Memories, PracticeSelected Essays and Interviews. Oxford: Blackw€lr' 7, p. 160
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Here, “the agency of naming” is captured within gbexity of the veil*** which

indicates absence or “has-been-object”. On therdtlaed, this problematises the
conventional notion of the transparency of thevisible, and — confronted with the
affirmation that the “other” does not exist, thiaéte is no other of the “other” — this
is subject to a questioning of the absence. Sudhiva becomes a challenge arising
from a residual attempt to identify a generativecess of differential structures

within a matrix of situational representation begats borders.

The space of current relations is thus the spdeetafl by an immanent reification. Its
vital or critical importance to this analysis ietprocesses of the engagement of the
production of subject. However, the problems witis theoretical stance are only the
beginning, and this reflects the importance of imag reconstruction in its focus on
an uncertain transition while it provides a grouadarticulate the “east art map” by

the eventuality of the rhetorical construction.

What follows is an attempt to provide an additioftalndation for their visibility and
invisibility through a multiplicity of psychical ahsocial locations. Such articulation
reflects the foundation of “sovereign power” on wiAgamben calls a fundamental
bio-political fracture between “bare life” and padal life, forcing a rethinking of the
nation-state and borders. Yet “in this taxonomy Heest is neither a mirror of the
West as it was in the latter formulation, nor adngess-ontological one as it was in

the former. This is a possibility that should bdaend.™>>

Nevertheless, this seems unattainable; an uncdrtmsition“ can be defined [as] a

territory capable of moving, not confined by gegdraal, national and cultural

%4 The inarticulate attempt to establish ethno-religi nationalism and the nationalised
present was automatically projected into religipast, involving redesigning of the past in
accordance with the needs of the present. On am bizese political forces manifested
themselves in reference to the protection of ‘metionterests’, ‘faith’, and ‘tradition’; in
practice, it is an effort to conserve the existggtem of ownership.

15 Boynik, Sezgin. “lIRWIN’s East Theory” in exhibitiocatalogue: IRWIN, Aksanat -
December 2006
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borders; [but] a territory realizing its own notarspace **® Analysing the cultural
difference between the East-West dichotomies thezafequires an understanding of

the context in which this difference is generated.

Complexity and the seemingjs
unprecedented changes in Easl .. (-
Europe reveal themselves in the _f:
constructing of the history of art i:"."l
that geography by the Sloveni
artist group IRWIN. Their recer3

projectEast Europe Art Mapgeeks tc -
East Europe Art Map2001-2005)

Still image

define a contradictory unity ¢
contradictions; a unity that reflects
dis-conjunction. The question IRWIN
therefore how the emergence of t

process can be formulated.

This is the ambiguity of the politics of productjomhere the attributes are the matter
of the production of culture’s space/place, mangesin its reflection from the
paradigm of representation and representationdigsoto the paradigm of the event.
However, this formulation defines their unyieldinfgaracteristic, which involves its
intriguing proposition. Domesticating the ambiguity the structure of this dis-
conjunction is strategic in the multiplicity theg oriented towards the event of the

new.

This presents a vicious irony. The interweavingcohtradictory forms of “possible
‘subversiveness’ is not the ultimate feature ofstid formulations and aesthetic
practices, their capacity to subvert is only onethad possibilities opened by their

16 Miran Mohar (Irwin), in: Eda Cufer, “The Symptorfithe Vehicle”, Interview with Irwin
(NSK), 1995
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‘inter-discursive’ structuré®’ beyond geographical difference where it creatsslfa

regulating contingency.

The cross-referencing of the project is presenged diagram of connections leading
from the local to the regional in the absence afoherent cross-cultural account.
Therefore under the surface of the conceptual rigrdcast Europe Magunctions
within the immediate “rhizomatic” marking that has roots in the dynamics of a
transition that has no borders, concentrating sfodation. Another point to consider
is how this swift passage characterises a diakdcsignthesis that seeks a subversion

of monolithic determinates?

There is a double edge to this and it is ambigyoosirked by a new paradigm that
focuses on making the invisible “visible”. This std at the limits of small, temporary
communities, and this nexus reveals the procesfesew topological zones of

exclusion and/or inclusion.

Other than implies the constitution of the dynano€shis deregulated network in its
undefined properties, which is irreducible in itemediacy. However this seems
intersected with a multiplicity, which resists tt@alisations of either monolithic or
homogenised orders. In this temporal modality ‘@lrent and the act possess a secret

coherence which excludes that of the s&i.”

And yet what could interrupt the praxis of the Ba&st taxonomy within a discursive
immanence terrain that corresponds to the verytfatts logic of the constitution of

this space in between a discursive pluralism anenapty formalism?

3" Moenik, Rastko. “... About The Art” in exhibition tdogue, IRWIN, Aksanat - December
2006

8 DR, p. 89
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° The Ever-present Phantasmagorical Rupture in théossible!
..................... or in the Deleuzian lexicon: a passage frorfvirtual one” or

“being as the actual multiple”...

One of the characteristics of new media art isuarit transition between the various
manifestations, which can take on new meanings inltipre contextual re-
configurations. This attributes unity and modes‘being” to a single substance,
which is articulated within the proposition: “beirggunivocal’:

Substance must itself be said of the modes and afnllye modes. Such a
condition can be satisfied only at the price of arengeneral categorical
reversal according to which being is said of beecmnidentity of that which

is different, the one of the multipfe’

So the ontological proposition is not to be undmdtas the unity of modes in
“being”, but rather as the affirmation of the drtfatial quality of existence beyond its
mere presence as | discussed in ‘A passage froru&vione” or “being as the actual
multiple’ and presented at th8EA2006 Symposidffi (summary given in Appendix
C, p. 197). But how then could this space of engeye be defined within these

statements, which at first appear contradictoryayetco-existing and non-separable?

The founder ofVeb Biennale (WB)Y5enco Gulan, describes the nature of this project
in his introduction as “a framework for integratihgterogeneous artistic practice...

based upon the virtual space. [...] As a result Wemial ... not only aims to offer

9DR, p. 40

%9 Bal, G. “a passage from “virtual one” or “beingthe actual multiple”... inSEA(Inter-
Society for the Electronic Arts), Issue 102, Ma2€l96, online.
See:http://www.isea-web.org/inl/inl102.html

Further information about the ISEA2006 Symposium ZaroOne San Jose Festival can be
found athttp://01sj.orgalso refer tohttp://webbiennial.org/symposium/panell.htm
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an alternative approach to exhibiting online attdso for exhibiting art online*®* In

its curatorial practice Gulan covers the issuesufi its dynamic deployment on
“Virtual Biennial: A Biennial without a City”, “TheRepresentation Problem of the
Web”, “The Notion of De-centralization” and “Opemxtitbition Model”.

However, configuring a paradigm in this contexeosfa mode of intensity in terms of
immanence to the production processes on an omtalogonsistency defined by its
object. Likewise Steve Dietz problematises the d&tey issue of “yet-to-come”

which is virtuality in its actualisation that opetige possibility of new practicég

This instance provides the power of the virtual.

Virtual space conditions and determines the tewrithiat reinforces hierarchies in
which they renegotiate the existence of real sghosugh the “virtual/generative”

matrix according to digital parameters. Yet this is omlytie representational theories,
with their internal or external forces of relatioesmbodied in a long history of
epistemological problems.

This underpins the ontological opposition betweenttal reality” and the “reality of
the virtual” within the discursive space of “beingihd the “real” in its relation to the
notion of “individuation” or “actualisation” and wolves spontaneous spatio-temporal
dynamisms. Deleuze’s understanding is that “beiimg”manifest and has two

meanings: as “one” and “multiple”

One of the definitions of “being” refers to the ‘imanent plane” of a unitary being
and the other refers to the modes in which this amemt expression brings itself into
existence. Here there is another question: howtlsaractual/virtual position of the

subject in the virtual context be defined?

181 Date: 11.7.2005, refer tottp://webbiennial.org

182\Web Biennal®5, Panel 1/ Net-art versus Web Antganised by Genco Giilan. Date
17.12.2005, refer tdittp://webbiennial.org/symposium/panell.htm
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Since this introduces an actuality constitutinglitevhen a virtual component is added
to the pre-ontological “real”, the question miglet Wwhether every actual is the result
of the actualisation of the preceding virtual, srthere an actual that precedes the
virtual in a space of possibilities? It looks asugh the epistemological portrayal of
this argument needs to be re-evaluated in the enftilye subject through a discursive

realm of representation.

Zizek, in Cyberspace, Or, The Unbearable Closure of Beiejects the referential
argument for representation in an understanding tihare is no external reality
beyond the stream of simulacra, merely becauseabireality carries the reality to its
extreme: “handing-over of the subject’s “self” teetSymbolic Order that shares this
same virtual logic, [...] besides a Symbolic Orderoad virtuality in prior has been

forgotten with all of its apparent Cartesian sefisistency.*®®

For Zizek, the key dilemma is the ongoing “virtaalion of reality” that allows the
subject to bear no intrinsic meaning, but havingt lthe object which kept the
symbolic order intact. The “reality of the virtuatbnsists of the differential elements

and relations along with the singular points.

The potential, however, in aspects of V8 attempts to address some of the issues
mentioned above inasmuch as it evokes the cordlittegative differentiation whose
only intersection is continuously negotiated betwé&gecoming in the virtual” and

“being actually virtual”

The main aim of Web Biennial [...] is to put theévasrk itself before everything else
in its purest form. That means liberating art frtime curator, the gallery/ museum/
institution and the physical location. In other d®rwe are trying to get rid of ‘the
noise factor’. Direct from the artist to the audienone to one but also many to many.

This de-constructed structure of the exhibitionnd& outside of current Biennial

183 Zizek, S.Plague of Fantasied.ondon: Verso, 1997p. 127-164
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models [...] But it also tries to re-construct nenays for effective communication and

navigation to inter-link the de-centralized struetof the WWW*%

It does so regardless of the fact that a closestdpfined world such as tWgB seems
more transparent and less ambiguous to its tempanaabitant. The problem thus
presupposes encountering a difference betweenuthject of the statement and the

subject of enunciation.

° Subjects in Space...

In contrast to an idea of changing place, whickiseiaom point A to the point B in its
referral to the certain logid,ost Highway Expeditidi® (LHE) seems taemerge in
response to problematising the issues of geopaliflagmentation, the conflictual
zones and the normalisation in its curatorial sgggt In its participatory approach
LHE covers extensive research to reveal the fututesstaft merging power relations
while introducing new engagements of the challetoyeeflect the transformations
currently taking place. At MAMA (Multimedia Instita, Zagreb), Kuda (New Media
Art Center, Novi Sad), REX (B92 — Cultural Lab, Belde), | took part in
conversations on ‘Do-it-Yourselves’ and ‘Nomadic y4ging’, which question the
play between self-organised initiations and itsstibutive elements. Considering that
| discussed these constitutive elements in ‘Wheavditable Knocks on the Dod#°

(summary given in Appendix C, p. 199).

184 Art Today An interview with Genco Gillan by Kun-Sheng Wabgte: 7.9.2005, refer to:
http://www.artouch.com

%8| HE is a project by the School of Missing Studi@sl Centrala Foundation including:
Azra AkSamija, Katherine Carl, Ana Dzdkivan Kucina, Marc Neelen, Kyong Park,
Marjetica Pot& and Srdjan JovanavWeiss, together with partners in the cities ofltbet
Highway Expedition. Date: 17.8.2006, refer tttp://www.europelostandfound.net

16 Bal, G.“When Unavoidable Knocks on the Door” ARTMargins(Contemporary Central
& Eastern European Visual Culturehling refer to:
http://www.artmargins.com/index.php/archive/144-whke-unavoidable-knocks-at-the-door
also refer tohttp://www.networkedcultures.org/index.php?tdid=31

79



Coinciding with remaining and current political usitions in various corners of the
world that propagate the actual fact of “changidgces, losing the way and the
expectations of return’this inter-disciplinary project appears to aim deate a

dynamic structure against/beyond representatiomtsgducing an incomplete open
system to static structures. What is to be saidstsblished through the “nomadic
voyaging”, the expedition of a multitude conceived such a condition that it
constitutes the active autonomous agent. This pexltthe self-organisation of the
multitude of molecular groups that resist and uniiee the molar, totalising systems

of power.™®’

Certain conditions of impossibility generate selessential issues initiated through
looking at the location of emerging spaces on #reside of the tendency of identity
politics along with the notion of “BalkanisationBeyond its metaphorical existence
and rhetorical construction within a networked @réf this is introduced in reference
to the fact that “Balkanization is a geopoliticatrh originally used to describe the
process of fragmentation or division of a regiorstate into smaller regions or states

that are often hostile or non-cooperative with eattter.”°®

In addressing these matters of concern, howeviar, laroader issue emerges. Key to
this are the processes of “existential territorjiemid this requires going beyond the
boundaries of dichotomies, as Negri and HardEnmpire describe the “multitudeds

it “designates new spaces as its journeys establishiesdencies*®

The “nomadic voyaging” passing through Ljubljanagfeb, Novi Sad, Belgrade,
Skopje, Pristina, Tirana, Podgorica and Sarajewatds the Eastern axis engendered

by the “flows and the spaces of encounters” thraughsitional interactions maintains

" Deleuze, GOrgans without Bodies. 32

188 \Weiss, SrdjanBalkanization Overview
Date: 03.23.2006, refer tbttp://roundtable.kein.org/node/792

19 Negri, A. and Hardt, MEmpire Cambridge: Harvard University Press, 2000, p. 79
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contradictory qualities of settings in its proldé&on of the sites in which
decentralisation overlaps. The practice of travgrsopological space or multiplicity

provokes an encounter with a situation originateémally.

However “the experience of the Balka -

bears the code of the discursive pow
relations constitutive of its authentici
[within] the reciprocal component of i
own self-invention and its reaction to

own image.*"°

The concept itself is described as an ev/i&ss
during such a process, “the map I[T
merges with its object, when the objd
itself is movement [and] the trajecto
merges not only with the subjectivity
those who travel through a milieu, but a8

with the subjectivity of milieu itself‘;;ﬁ_i

insofar as it is reflected in those who tra: -~
w71

on the way to Belgrad@006)

thrOUgh it. Photography

So this is about the interface and Gulsen Bal
reciprocal presupposition. This designa

the engagement in rupture and affirmation

of the encounter in its proximity mirroring the amatrix of theLHE project.

19 Bjelic, D. “The Balkan’s Imaginary and the Paradd European Borders” iRurozine
Date: 31.5.2004, refer tbttp://www.eurozine.com/authors/bjelic.html

" Deleuze, GEssays Critical and ClinicalTranslated by D.W. Smith and M. Greco,
Minneapolis: University of Minnesota Press, 1997%6D
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‘1 In seeking to identify new curatorial positions
1

| practice as well as self-organised curatorial

with different forms of engagement in creative

methodologies, th€HE project provided me

a better understanding of a curatorial strategy
that engages with pluralistic approaches. This
brings an evolving process that produces a

mechanism in which collective work and

at Kuda, Novi Sad (2006)

socio-political activism exists beyond its
WIS 2 [ (PR e object-based production in search of “possible
futures”. | discussed this, introducing different
range of situations, on ti@uratorial Translationpanel*’
In addressing these matters of concern, this briisgsack to the hidden boundaries of
the multitude in immediate experience that effedfivundermines the void of self-
referential negativity and exposes a plausibleitsedlehind reality, which may be
directly posited as a reflective determination witle politics of production. This
structure leaves no room for the indeterminatewatg for undefined constraints and

their far reaching consequences to be transcended.

° Conclusion

One of the key arguments in this chapter is howiddal artworks problematise or
present a multiplicity of subject positions withetthope of providing certain
reflections on how the art object can have a frestical approach and on how

differences are manifested and represented by nwfaasiew conjunction between

172 curatorial Translationorganised by Suzana Milevska, Visual and CultBesearch
Centre, Sept. 2007, Skopje
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sameness/difference, suggesting new tactical/gicatpotentials in and through

creative practice.

In the examples given | have tried to demonstriagevarious issues at stake in this
territory, which might characterise possible “idgaform” by engaging with
guestions about positioning “the Inappropriate/te&dt? These works offer a critical
approach to the subject or production of subjestiin contemporary art and at the
same time consider how situational/situated reptesen can be productive in art
production and curatorial positions. These exampféer a multiplicity of locations
and multiple belongings. As Sylvére Lotringer sugige this is done through art
practice becaustheory is simply a challenge to the real, a chajke to the world to

173

exist,” "~ and the imagining of new ways of living and newd®a® of being outside

those determined mechanisms offers us differemghits

The next chapter examines how | have incorporatezbet ideas into my own
experimental art production and will articulate hthese fields of critical inquiry are

inter-related and can be used to produce art pexcin spaces of production.

3 Fleming, J. and Lotringer, S. (Edorget Foucault, Forget Baudrillard, An Interviewitiv
Sylvére LotringerNew York: Semiotext(e) Foreign Agents series, 7198123
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3 Spaces of 3.0 Overview
_ 3.1 What Would Deleuze have to sa&fd the | and the
Production:
Self...
Artistic Practice 3.2 Visual Based Practice: My Atrtistic Project
3.3 Conclusion
Overview

The issue examined in Chapter 2 was how individaralvorks from a particular
region (the Balkans) problematise or present aertaflections on what might
characterise possible “identity-forms” by engagmigh questions about positioning
“the Inappropriate/d Other”. This was dealt withfavour of how a mirror reflection

of a world “yet-to-come’mightbecome visible.

This analysis examined forms of situational repmestgon through a referential
mechanism in which there was a tension betweebhdbedaries of the “conditions of
actuality” and the'conditions of possibility”. This tension, which &central aspect of
creative practice, engenders moments of encountkimvthe artist’'s works and their
“practising philosophy” (a practice of philosophy philosophy in practice i.e.

praxis)

Recognising how art functions in relation to onetsfconstituent elements as a series
of “encounters” is central, and this encountemdarstood as a “meeting, or collision,
between two fields of force, transitory but ulti@igt transformative. Both of these

encounters are precisely moments of productiéh.”

7 Simon O’Sullivan Art Encounters — Deleuze and Guattari: Thought Belyo
RepresentationPalgrave — Macmillian, 2006, p. 21
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The elements of encounter are therefore signifi@sthey indicate how “movements,
ideas, events, entities® can emerge that seek to undermine the basic steuof the
representation of an object in relation to a copythe “real” by introducing a
particular configuration of the relationship of thabject to the “otherThis is basic
to the thesis argument, whigmcorporates a discussion of processual intenditiat

have the potential to produce different forms @il modalities about art practices.

This chapter addresses how my own artistic pradcsituated, with an ongoing
exploration of creative practices, and addresses ititer-relational aspect of an
encounter from the point of view of art productidly concerns in exploring the
temporary mediation systems based on the “produdiahe subject” are: What are
the ramifications of a theoretical critical inquiigr potential spaces of art production?
What might such an approach mean? How does pragtighilosophy form or
construct the relationship “of knowledge to its @thto that which is to be
known”?"® What happens here within creative practiten “something in the world
forces us to think. This something is an objectafatcognition but of a fundamental

encounter.*”’

° What would Deleuze have to say?

and the | and the self...

For Deleuze, subjectivity is not a statement obtogical priority. He argues that the
questions:what can | do, what do | know, what am 1? [...] &@ the result of some

kind of narcissistic preoccupation with the Selistead they point to the radical

"D, p. 13

1% Godzich, W. “Correcting Kant: Bakhtin and Intertcul Interactions,” irboundary 2- an
international journal of literature and culturerisg 1991, p.13

""DR, p. 136
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questing of subjectivity as such; it is a critigatierrogation and transformation of the
specific production processes that make up oureSelt is a questioning of the “I”

that is always already politically and economicaéliated to the “we” of the multitude
[...] this questing of our Selves, our subjectivitiessthe ultimate terrain for theory as

practice and practice as theory®

For me the analysis of this intellectual questwadl as of differential structures in
representational boundaries, underpins how one mmattice a politics where
difference is respected and tolerated, but one c¢whtan only be formed

479

philosophically.

This suggests a certain discursive shift. Thisekted to a new conjunction of
transition, consisting of what forms the mechanadraesthetic judgement as thought,
in which the possible is engendered between thaadypractice, between different art

practices and different theories.

Theory becomes that which, in the true meaninchefword, it really is: a
way of seeing... as a means to articulate the corafdfiieration in relation
to the existing order of society; i.e. it may bediss a means of thinking
and communicating. Without any concrete idea tlmahething could be
different than it is (and if so, how), we would epelessly cast adrift on the

tides of social chang®&°

Deleuze argues that the reality in all its differerand complexity cannot be reduced
to the extended images “we” have formed of it. Kinig is an act of creation; it takes

the dynamic flow of life and produces the idea xteaded matter in which the world

18 Bohm, S. “Movements of Theory and Practicegphemeravol. 2 no. 4, November 2002,
pp. 328-351

19N, p. 58

80 Bruegel, Roger M & Nowack, Ruth (E@hings We Don’t Understan®reitwieser,
Generali Foundation, p.87-90
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is the mirrored world. This metaphor also prommgaithink that the thinking subject

is simply there.

Hence the importance in understanding politics,wa#l as political art
practices, [...] as involving the active productioinooir own subjectivity.”
As regards this | want now to switch my attentionwo texts by Deleuze
and Guattari respectively, each of which concetsalfi with our capacity
for self creation. Taken together, they read awepful manifesto for a
serious consideration of subjectivity as itselfoditiral field, as well as for a
more fluid and complex notion of subjectivity inrggal. Both also draw our
attention to the material nature of subjectivityigi never just a question of
saying ‘I'), as well as providing some pointers fihinking subjectivity

beyond what we might consider its typical articislas.*®*

The notion of identity as a “sameness” which exekidlifference(s), fails to take
account of the fact that both identification andf-gkentification are always in
process. This kind of reflexive analysis attemptghallenge difference in reference
to the politics and practice of difference. Thiscakuggests that so long as difference
is imposed as “Otherness” there is no singular idealifference; it is therefore
already mediated by a form of representation tlsatthie result of unexpected

occurrences and intersections.

Deleuze’s account usefully emphasises how diffexanay be internal to an idea, or
may be external to a conceptual mode of representaDifference is thus a
divergence and decentring and leads to a plurtigy gives depth to the world of

difference® Conversely, difference as intensity is describgitdextensity in details

'8 Simon O’Sullivan Art Encounters — Deleuze and Guattari: Thought Belyo
RepresentationPalgrave — Macmillian, 2006, p. 88

DR, p. 55
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that cannot be separated from each other. Thusphliesophy of difference has a

diversifying as well as a unifying power on our erstanding of reality.

Deleuze argues for thought as an encounter irfésence to the “subject in the real”,
the flux of existence, which has no transcendestadtence as a constituent element
separated from the creating movement and consegsi¢hat “[analyse] the states of

things.™??

He refers to “rhizomic” marking that lacks indivation and therefore all singularity.
Consequently, Deleuze argues, the relationshiphddgophy to thought must have
two correlative aspects: “an attack on the traddlanoral image of thought, but also
a movement towards understanding thought as sgHretering, an act of creation,
not just of what is thought, but of thought itselfthin thought.*#*

Deleuze introduces eight models for the “imagehotight,” which reveal thought as a
mode of representation. These models of thoughtesept sameness rather than
difference as the primary reality, and thus do prasent an affirmative structure of
difference. The postulates are: that everyone dyjré@ows how “thought” is to be
defined; that common sense and good sense aretéadéd this knowledge and
understanding; that recognition of an object isedained by the sameness of the
object; that representation can appropriately siibhate the concept of difference to
the Same and the Similar, the Analogous and theo€gaf that thinking is effected by
external rather than internal mechanisms; thatttbhtéh of a proposition is only

determined by what is designated; that problem®algedefined by their solutiort§>

18D, p. vii
1%DR, p. 147

DR, p. 155
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His reading of the “image of thought” reserveseative act as a force acting on other
forces “as [...] thought is creation® These determinations, however, are always in a
state of “becoming”. Instead of an object beingedmined and given its essence,
which is directly applicable to it or the applicati of a transcendental category,
everything that exists is exceeded by the forcasdbnstitute it. The object therefore
does not have an ‘“in-itself/for-itself’, but alwaysas to be understood or
comprehended by its existence beyond its terragoid the object in question, in a
rhizomatic liaison with other images or imageshafught.

Deleuze presents how the “image of thought” opsratea far from straightforward
manner, and this introduces its own trap. Followkligabeth Grosz’s reading of the
situation, this can be seen as appearing behintintits of the mirror’s plan¥” and
negotiated secretly as an “in-between” in the gepvben the reflection and the real
which intersects differently questions of the waltuand the real, the real and
representations of the redf | discussed this in ‘Questioning of the Space In-

189

between™ (summary given in Appendix C, p. 193). It has dis®n an important

area of exploration within my art practice.

The actual relationship between the two, and witthé space of negotiation, is a
closed world where “becoming” is negated. Thereomdy a void, along with its
negation: the real is a rupture in the symboliceaent at the edge of the nothingness
of being. This is expressed in Lavazzi's formulabjsct to multiple possibilities

generated by the virtual “object=x"

1% Deleuze, GNietzsche and Philosophy, xiv

187 Grosz, EArchitecture from the Outside: Essays on Virtual &eal SpaceCambridge,
Mass: MIT Press, 2001, p. 80

1% Gemeinbdck, P. “Virtual Reality: Space of Negatiat in Visual Studiesissuel9. April
2004, pp. 52-59

89 Bal, G. “Questioning of the Space In-betweenAimadolu University Publicatiota
quarterly academic referee journal), Eekiir, Nov. 2003, p. 37
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O = A, “Big Other,” a typically ambiguous Lacaniauantity which is
identified by turns with the socio-Symbolic Ordeidahe Real (R) - residual
being, that which has never (yet) entered consoiss A, being, in the
former case, merely a form, or (more or less cans)istructure, and, in the
latter case, no-thing, can only be sensed throtggha]l other”) part-objects,
displacements, particulate quantities of desird #hallessly defer (“it”)
through a syntax of substitutions.

X = R: that portion of the Real, psychic residueamprdial trauma, that
motivates all positivisation. What is R? X. Whuaolvs...

[...] so we begin with an empty form [... an empty grid**°

Lavazzi’'s Lacanian presuppositions demonstrateeffext that analyses of different
potentialities have when attempting to identify iagslar element in a constituted
system, which can be identified with the real. Tlgiect x” is not an object in reality

it is beyond representation and designates a Ibigngaasse within the structure of the

symbolic order itself.

199 avazzi, T.Fantasy.Com: Game One, ZIP — Through ZiZek to hetePornographyat
Rhizomes: Cultural Studies in Emerging Knowledd#)2

Date: 19.05.2003, refer to:
http://www.kbcc.cuny.edu/academicDepartments/ehfjistasy.htm
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This impasse is an underlying assumption in allDeleuze’s philosophy, as the
constant process of actualising the virtual is acess of expression in structures,
which prevents any reification of representatiotoia realm of “being” while also

positing the structural “intensity = 0This then forms the basis of the potential
creative strategy | have tried to develop, in whibke continuous creation of new
concepts is the aim and in which the concept itealf be described as an event.

However, as Lavazzi also points out:

The only danger in all this is that the virtual wbbe confused with the possible. The
possible is opposed to real; the process undergpgnthe possible is therefore a
“realisation”. By contrast, the virtual is not ogsal to the real; it possesses a full
reality by itself. The process it undergoes is tfactualisatiort™*

The possible is what might become or is “yet-to-efmas “the virtual is real in so far
as it is virtual.*®> As Deleuze says, difference is that the possible imirror of the
real, while the virtual does not mirror the actudie real is the image of the possible,
with the addition that it is a real image. Lifetlee production of difference, or the
actualisation of tendencies to differ. This wouldan that images were a passive copy
of the world, added on to already differentiatedhfge. This means the power of a

being maintains its capacity to respond activelwhat it encounters.

Artworks can be thought of as actualisations in wir¢ual world. Working with
installations, however, artists also create retdina, events in the real. Installations
can deal with both the possible and the virtual #&edboth actualisations and

realisations. This ambiguity is what | am tryingetgplore.

This confusion between real and virtual leads,qduphically speaking, to Deleuze’s
definition of the event. It is also consistent willeleuze’'s ontology where any

¥libid. p. 211

192DR, p. 208
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actualisation presupposes the virtual world ofpakésible. In this formulation it is no
longer possible to identify any symbiotic relatioetween the real and the augmented
real which is an idealised simulation. If the “sedij in the real” is an “existential”
subject, prior to symbolic mediation, it would appé move around an axis or centre
in relation to an immediate “reality” that is nevaccessible. However, Deleuze’s
work indicates how there is always a divergenceveen the “residual being” and the
real, which emerges not from a process of negatifferentiation, but as something

“in-between” from a process of negotiation.

The “in-between” here refers to two fundamentalfjedent notions of space — virtual
and real — whose only intersection is continuousgotiated by the physical presence
of becoming in the “O = A”. This is not a staterh@f ontological priority, but

suggests that “subjectivity is determined as aeceff*®

In an effort to deal with “in-between” categori¢se boundary assumes a particular
importance, because it becomes the point from whkarhething begins its existence
and/or its ambivalent articulation. The phenomerdegviating from this norm

therefore implies that “in-between” is a notion degent on reciprocal determination

and it thereby extends a binary distinction inteesv form of rhizomic distribution.

| became interested in how this reading of Delecméld be used further to abolish
dualisms from ontology, most of which are situadsdrior to “being”which suggest
there is not one force but many in play in subyisti identity and Otherness,
sameness and difference. This in its turn geneeatasge of notions of crossings and
transitions, of boundaries and limits, of relocatfoom within existing structures as a
point of change and an engagement in rupture dirchafion within an encountet
wanted to explore the contradiction contained iwHh@ single voice raises the
clamour of being** | saw this as the play and interaction of formstla basis of

19 Deleuze, GEmpiricism and Subjectivity.26

DR, p.35
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which a subject could find its completeness in thamg actual” and | discussed this

in ‘Rethinking of Everyday Lifé"®> (summary given in Appendix C, pp. 195-196).

The creativity of thought as opposed to its consatjal image as representation
consists in tracing a line through different planéproduction and thus redistributing
its co-ordinates towards concepts formi&dThis highlights my interest in the

political and cultural context of contemporary rbduction.

In this creativity “the concept is not given, it ¢seated, or to be created; it is not
formed, it posits itself in itself [...] The two pty each other, since what is truly
created, from the living thing to the work of art][ The more the concept is created,
the more it posits itself. What depends on a freato/e activity is also what posits

itself in itself.”™%’

If one considers that the Deleuzian tendency, & fthal instance, is to develop a
thought that operates in the absence of the “otiwétiout a subject, then the crucial
significance of the “other™for him, is not in its status as an object or hrosubject,

but it is a structuring principle of “the creatiofithe new.**®

The principle of the “other” subsequently represemthat is possible. This is a
condition of the foundation of objects and “the sftation of objects (form-
background etc), the temporal determination of #ubject, and the successive
development of worlds, seemed to us to depend ®paksible as structure-OthEr”

beyond any specific configuration of singularities.

1% Bal, G. “Rethinking of Everyday Life” ilRh" Sanat(bi-monthly contemporary art
magazine), 2lissue, Istanbul, July 2005, p.46

1% Deleuze, GNegotiationsp. 25
9" Deleuze, GWhat Is Philosophyd. 25
198 ibid, p. 147

1915 p. 318
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Yet what the “other” reveals still intriguing. Afteall, in these transformative
connections, what is the mechanism for critical agggnent of artistic production
leading to a multitude of rhizomically self-transfaative pluralistic approaches? And
as O’Sullivan draws our attention to a “fundamem@alitical question: where are the

dissenting/creative subjects of today? And howtlaeg being produced?”

“Art”, he states, “at least as it is figured withiapresentation, is complicit in this
dynamic. Art mirrors back an apparently reassunngge of our own subjectivity (an
outer form and an inner content). As such, a t@nsdtion in how we think about art

will necessarily alter the topology of how we thinlrselves and vice vers®®

The repercussions of artistic reflection are presgbmvith an understanding of “what
is not art still is art2°? And it is important to remind ourselves again e fuestion:

“where are the dissenting/creative subjects of y@d& his has implications for the
strategies explored at the emergence of an awar@hésendering visible, to cause to

appear and to be made to appear” over its transitiom

The event turns the potentiality of a situatioroiah act that disrupts the established
order. However this disruption of order breaks ftbev of mediatisation with its own
construction of reality, which unfolds new possthak for its future productiorfout

of them a recomposition becomes possible [...] aiferation not just of the forms
but of the modalities of beind™

2% simon O’Sullivan Art Encounters - Deleuze and Guattari: Thought Belyo
RepresentationPalgrave — Macmillian, 2006, p. 95

2 ihid. p. 16
292 Baudrillard, JThe Conspiracy of Aed. by S. Lotringer. NY: Semiotext(e), 2005, p.79

203 C, 90

94



This is where Guattari’'s conception of the produttof subjectivity becomes crucial.
Here there is a need to recall a question thaisedain an unpublished conversation
with Ali Akay?®*, a question that involves “subject/object relasionin this case what

is the relation?”

Akay: The thought of Deleuze has neither a relation wsitbject nor an
object. He told us that the “subjectum” is not &ijeat. This is like
“‘individuation” and very different from individualsThis is important as |

try to explain the implications implicit in yourdaquestion.

The subjectivities are, according to Deleuze anpb@slly to Guattari, the
variability of the individuals. There is a conceyft“hecceite,” which is a
different aspect of the relation of subject andeobj Deleuze calls it
transcendental empiricism or “superieur emprismehich means the
subject and the object, do not have pre-existitegioms. There is no object
before the subject and the subject is not an esipesd one but rather the
subject and object are co-producing and indivicpatogether with some
chaotic harmony in the relation of the actualisatad the virtual. Deleuze
says there are no pre-existing forms before, bmes&ind of relations
without form between components. There are no stbjbut dynamics
individuations without subject, which constitute llective statements.
According to him, in Difference and Repetition (FFL1968) he explains
that the “univocity of being” is immanent and islividuation as a last form
of the actualisation. This is why Deleuze’s thoughtwithout subject or
object. The “hecceite” takes the place for theisaibn of the individuation,
which is different from the individual. As Simondsays the individuation

must be taken as a “becoming” of the “being”.

This reflexive analysis of being (a negative antteally determined ontology which

is positive and internally determined) leads to idmue of a “broadly empowering

%4 Bal, G. “Gulsen Bal in Conversation with Ali Akaydn unpublished article, 17/03/2005
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political space’”

The primacy of a critical practice that stressesfiinction as the mapping of the
conceptual forcing constructs the mechanism of gglogy and introduces different
planes of practice, with the attention on the tb8ocal issues that arise from the
possibilities and limitations at the edge of spaoégroduction. It is within this

context that methodologically practising philosopbyuld produce the generative

matrixial space and interfaces.

Rather, for both Deleuze and Guattari there ismaphasis on our pragmatic
involvement in the material production of our owmbgectivities. Is this

perhaps a call for an expanded notion of what r&ttjce is? Certainly, it is
to realise that one of the roles of art — undest@® an activity of creatively

interacting with the world — is precisely the protdan of subjectivity?*®

However, representational schemas cannot leadithdilising difference; rather they
differentiate because of some aspect of their sitgnand establish the field of
individuation, unfolding intensities to enable ttanstitution of individual differences.

The basis of individuation results neither in ahribr a “self?°®

and ruptures specific
moments of implication within a process in whick tii' and the “self” transgress one
another. The “I” is a form of identity and the “Beh site within “a continuity of
resemblances’Individuation disrupts both the matter of the fsahd the form of the

“I” into rhizomic realisationg®’

These practical readings suggest there is not ame,fbut many in which a subject

could find its completeness in “becoming actualhene the subject can be brought

2% Simon O’Sullivan Art Encounters - Deleuze and Guattari: Thought Belyo
RepresentationPalgrave — Macmillian, 2006, p. 97

21 g p. 257

*ibid, pp. 257-258
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into existence in which a certain ontological reogenders “in-betweeness” and its

potentialities. Or is just an indication for beimgpped in one’s subject position?

At this point, room for scepticism reveals itselfthe very idea of the production of

production itself.

° Visual Based Practice: My Atrtistic Projects

What follows is a selection from my own experiméiaid production, which serves to
articulate how fields of critical inquiry are intefated and can be used to produce art
practices. They are documented in greater detdWfisleography” in Appendix A.

My early works — such as the floor installatidhere (see Chapter 1, p. 4), multi-
media installation? (see Chapter 1, p. 5)ransparency of Stained Mirror&ee
Chapter 1, p. 5)Surveillance and Self-Agen¢see Chapter 1, p. 5Qther mirrored
(see Chapter 1, p. 15Jisembodied Voicgsee Chapter 1, p. 153creened Out.(see
Chapter 1, p. 16} were produced to articulate some of the importamicepts in
Deleuze that informed and acted as starting pdmtamy practice. These tried to
bring the question of the mechanisms that involy@axess of giving a substance to
the notions of “being”and of the “real” to the surface, where differemtiers

constitute qualitative multiplicities of differeatirelations.

These were produced with an understanding of hawvettmergence of a realm of
“image reality” creates an external boundary ofdisplacement of manipulation. The
measurement of all representational forms is tloeegblaced on the same level as the
manipulation of a binary code process realisedutinoin its usage of the medium
itself, which is regulated within the event of thew along the axis of the possible at
the interplay of mirrors. The possible then fuolt as a mirror image of reality, but

establishes itself as if it is indifference to ‘ffea
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Another group of works took these experiments \hi usage of the medium a stage
further: A Living Mag®® (see detailed information of the work in Appengdixp. 157
also see Appendix B, pp. 177-17&8)¢lude me In/Odf° (see detailed information of
the work in Appendix A, p. 160The Self on the Screef(see detailed information
of the work in Appendix A, pp. 161-16&nnui Vacui*! (see detailed information of
the work in Appendix A, pp. 162-163 and also seepémlix B, pp. 183-184),

208 Exhibited inNomadic Reflectionsurated by Gulsen Bal, International Bandirma Arts
Festival, Bandirma (2002). Reviewed: “Nomadic Reftens” — a contemporary art exhibit in
Turkish Daily Newslstanbul, 2 June 2002, p.14; “A Contemporary Bxhibition” in
Radikal(Turkish daily newspaper), Istanbul, 4 June 2@025; “Nomadic Reflections” in
Cumbhuriyet(Turkish daily newspaper), Istanbul, 6 June 2@028; “Cultural Differences”
by A. S6nmez iMilliyet (Turkish daily newspaper), Istanbul, 6 June 2@021; “A Curator
like Vialli” by A. S6nmez inMilliyet (Turkish daily newspaper), Istanbul, 21 July 20022;
“Nomadic Reflections” by lan Padgett 8anat Yillgi (arts annual), Istanbul, January 2003,
p.34. Broadcast: Exhibition review with Oznur KegitTV8, National TV Channglstanbul,

9 April 2002

299 Round-table presentations at: Forum 2002, Nover20@? | Conversations, art and society
in Europe, December 2003 | The Gorges of the Balkameport, July - October 2003,
Kunsthalle Fridericianum, Kassel-Academy of FinésAFebruary 2004 | Madrid Media Lab,
May 2004 | City Museum of Skopje, May 2004 | Casan$it, November 2004 | Cluj-Video
Zone 2, November 2004 | Beyond Stereotypes, Ocf@hs, Tel Aviv. And real space
installations/shows at: MediaLab Madrid, Februaljarch 2004, Madrid | City Museum of
Skopje, May 2004, Skopje | Channel Zero, Netheddiddia Art Institute Montevideo,
August 2004, Amsterdam | Casa Transit, Novembe4,20luj | REX Cultural Center,
December 2004, Belgrade | Best project award f0b2Buropean Media Art Festival, April
2005, Osnabrueck | Going Public 05 - CommunitiesEerritories, May 2005, Larissa |
Synch Festival, July 2005, Athens. Selected revié®alkan Wars” inEl Pais(Daily
Spanish National News Paper), 18 Feb 2004, pHA6&a“Grecia” inCultura Terrg 23
Feb 2004, online; “The Making of Balkan Wars: Than@®” indigitale medien17 Feb
2004. onlineDate: 09.05.2005, refer tbttp://www.balkanwars.org

219 Exhibited inArt Beat: Battiti D’arte Sull’adriatico Biennale Adriatica di Arti Nuove
(Adriatic Bienalle), San Benedetto del Tronto (20@4so exhibited iMransmissionThe
Arts Gallery, University of Arts London, London @0). Reviewed: “What | See in the
Mirror” by Rana Korgul inHillsider (a monthly art & culture magazine), Istanbul, M&02,
p.5

1 Exhibited inBorder Crossing -Tur reTuiKunstforeningOslo (2004). Reviewed: “Kunst
Pa Tvers” by Mange Grenser AdftenposterfNorwegian national daily), Oslo, 3 Sep 2004,
p.11; “Border Crossing - tur re tur” in Apningsf@slo KunstNorwegian art newspaper),
Oslo, 2 Sep 2004, p.19; “Utstillingsapning Oslo Ktforening” inKunst Oslo/Norwegian
national newspaper), Oslo, 27 Aug 2004, p.4
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einfacheGleichheit mit sich? (see detailed information of the work in Appendix A
pp. 163-164)and where the streets have no names / wo die Straliee kamen
habert®® (see detailed information of the work in Appendix pp. 164-165) and
Looking to the Left'* (see detailed information of the work in Appendixp¥b. 165-
166). These were produced as practical responsi tguestion of how to generate
qualitative multiplicities or relational entitie® tthe constitutive tendencies in the
structure. These works are as much part of thegsattey are part of the present and

future, mirroring processes of experimental forrhproduction.

In the multimedia installatio®\ Living Mapmy aim was to provoke the operative
function of the multiplicity of objects and consttuinew forms of complexity. This

would mean that the reception of images would ber@piated beyond the actual
event, due to time delay and dislocation betweeandifferent realities. A camera and
projector were utilised to generate images withireaclosed space, which are in fact
transmissions of what is happening simultaneousnaexternal location where the
viewer appears on screen by sensory interruptioriea very inside of the situation.
The intention was to explicitly use processes tokevevents, capturing the diverse

forms of location by examining their constitutivengponents.

This engagement entailed addressing the procegsieasities, which revealed its
transformative capacities as a space for poss#silinediated by relational models
demonstrating how these could lead “to a recreaiwh a reinvention of the subject

itself"*'® by uneasy relations and interdependencies.

212 Exhibited in prog:ME — 1st Festival of Electromiiedia, Rio de Janei®005)
213 Exhibited inThird International Video FestivaMoNA, Detroit( 2005)
214 Exhibited inExchange Contemporary Incheon Art Museum, Koke2006)

215 Deleuze, GNegotiationsp.131
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The dynamicsof individuation as the basis for anti-represeotadl closure
necessitates further elaboration. This rhizomdtigcture of emergence at the edges
of the boundaries between unfolded and unfoldingeader territorialisation and
deterritorialisation as a result of interferencesl antersections of the “spaces of
possibilities” and of the topological forms thataplk these spaces. A space in which
the differences partake is the critique of themmaitions of possibility. In allowing for
the possibility of transgressing this conditiorg ttritique that searches for an analysis
reflects the subject-position.

The video piecénclude me In/Oushown as part of multi media projeidie Making

of Balkan Wars: The Garfi€ mirrors how situational representation could be
relocated within the paradigms of the generativérimnas a result of deconstructing
stereotypes in the production of the image thatndsfits reality and produces a
“becoming political” subject. This was achieved keferencing the subject’'s own
recollections of traversing history and reconfiggriit through interviews with two
elderly people. This narrative is encoded in retetl forces and a vision of belonging
not only to the place(s) where people come fromalso to the place(s) where people
happened to be, which immediately unveils theifedéntiation, causing it “to become
the other’

In this work, a journey has been created betweenr¢l and the imaginary. This
articulates the process of inhabiting multiple agppaces. At the core of this dynamic
is the process implicit in digital technology, igdd together with the specificity of
location while its virtual form provides more of apen system in which new

mappings could be articulated and remade, rathem gerving only as a site of

1 The Making of Balkan Wars: The Gaisea Personal Cinema project primarily focused on
the social and cultural issues within the Balkamifgila and aiming to create a network
between artists, art critics, writers and curafassn South Eastern Europe. It proposes some
new media works created by 51 participating artistestigating the Balkan territory and way
of life. Personal Cinema organises projects andhtavihat engage the critical mind of the
public, suggesting alternatives to the new globaimbgeneity. It focuses attention on
problems that concern the local territories andstrio explore the different cultural
characteristics that constitute the social identifythe individual. Moreover, it works to
develop public contexts for minority groups to eeqw and represent themselves.
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interdisciplinary dialogue. Both geopolitical waarges and epic-strategy video games
are interrelated in this multimedia project. At ga&mne time as virtual battle scenes are
celebrated for their extreme realism, contempomsayfare has begun to resemble
science fiction to a relative position of the “aatu The reality (or virtual reality)
presented does not adequately describe the realdirhistory, which has the form of
a politics of deterritorialisation. The dynamigtindividuation as the basis for anti-
representational closure necessitates further glibn. This rhizomatic structure of
emergence at the edges of the boundaries betwdeldech and unfolding engender
territorialisation and deterritorialisation as auk of interferences and intersections of
the “spaces of possibilities” and of the topologicams that shape these spaces while

bringing out focus of attention into dialogical practice.

The Making of Balkan Wars: The Gamas intended to counteract the sensational
spectacle of war presented by the media. By denatstg stereotypes, focusing on
the distortion of identities, a coming instabildy the models as part of an artificial
world might be generative, becoming stable in thestof a response to the notion of
progressive negation. | discussed this in a coawers with the co-curatorial
members of the project published in ‘The MakingBzflkan Wars: The Ganfé”
(summary given in Appendix C, pp. 193-194).

The multiple representations of this conflict cae bross-referenced with the
substitution of signs of the real for “the real”sn far as it mirrors how Baudrillard’s
mutation of the sign where repetition substantittessimulation. Representing is the
means of reproducing the very idea of the prodactd production itself. What

remains is “the spectacle of the simulacralWhat these “negations of identity
dramatise, in their elision of the seeing eye whinlst contemplate what is missing

or invisible is the impossibility of claiming anigin for the Self (or Other) within a

21" Bal, G. “The Making of Balkan Wars: The Game’Rh" Sanat(bi-monthly contemporary
art magazine), ®issue, Istanbul, March 2004, p. 51
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tradition of representation that conceives of idgrtf a totalising object of visior’*®
The force of cultural difference consequently uplsothe violation of a signifying
limit of space; it allows a counter-division of ebjs. However, “where do we stand in
[conceiving of identity of a totalising object ofsion that] may be described as the

attenuation of identity and its simulact&?

The multi-faceted projecThe Making of Balkan Wars: The Gameas made to
address the space of production within a mediuwvid#o games, in pursuance of its
manifestation that takes place in a void of reatemal productive forces, which
ultimately have no connection to reality. Thus, Hbmndary between the image and
simulation breaks down. This project as a whole mydoart within it was centred on
the fundamental question of whether the existehtleeo‘other” depends on the “self”

or is it the “self” that creates the “other™?

This videothe self on the screendepicts a woman in a state of turmoil, trauma or
torment in a bath in a white-tiled bathroom. My aimmaking this work was to
consider how to depict the un-presentable. Howdisturbing her revelations appear,
the video highlights a tragic recognition of a paijve transference. In an otherwise
empty white space, in which the existential stafgesented by the performer invents
‘personae’, these anonymous bathroom conditiorsteithe possibility of an artificial
interface. By determining the conditions for itstuadisation, insofar as the

actualisation is of differences, there tends tefaelication of the “real”.

The process of inhabiting, represented in the viteough the re-articulating a
slippery sense of identity relative to the notiofideing, or “being-ness”, is revealed
to us in the midst of the dynamics of “becoming’hieh is reflected in the code of
acting. In capturing the mis-recognition, the videghlights a tragic recognition of a
projective transference, which leads to mirror dtiplicity of experiences.

2B Hall, S. “The Real Me, Post-Modernism and the @aesf Identity” inICA Documents
6, an ICA publication, 1987, p. 4

29ihid, p. 8
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What | was interested in was how notions of vigipiand invisibility of multiple and
shifting references between the issues of othercesde situated in a multiplicity of
difference. Its difference is then appropriated egdtliced to the “same”.

In parallel to this, the process allows the videece to elaborate on a binary
distinction — between who is filmed and who is fihgy, which is also explicit in the
digital technology.

The multi-channel video workEnnui Vacuioffers us the elements that identify the
constituency of a space of interruptions and aepdenunciation. New meaning or
interpretations emerge within its abstract multalions by continuously displacing

the “reality” of the individual observed by its wial shadow of multiple singularities.

einfache Gleichheit mit sich.explores and highlights the recognition of a “self”
within a reflexive discourse, revealing its relatito the notion of individuation or
actualisation where the possibility of an artiflgisterface is created. The slow camera
is fixed upon an office building, recording unimgeort events or situations resulting
from the movement of those within. The video wast st night, and the darkness in
contrast to the lights in the building construatsaanbivalent visual environment that
highlights the modern technologies of territorial@r and surveillance. The setting,
the method of shooting and editing allows the vigégce to elaborate on a binary
distinction between the presence of an object aed symbolic differences of
intensity that frame it, which is also explicit ihe digital technology. Utilising the
specificity of location and the actions within theilding simultaneously captured in
its documentation provided a means to examine thi®m of a space problematised

through representational dichotomies.

The building and its documentation in the videotaon a negative mirror to an

autonomous existence, the eye behind the camera.the actions of the subjects in
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the film — i.e. the people filmed in the building materialise themselves through

subsequent actual movements as if they were poesaaicts of differentiation.

| produced the video worlwhere the streets have no names / wo die Stra@ee k
Namen haberas an attempt to engage with presenting the useptable at the
borders of “existential territories” in which a forof articulation raised the issue of

“becoming-subject” in the course of which nothirgghaken place but the place.

In When the Moon Waxes R€&dnh T. Minh-Ha explains: “to challenge the regsne
of representation that govern society is to coreaf how a politics can transform
reality rather than merely ideologise it. As theuggle moves onward and assumes
new, different forms, it is bound to recompose satyity and praxis while displacing
the way diverse cultural strategies relate to amatteer in the constitution of social

and political life.””*

What remains contentious is the extent to whicls thiece does not present an
analysis of the visual subject content but ratbgeals the mechanism or mechanisms
by which this encounter is supposed to, or is,n@lplace. Furthermore, temporary
mediation systems are at play, contributing to iplitities of subject-positions
through opening a discursive space by creatingrgtex mode of production site.

° Conclusion

This chapter sought to designate the interrelatipn®etween art production and
subject constitution in addition to the diverganes of encounter in the “production
of subject’; which usurp the very subject-position beyond the verbb#&s. Among

other instances of conceptual forcing, there is dbestion of how a “practising

philosophy”’might function in artworks to produce its object.dddition, within these

20 Trinh, T. Minh-Ha, 1991 “The World as Foreign Ldrid When the Moon Waxes Red:
Representation, Gender, and Cultural Politiseew York: Routledge, p. 185

104



works | wanted to consider how creative practicgghniinform the theory. The
problem thus presupposes encountering differerécspf an object, leading to the

uncovering of different engagements in rupture.

However, these cannot adequately treat the compleleuzian project of the
problematic pertaining to productivity and the $wtis of differential structures
within images of thought’s actualisation and resdlen, especially considering what
happens within a paradoxical insistence where athiceaesthetic’ paradigm
becomes the principal factor in its negation of dwant reflective determinations.
This is understood in the formulation that is civnee as a “production modéf? in

its reference to an experimental dynamic involvegl@ing the complexity of the

“production of subjectivity”.

| will return to this problem in Chapter 5, but tfalowing chapter examines how my
curatorial positions articulate a coherent positretative to the current state of
creative production while at the same time seektngddress what is implied by

actively exploring multiplicity and participationpnfrontation and plurality.

#21C,p. 35
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4.0 Overview

4.1.0 Let Me Dirift a Bit Further!
4. Production a small step towards an intriguing proposition...
4.2.0 Visual Based Practice: My Curatorial Project
4.2.1 What If?

Curatorial Practice 4.2.2 Border Crossing

4.2.3 Territories of DuratiohTerritorien auf Dauer

site:

4.3 Conclusion

Overview

This chapter explores the hidden boundaries witlncomplex mode of production
represented by contemporary curatorial practicehan visual arts. The issues that
emerge here are gathered together to reflect myawetorial position with its own

multilayered constituents. This is examined by adexsstanding of what “may be
distinguished from its precedents by a new emphasis the activities associated
with the framing and mediation of art, as well aghwthe circulation of ideas about
art.”??> My starting point concurs with the widespread vi¢hat contemporary

curatorial practice “is no longer primarily basedarts’ production and display... The
significance of curating as differentiated from sadymaking, is that it acknowledges
cultural production as a field of organisation @hergent and open-ended cultural

encounters, exchanges, and enactment&®..”

222 O'Neill, Paul. “The Politics of the Small Act” ifihe Political Potential of Curatorial
Practise On Curating, Issu# 04/10, p. 7
Date: 25 March 2010, refenttp://www.on-curating.org/issue_04.html

223ihid. p. 8
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The issue for discussion is how curatorial praciscexercised beyond the traditional
role of an exhibition organiser and to what extidt replaces the archetypal format
when the artist adopts a dual role as both artitinvand curator of a particular

project. When an artist is also the curator, how &aoherent position be established
relative to the current state of creative producand other competing models for the
roles of artist and/or curator? What are possikeleminining potentials that shape the

current curatorial model in which several modelsegst?

Here, as Jens Hoffman suggested, “the questionrémins, and the one worth
asking, is whether an exhibition that brings togeth large number of different
artworks can become a ‘work’ itseff* and is this the role for another artist and not a
curator?Further, as | have asked other curators such asB®ety, how are we to see
“self-organised” and “artist initiated” curatorigkactice when artists organise their
own shows? Will this undermine or challenge theatanial role? Furthermore, how
could one describe the constituency of the artisitipn within this context? As A.
Farghuarson suggests, Deleuze has been a modeinfa of Europe’s “star” curators,

such as Obirist, as he

characterises working between poles as “in-betwessirthat, together with
related references to “becomings”, “multiplicitiegihd “nomadism”, seems
lifted from Gilles Deleuze and Félix Guattari’s tilistive lexicon. Although
rarely alluded to directly, it seems that the newators aspire to create the
conditions for Deleuze and Guattari’'s now classitan of the “rhizome”,
whose intermeshed, multi-directional patterns aiwgh contrast with the

unitary, dialectic and hierarchical tree-like sture.

All this has quite serious implications for thetstaand roles of art and
artists. An exhibition that behaves ‘rhizomaticallyr one that foregrounds

24 Hoffmann, JThe Next Documenta Should Be Curated By An A@istitribution by
Daniel Buren: Where are the Artist? Date: 11.025208fer to:
http://www.e-flux.com/projects/next_doc/d_buren.htm
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its own sign-structure, risks using art and artes$sso many constituent

fibres or pieces of syntax subsumed by the idepfithe whole?*®

As these comments indicate, contemporary curatpriattice has increasingly been
redefined as an open system in which multiplicityl momadic movements between
and among seemingly distinctive practices and madiébought are presented with

multiple points of entry and articulation.

° Let Me Drift a Bit Further!

a small step towards an intriguing proposition...

We are aware of the fact that it is not possiblgit@ absolute answers to multiple
questions; theory has a role in defining processu@nsities by pointing out the
complex and changing context of interruptions fdicalating dynamic responses to
static structures. The focus of attention hereoissequently to explore what happens
when practice transcends its own context with thigips of production.

This, it is proposed;onstitutes and transforms the space that it teanpioccupies
the resulting locations and non-locations rearéting the relationship between social
and territorial conditions. This is problematiseatdinked rhizomatically to a far-

reaching network of processual intensities.

The resulting disjunctions and contradictions defitne politics and practice of
difference to the extent “speaking ‘of others b@es an “other’— denouncing act of
self-annunciation. So we speak ‘for’, not ‘of, ets.?*® This conveys the re-

appropriation of the production of the subject.

% Farghuarson, A. “| Curate... You Curate... We @urd in Art Forum, September 2003 /
No 269, pp.7- 10

% Richards, Colin. “Missing You: Indecent Self-Passien” in Public Lectures &
Conference Papers at 2nd Johannesburg Biennale Dag. 7.9.2005, cf.:
http://camwood.org/abstracts.htm
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However, in the identification of “there is no Othef the Other”, the “other”
functions only by the exclusion of a unique “objedh Tarrying with the Negative
Zizek suggests that this unique aspect of the tibje a system and a product, which
is not simply symbolic. In other words, the impbd#ly of engagement almost opens
up the creative process to a dialogical interadtioreference to the “production of the

subject”. This reinforces the transitory space teermines the routes takper se

Yet it is worth dwelling upon a related thread dentify the cultural objects beyond
the pluralistic restraint of politics and practiotdifference resulting in subject and

object strategies relative to the creative process.

Because of the collision of subject and object, &myn of identifying
becomes as an affirmation, becoming complicit. ®aeomes an agent of
this kind of collision and the work registers thermhation of new
subjectivities expressed in language, place andi@ation. The role of an
artist is a very complex activity of carefully camering ‘protocols of
power’ and mapping of meaningful strata, since“titber” and/or what one

is looking for is hidden within these strata ofrfation??’

If so, is it still possible to invoke a strategyathtakes account of the situations in
which the subject has no place? And in additwimat appears to happen within an “I-
other” disparity of divergent lines of encounter3® does “in-between space” exist?
Finally, what is still missing in a trans-local atrdns-national location within cultural

geography?

This is not simply a matter of recognising the patdities and possibilities of
describing such different spaces or spaces of rdiffee that manifest “trans-

individual” or “trans-subjective” connectivity, but is the productive capacities of

227 pzizov, ZeigamGulsen Bal: Struggling with the Other or “Not I”
Date: 20.03.2006, refer thttp://www.worldwidereview.com
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this that are yet to be explored regarding new meisims that seek to convey creative
practice along “a politics and ethics of singulgribreaking with consensus, the
infantile ‘reassurance’ distilled by dominant sudtieity.”**® This is revealed in their
ability to cross the thresholds of the ‘new’ exigial mappings.

“Identity of identity” and “difference” are no loeg understood as the reflective
opposition between identity and difference butiagudarity. As previously stated’
“that identity not be first, that it exist as amuiple but as a second principle, as a
principle become; that it revolve around the Didigt: such would be the nature of a
Copernican revolution which opens up the possybibt difference having its own
concept, rather than being maintained under theirtdiion of a concept in general
already understood as identical*By contrast, the former discourse presents a level
of generality that erases specificities and pow&ations, thus effacing what Deleuze,

a philosopher of difference, sees as the challehdgecentring, of divergence.

However, the axiomatic of these notions can nodorg assumed. It must have come
about as a result of unexpected occurrences aadsattions into a realm of “being”
while also positing the structural “intensity = @' reconfigure a disjuncture in terms
of examining the very definition and differentiatiof cultural forms, including mirror

disposition at the very point of crossing the Iswt being and makes it possible.
° Visual Based Practice: My Curatorial Project
My own position entailed a practical approach teativity, reflecting a profound

concern about the fragile and ambivalent positr@smuch as dlescribes and traces

the artistic practice and incorporates anothertjp@e the curatorial work — as a form

8¢ p. 117
29 ¢f. p. 20

20DR, p. 41
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of self-contextualisatianl discussed this at length in my article ‘Open 8gs3!
(summary given in Appendix C, pp. 196-197). In thigy, my practice sought to use
the exhibition site — in different European metripo centres — as an experimental
dynamic that could define the space of currenttimla — in the metropolis — and
problematise the social relations contained theldewusing a critical referentiality
that reflects thinking differently about what canhdes art practice and the work of

curatorial practice.

What if?

The question posed by the exhibition project “wifia¢ntailed re-posing the question
itself in terms of what arouses the capacity toategresent conditions. “It's the
possibility that the new form — the new possibitifythe form”, says Alain Badiou “is

in relation, in direct relation with [...] a new a@se a new manner, a new entry, a new
access in the chaotic of sensibili§f?This is where we are confronted with different
complex relational powers and forms while the issfigntrinsic-normalisation to

existing social values is rendered unanswerable.

A position is taken and this unfolds as a prolifieranot just of the forms but also of
the modalities But there is also a secondary dissemination, desegl by the
exhibition itself, which differentiates itself, dmlits its domain of objects and
designates what it considers to be its future shaftd its modality, leaving the door
open to generate a re-articulation of forces. Fiibere and because of this, the
exhibition prompts us to engage in re-thinking our

assumptions/expectations/perceptions of realidsch reveals a more elementary

231 Bal, G. “Open Systems” iRh Sanat(Bi-monthly Contemporary Art Magazine), 25
Issue, Istanbul, Nov. 2005, p. 52

232 Badiou, Alain. The Subject of Art
Date: 5 April 2005, refetttp://www.lacan.com/symptom6_articles/badiou.html
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truth of a world marked out by culturally specifealities that concern local territories

and tries to explore different cultural charactesss

The artists participating iWhat 1f?(see outline of my curatorial practice in Appendix
B, pp. 174-176; 178-179 and also see Appendix C,20R-204) exhibitions were
Turkish, Greek and Cypriot from both sides of thland but living in London. They
came together to question the experience of “liaegpss difference”, “in residence,
in transit” while mirroring different stages in amd lived experiences, turning the
invisible into visible form in dynamic interactiowithin specific terrain. This is
formulated within an understanding relative to tle&hibition making” that “is no
longer the only way that curating can manifestfits&€° This concurs with O’ Neill's
line of enquiry about “why | wish to put myself feard as an artist working
curatorially, in that | employ certain principle tegories of organisation as the
material means for enabling often conflictual forafsartistic production to co-exist

with one another?*

Strategically, the project was formulated by cabladting with the same artist in three
exhibitions in three different locations — Athegindon and Ankara — within an

inter-disciplinary approach evolved from locati@nacation.

However, what it seems is happening here is thatnioments of sociability and
object-producing sociability traverse art and iwitpes, creating responses within
qualitative multiplicities or relational entities which another plateau of engagement

appears: “art is the production of differedtion.”**°

233 O'Neill, Paul. “The Politics of the Small Act” ifihe Political Potential of Curatorial
Practise On Curating, Issu# 04/10p. 7

Date: 25 March 2010, refenttp://www.on-curating.org/issue_04.html

234 ibid.

2% Alptekin, Hiiseyin B. and Kortun, Vasif. ConversatiYériingeden Cikan: Bir Baa
Beriki, 1991. Date: 29.11.2008, refer to: http://resmigdslogspot.com
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What If?
reflection on choic&?®...

The Athens part of the exhibition explored issuésdentity formation and was
concerned with ontological foundations. Likewisethwiregard to subjectivity,
reflections upon mirror images were explored, dativfrom responses to the
parameters of cultural dislocation and in many sgsesenting a continual return to a
disjunctive temporality of cultural production —e.. coming from one place,
being/existing in another; making work with referento one site but placing it in

another.

The works were identified as cultural interventiomsich traced the relationships in
their visibility and invisibility through a multiptity of psychical and social locations.
The exhibition was not only a conception of temptyait also paradoxically referred
to connections with a displaced identity in the iethate space and elsewhere. This

idea is summed up by the following quote about Bestky’s work:

To be means to be for another and through the ddreoneself. A person has no
sovereign internal territory, he is wholly and aywan the boundary: looking inside

himself, he looks into the eyes of another or wlih eyes of anothé?’

2% Curated by Gulsen Bal. 333 Kifisias Avenue, 28 Sptember 2001, Athens.
Reviewed: “What If? — Stories from a Deserted Hduad€ifisia” in Epennitis(Weekly news
paper), Athens, 25 Sep. 2001, p. 22; “Conflict of&e and Public Life — An artist-run group
project in an old abandoned house put forward newsvef looking at art, cultural diversity”
in Herald Tribune & Kathimerin{daily newspaper), Athens, 1 Oct. 2001, p. 13; ‘dom
Calling” in Athinorama(monthly art magazine), Athens, Oct. 2001, p.78haMf? —
reflection on choice” irbkala(monthly art magazine), Istanbul, Nov. 2001, p. B&adcast:
ANT1 TV(Greek TV channel), News, Athens, 23 Sep. 2001

| also organised a talk on visibility and invisitylof locations and its reflection on the art
practice as an extension of the exhibition. Spesakaulsen Bal, Vasilios Doupas (director,
Apartment Gallery) and Andrea Gilbert (curatortartic, Deste Foundation)

37 problems of Dostoevsky’s Poetiesl. & trans. C. Emerson, Minneapolis: Univ. of
Minnesota Press, 1984. p. 267
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My curatorial work was to bring the artists togetlad to conduct or present an
argument built around their various attempts tostjoa dislocation within and

through representation, as well as to investigagespectrum of site interventions on
the strengths of an interdisciplinary inquiry —nag curatorial work determined which

spaces the artists occupied.

Dislocation and displacement in terms of culturabgraphy and migration were
important in the show and there were works whicpleed how the new forms
governance of migration in Europe are implemented: Turkish participant artist
Metin Senerguc¢’'s and Greek participant artist Le&rd’s site-specific installations
explored our understanding of place and identityairglobal society marked by
mobility in a state of always “being on the movAS mentioned in Chapter 1 (see
p.4), my site-specific installatiofocused on an emergence of a realm of “image
reality” into labyrinth particularities where reascs confused with reality and logic
with life in which the identity of the object is stake mirroring of its transformation.

What If?

in residence, in trangte...

What If? — in residence, in transit..a site-specific group exhibition in London,
explored the concepts of identity, ethnicity andtroulturalism within the parameters
of “[living] in a cultural moment dominated by défdrentiation and at the same time

in a political moment whose vital sign is differefic

2% Curated by Bal, G. 84 Teesdale St., 23 NovemBeDecember 2001,ondon

Reviewed: “What If? — when a contemporary art eitlaib being talked of ...” by Ferhat
Ozgiir inSkala(monthly art magazine), Istanbul, Oct. 2001, p.B@adcast: “Turkish Artist
Living in London” by A. Duffrene aBBC World ServiceLondon, 15 Feb. 2001
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The notion of de-centred subject spectres of sdi@gimentation, both in expressions
of essentialist identity politics and in transfes§ power, is where ontological
productivity of being becomes a perpetual beconoitiger, generated “in our concrete
being-in-the-world, or [...] in a conceptual deteration, that of being a subject®®

During this odyssey, the resulting disjunctions aodtradictions are threads related
to a consideration of multiculturalism and practio difference through physical and
social locations in relation to a challenge of dgence. Consequently the de-
differentiation hereis evoked by the notion of the undifferentiated oth€his

represented the journey of the unknown, which wagial to the process and

encouraged throughout, thereby not serendipitdusiyikewise not predetermined.

At this point, culture, in the sense of practichattrepresent ways of being, also
generates forces of resistance to homogenisatiamtained within a kind of double

vision based on dichotomies of revealing identity @ necessary illusion that
constructs the fact that both self-identificatiordadentification are always in process
and structured differences continue to prolifetaeed on multiplicity in residence, in

transit.

All the participating artists iWhat If? — from different cultural backgrounds and
living in London — have come together to questioa &xperience of “living across
difference” in its formulation of the next seriestbe third self-contained exhibition
within specific terrain. For example, Turkish paigiant artist Sevtap Geng’s site-
specific installation tried to draw our attention the concepts of identity, ethnicity
and multiculturalism as transitional interactiorclirding reflexitivity placed within

the urban environment. My multimedia installatised Chapter 1, p.5) dealt with

guestioning a sense of space associated with dee sy current relations.

2% Guzzoni, U. “Do we still want to be subjects?'Deconstructive subjectivitiesds. S.
Critchley & P. Dews, Albany, NY: State Univ. of NeYork Press. 1996, p. 208
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What If?

reflection on living across differerfég...

What If?- reflection on living across differencewas a group exhibition in Ankara
that brought together works addressing issues nvinid across cultural boundaries.
This is marked by establishing critical modalitiedy engaging in examining forms
of transmission integral to the very definition adifferentiation of cultural forms,
including reflexivity, that remain open to the tea®f the other, the art of

immigrations.

In the discursive space, culture is dominated Qg-differentiation whose vital sign is

difference carried forward to interweave heterogeiseaspects of the experience of
living across difference. Meanwhile, the upper kdany of this is exposed to display
not the “real” itself, leaving behind a dialectigamediated category, but the social

forces behind these appearances.

This is the space where this group exhibition pag@sstions about what engages
culture’s own account of its affirmation of the sifie and the local, the limited and
the situated, as a source for proliferation.

Tracing an imaginary line along the emerging basderd across a map of the world,

what emerges is the development of a new conngctivifacilitate new works. The

240 Curated by Bal, G. Painting & Sculpture Muse®m,12 April 2002,Ankara

Reviewed: “A Splendid Cultural Environment!” by BéMadra inRadikal (Turkish daily
newspaper Paper), Istanbul, 6 May 2002, p. 15;éé&!€ities and One Exhibition: What If’
by Kemal Erdemol irAvrupa(weekly newspaper), London, 8 May 2002, p. 9; “WFH ...

in Arredamentce- Mimarlik Dergisi(monthly art magazine), Istanbul, May 2002, p'V8hat
If?” reflection on living difference across... by Rat Ozgir irSanat Yillgi (arts annual),
Istanbul, January 2003, p. 34. Broadcasted: Exbibreview with Riza Ece &8tRT — Foreign
Broadcast(national weekly art and culture TV programmedambul, 8 April 2002

| also organised a conference on the subject ofdReptations of th@®theras an extension of
the exhibition. The focus was related to bringiegt@in discourse on surface and signifying
practices to come out for exclusions that remaiendp the trace of the other, the art of
immigrations. Speakers: Gulsen Bal, Beral Madradtic/curator, Istanbul), Jale Erzen (art
critic, Ankara) and Deborah Semel (art critic, NY)
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axis of this project is a process of culminatingealisation of works sited in the
shifting interests of artists and to test new gtries of collaboration within logic of

the mobility.

For example, Kypros Kyprianou & Simon Hollingtorvgdeo installation explored
processes of appropriation to the theories of ‘&etbjity” in terms of examining
forms of transmission integral to the very defmitiand differentiation of cultural
forms. My multimedia installation (see Chapter 1,1p) tried to reveal the relation
between oppositional entities one/other in suclag that it was impossible for one to

confront difference from an Other.

Border Crossing

This group exhibitionBorder Crossing(see outline of my curatorial practice in
Appendix B, pp. 179-180; 183-184; 186-189 and alse Appendix C, pp. 203-205)
started by conceptualising as well as altering fsodecurrent exhibition models and
focused on revealing a journey through trans-caltpractices. This is created by the
dynamics of structural changes designated in theb&tween’within and/or across

cultural boundaries, marked by practices and psaEe®f non-place, particularly in

their geographical capitals and margins

In each location; Istanbiff (Border Crossing- Here and Somewhere else2003),
Osld**? (Border Crossing- Tur re Tur.., 2004) and Milaff*® (Border Crossing—

241 Curated by Gulsen Bal. Gallery X, Istanbul, 20Basic members of the group: Gulsen
Bal, Elena Cologni and Karl Ingar Rgys. Local anpiarticipant: Silvia Erdem

42 produced by Border Crossing. Kiinstférening, O0®4. Participant artist: Gulsen Bal,
Elena Cologni and Karl Ingar Rgys. Local artisttiggrant: Hjardis Kurds. | also organised
an artist’s talk as an extension of the exhibition.

243 produced by Border Crossing. Care/of, Fabrica/aglore, Milan, 2006. Basic members of

the group in dialogue: Gulsen Bal with Zeigam AzxizBlena Cologni with Helena Blaker
and Karl Ingar Rgys with Alban Muja. Local artistrpcipant in dialogue: Annalisa Cattani
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Semionauti.,. 2006), a local artist was invited with a focus ‘@mvited to invite”

while the local participant became an additionailtda in the development of the
project in its place-space specificity. These lquatticipants became a crucial factor
in the development of the project with regard te glace-space specificity. In
addition, my curatorial position aimed to displayeaise interventions inside and at

the exhibition to identify elements of a possibtemplar for such a practice.

What the possibly understood as such refers totlamdvay in which it does so are
therefore modalities of thinking differently; “iraét, one even creates the possible to
the extent one realizes #* This is, then, what the event gives to be thought:

concept of possibility determined by a manner odenof occurrence.

This was where my curatorial position arrived ameans of looking at the exhibition
site with the intention of showing the ways in whitthe curator-as-artist” could be
practised as a legitimate artistic strategy. Ataterl stage, several themes were
developed within a specific response towards amtewé a singular discursive
location. This engaged the artists and the curatorultiple positions, with the aim of
reproducing the “production of production” as alabbrative platform for creating a

new form of relational space.

One objective of the exhibition was to map the itemal boundaries of
epistemological constructions and to address tlsees of disjunctures or any
diverging of inhabited space and spatio-temporatiéxis in terms of examining the
very definition and differentiation of cultural fos, including mirror disposition
which traces the “other'The realm of symbolic productions linked to theiows of

identity as an illusion subjugated by de-differatitn whose vital sign is difference.

with Darth. | also organised a panel discussiothersubject of the location of emergence and
temporary zones as an extension of the exhibition.

244 Deleuze, GThe Fold: Leibniz and the Baroquéniversity of Minnesota Press, 1992 , p.
152
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Then what kind of project is possible within theasp opened up by the new

geographies, at the very point of crossing thetéithi

These exhibitions, in each local specific city, ugbt cultural positions and political
conditions into the leap of the principles of unmening interventions. This was
related to the territorial boundaries of its episddogical constructs and to addressing
the issues of disjuncture or any diverging of intexbspace in terms of examining the
very definition and differentiation of cultural fos, including mirror disposition,

which traces the “other” concealed inside the mathers.

The subsequent inhabiting in a context viewed #s€i8, as well as the spatial claims
as nodal points through local geographical elemaefers to an attempt to create
space and place-space shaping characterised tometa cultural visibility and/or
invisibility. This was explored through experiendesming a structure that attempts
to reconfigure certain traditional concepts of ilgn and space towards
spatial/temporal disjuncture.

territories of Duration / territorien auf Dauer...

The group exhibition in Istanbuérritories of Duration/ territorien auf Dauer.?*
(see outline of my curatorial practice in Appenddx pp. 185-186 and also see
Appendix C, p. 204pddressed a number of questions that are chasiitest an
epistemological approach to the production of thigect within geopolitical relations.
This project was initiated from the exhibition ire&burcu,where it was, shall | be
246

wo es war, soll ich werden?..” (see outline of my curatorial practice in AppenBix

24 Curated by Gulsen Bal. KarSanat, Istanbul, territories of Duration..., 23durl5 July
2006. | also organised a panel discussion on thigstuof the location of emergence and
temporary zones as an extension of the exhibition.

246 Curated by Gulsen Bal. whe Kegciburcu, Diyarbakdr September - 7 October 2005.

Reviewed: “Exhibition in Diyarbakir questions meamof Europe” by Yasemin Girkan in
Turkish Daily NewgTurkish national daily newspaper), Istanbul, 2ptS9005, p.2;

119



pp. 184-185 and also see Appendix C, pp. 204-209ni engagement that mirrors
“the regional, personal and territorial encoun{er8ich] enable artists to appropriate
the very domain of marginalised history in consting their national identities>*’

The flows, in-betweenness and spaces of encounteract with the proliferations of

the sites within the fixed limits of these seemynigidicative settings.

An impelling force of difference operating in andr@ss the existential territorial
boundaries consequently lies beyond globalisati@tsompanying shadow, where
contradictory tensions are at play. Such articolatreflects the foundation of
“sovereign power” on what Agamben calls a fundamleftio-political fracture

between “bare life” and political life, forcing athinking of the nation state and
borders. These inclinations also influence a smecinjuncture of a simultaneous

relationship of the proliferation of the sites.

However, it is argued that the kind of multiplicity intervention brought to bear on
this specific locational situation achieved a gdi@yond identity politics. This sought
to deal with cultural difference either by emphigjs multiple identities or by

showing the constructed nature of national identiy discussion about the politics
of identity and the question of different engagetdrartistic production in regard to

the “politics of space” reinforces the issues farth

This was where the exhibitiodrew attention to an engagement with what happens
within the realm of artistic expression, togetheathvguestioning what is still missing

in trans-local and trans-national locations peregivat multicultural territory
implicitly suggesting productive contradictions.iglalso proved to be true inasmuch

as everything progresses towards the transfornmsadridemographic politics” and

“Herhangi Yerde” by Erden Kosova Birgiin (daily national newspaper), Istanbul, 5 October
2005, p.17. | organised a talk on the subjectjofieney towards revealing the spaces of the
‘in-between’ as an extension of the exhibitishere It was, shall | be - wo es war, soll ich
werden...

4" Merali, S.Please Give Agency a Chance Héfext written forFocus Istanbuexhibition
catalogue, April 2005, Berlin
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politicisation of life. This is where the politiosf recognition provides a closely

associated context: “being-in-the-world”.

The experience of difference, of predication, ikatecessary for the formation of the
so-called subjectivity is thus drawn into the subjdhis is where Deleuze’s residual
traces of self-identity form the monadic subjechich is always in the process of

being produced as a creative fofce.

It is at this point of Deleuzian intersection ttia¢ politics of recognition provide for
the model of dialogical subjectivity to come intgisgence. A dialogical ontology

would locate this moment in the subject’s discugsiteractions.

Moreover, “subjectivity”, even in its dispersed, Utitudinous guise, is both
deterritorialising and reterritorialising at onedways capable of reproducing the flux
of codified desire inherent [in] contemporary capgm as much as of undermining or

subverting these coded flows in favour of an irpof the New.?*°

The concept of a dialogical ontology does not ddpen a fixed subject; rather it
changes over time through the experience of dis@irateraction. Thus it functions
in both a spatial register, which is the realm loé social and of inter-subjective
experience, as well as a temporal one as the basiger-subjective creativity. A

creation comes into being through this negation.

To this extent, in allowing for the possibility dfansgressing, the critique that
searches for an analysis reflects the complexioekt powers in addressing the
temporary mediation systems based on the “producidhe subject”; describing the
structure that governs the impossibility of meaning explored beyond

representational boundaries.

28DR, p.18

*9ibid.

121



At this point, in the designation of one alwaysrskas for some symbolic point from
which one can claim that something ended and sonwetise began, | decided to
initiate a project art centr€pen Space Zentrum fir Kunstprojekte in Vienna. The
establishment of th@®pen Spaceame about in mapping out of a “conceptual forting
and creating cross-border dialogues. The idea eedargmid 2007 with the urge to
build and create interconnected routes concernett Wuropean space with a
particular focus on Eastern Europe and Balkans em-pmofit constituency. The

mechanisms have aimed at introducing certain dyc&iyy means of operating within
the realm of “institution”, serving as a hub, coatieg all the complexity of strands
together. As the founder @pen Spacel decided to establish it in Vienna owing to
the city’s gateway position between East and West.

This initiative is aimed at bringing diverse creatipractices together as well as
creating a real and virtual collaborative forum amgening spaces to encourage
exchange and joint projects to explore the futAewell as generating new ideas and
implementing them in a collaborative effort to irope trans-national/trans-local
network it is intended to create network of netvgoria zone of communicative
transfer and in a particular socio-cultural settimighin multi-directional models of
curating that behaves “rhizomaticallyThis sets new kinds of creative connections
around the boundaries of “New Europe” in each eeiftained project. This
formulates the special attributes @pen Spaceon the basis of an essential
geopolitical stand in which a political positiondaa certain creative/artistic agenda
offer new potentials.

° Conclusion
This chapter seeks to understand how a cohereitigposan be established relative to

the current state of creative production, espsacialith regard to articulating

curating’s expanded field as well as focusing afefming what constitutes curatorial
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practice today in the midst of mirror dispositionthe very point of crossing the

limits. But what does this bring about?

Chapter 5 examines how | incorporated these idetmsmy own experimental art
production and will articulate how these fieldsooitical inquiry are interrelated and
as a result can be used to produce art practicepaces of production. Here lies the
ambiguity of the politics of production, where th#ributes are the matter of the
production of culture’s space/place, manifestedtsnreflection of the paradigm of

representation and representational politics.

However, “such practices might be said to use tartisodalities, as opposed to
representations or even expressions, creativelgysing new organisational forms,

constellations and situations as they move thrqaysical and social spacesS®

The implication engenders multiple criss-crossnagectories that contain overlapping
localisations of what Trinh Minh-ha describes as ‘@&sewhere-within-here/there”.
This involves locating culture formation where difince is neither One nor the
Other.

In such discourse, this essentialised “differerttas given an identity to a constitutive
absence beyond dialectical mediation, a point athyht loses the “generative” force

that is given in the concept of productive negation

This is concerned with bringing new modes of atdtan to the surface — “to

251

decentre the question of the subject onto the purestf subjectivity™" — which

evolves from the possibilities and limitations viitistructural methodologies.

20 Kelly, Susan. “The Transversal and the Invisiblew do you really make a work of art
that is not a work of art?” irepublicart
Date: 11.02.2005, refer thttp://www.republicart.net/disc/mundial/kelly01 lbtm

#1c, p. 22
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To begin mapping these implications unfolds a feadition not just of the forms but
of the modalities within creative practice, and emders the moments of the
emergence of individual and/or collective instanassexistential territories”. This
gives art an ethical imperative and results in pihecess by which “art ruptures
dominant regimes and habitual formations and in dsmng actualises other
temporalities, other possibilities for 1ifé> This is Guattari's “ethico-aesthetic”
paradigm, which refers not just to art but to sotiyity as well. Guattari argues that
“‘one creates new modalities of subjectivity in t@me way an artist creates new

forms from a palette®®®

The next chapter consequently examines how thedtmtion of the subjectievelops
representational boundaries within structural methagies in situating the “ethico-
aesthetic” paradigm — in effect, a mirror of whaght be.

2 O’sullivan, Simon. “Pragmatics for the ProductimfrSubjectivity” inJournal for Cultural
ResearchVolume 10, Number 4 (October 2006), p. 319

3¢, p. 7
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5.In search of a

philosophy of 5.0 CONCLUSION
praxis:

Connection Zones

Conclusion

My research project has involved exploring the terapand strategic conjunctions of
differential structures between the virtual and db&ual and seeking to understand the
implications and complexity of the “production aftgectivity” in my own practice as
an artist and curator. In Chapter 1, | set out boevquestion of the simulacra and how
the differences between model and copy were retevanthe “production of
subjectivity” in terms of sameness and differenaeh whe ambition of developing
new possibilities for its future production. As gegted in Chapter 2, this is where
Guattari critiques the traditional notion of sultjeity as a “production modef**, and
the issue introduced here refers to an experimatyiahmic as it is outlined in the
“ethico-aesthetic®® paradigm extending to a process of negotiatiomédated in

multiple strategies.

This was developed in Chapter 3 in relation to ms @ractice as an artist. | became
interested in how Deleuze and Guattari would refethis multiplicity rather, as

O’Sullivan statedas a “pragmatic involvement in the material prdaturcof our own

24C, p. 35

25 ihid, p. 3
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subjectivities™® And as he suggested: “is this perhaps a call ficex@panded notion
of what art practice is? Certainly, it is to realithat one of the roles of art —
understood as an activity of creatively interactmigh the world — is precisely the

production of subjectivity 2’

Brian Massumi, however, argues that the “ethicdkati” is “not overly concerned
with the production of the subject®® as it is not at all concerned with difference (in
terms of cultures and geopolitical formations isiagle-multiple process of mutual
divergence problematised in the cultural and gabeal limit between East and
West).

In line with Massumi’s reading of Deleuze and Gaids project, it is my contention
that the “ethico-aesthetic” paradigm introduces eamtatn “topo-ontological” root
engendering “in-betweennesghd its potentialities in creative practice, whiate

inextricably bound together and which | have souglexplore.

Ethico-aesthetic experimentation has to do withlipglthe “subjectless
subjectivity” of processual autonomy out of the oeptual toolbox. As
Guattari never tired of saying, and this essayjinstsas tirelessly repeated, it

is about expression as differential mutual emergétic

This statement captures the problem posed by asténse on the productive nature
of theory and one, more specifically, where thestjoa of the subject can be brought
into existenceThe problem of representation as concept and intipeats one that

2% Simon O’Sullivan Art Encounters — Deleuze and Guattari: Thought Belyo
RepresentationPalgrave — Macmillian, 2006, p. 97

> ibid.

%8 Massumi, BDeleuze, Guattari and the Philosophy of Expresgiovolutionary
afterword).Date: 03.02.2003, refer to:
http://www.anu.edu.au/HRC/first_and_last/works/ioittb.htm

LS, pp. 149-150
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extendswithin the capacity of multiplicity and which deptn on the complex
relational powers that generate the artistic entmusetween art object and spectator
and which the artist seeks to create within thekwtself. My aim was to explore the
multiplicity of relations between forces which mighermeate a constant divergence,

or elusiveness, that goes beyond the ambiguousdasaof actual and virtual.

Art is about the emergence of sense or the viftoah the actual or sensible. All art,

for Deleuze, has this power of invoking essentiafglarities; each singular event
repeats the essence, the capacity to vary, mulapky constantly be repeated in
different ways. This essence is repeated or affirnmet by a repetition of something
that is the same because repetition is differeRoe.what we repeat is the power of
each event to affirm itself over and over againdifferent ways. Art then is the

repetition of singular differences. Art gives usesce in its singularity but it is also,
in this case, a project of thinking differencetseif through aesthetic forms which are
always already real; real in its political functjoreal in being plugged into a

changing, shifting political reality that co-emesge

In questioning how “dissenting/creative subjet”are produced — in which
multiplicity and nomadic movements between and angeemingly distinctive
practices and modes of thought are presented wittiipie points of entry and
articulation — Chapter 4 described the artisticpica in which another practice — the
curatorial work — has been incorporated in the fafrself-contextualisatianThe
issues introduced were to see the possible stestegid to identify what still was
missing in different trans-local and trans-natiologlations within cultural geography

in diverse spaces of production.

Deleuze and Guattari offer us the resources tdthirth a critical sensitivity about
the productive role the arts can play in shapirgiuralism of political thought itself,

in which “expressions and statements intervenecthyrén productivity, in the form of

%0 Simon O’Sullivan Art Encounters - Deleuze and Guattari: Thought Belyo
RepresentationPalgrave — Macmillian, 2006, p. 95
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a production of meaning or sign-val'8” The creative event supersedes a mere
development process; it is an emerging force ofrgeree in which the “production
of subjectivity” is a continual process of becomirf§o to begin mapping these
implications, the task of philosophy — or the adiproject in philosophical terms — is
to create new concepts in its reference to the “lnnal practices, [which] open up
the social field to the possibility of manifold tastiations [...] and thereby ensure the
proximity of the creation of values and the produttof subjectivity [...] between
being as difference and subjectivity as procesasndltransient actualisatiof®® How,
then, is it possible to move beyond the realm pfesentation in which the relations

of agency are conceived in relation to the admissfandeterminancy?

° Forces Generate: the “production of the subject”

A Deleuzian project continually creates differetfategies and different questions,
while his thought is relatively unified by the affiation of difference; this affirmation

takes on different forms depending on the problddressed.

As we saw in the first part of chapter one in tlygaimics of becoming multiplicity
subjects can be both situated and produtedugh a series of “changes [...] as it
expands its connection&®® As a qualitative multiplicity, subjectivity doeson
presuppose identity but is produced in a processdifiduation?®* Subjectivation as
becoming always takes place between two multipdigjtand becoming does not mean
becoming the other, but the “becoming-other” thatmiediately precedes their

differentiation.

1 Deleuze G. and Guattari, K. Thousand Plateayg. 89
%2 Deleuze, GNegotiationsp. 104
63 Deleuze, GDialogues p. 8

254 ipid, p. 9
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As mentioned in Chapter 3, in a process of “becgnaither” Deleuzian subjects are
also “political creations and social becomings:stlopenness is precisely the
‘producibility’ of being.”®° This is a mode of creative potential that mangféstelf in
“an individuation taking place through intensitié&® This is what is called an
affect?®’ Yet as the affects are immanent their mode ofteni® is a multitude of
differential relations, and immanence should beeustdod as “no longer immanent to

something other than itself®®

This idea is concerned with “[a] line of becominghjch] is not defined by points that
it connects, or by points that compose it; on thetrary, it passes between points, it
comes up through the middle ... A line of becontiag only a middle. The middle is
not an average; it is fast motion, it is the absokpeed of movement. A becoming is
neither one nor two; [...] it is the in-betweene thorder or line of flight or descent
running perpendicular to both. The line or blockbetoming that unites the wasp and
the orchid produces a shared deterritorialisatmithe wasp, in that it becomes a
liberated piece of the orchid’s reproductive systéuot also of the orchid, in that it

becomes the object of an orgasm in the wasp, dlserated from its own

reproduction.?®

Far from centring on constituting the subject, sabiyation means the creation of new
possibilities beyond the play of forces. As sutie $ubject becomes constituted in a
process. Obviouslythere is no subject, but a production of subjettivsubjectivity

has to be produced™

2% Hardt, M.Gilles Deleuze: An Apprenticeship in Philosoplijnneapolis: University of
Minnesota Press, 1993, p. 120

% Deleuze, GNegotiationsp. 95

%" Deleuze, G. and Guattari, What is philosophy?. 173
*8ibid, p. 47

*ibid, p. 293

“ibid. pp. 112-114
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Unfolding has effectsen the production that “cannot be reduced to represient|...]
and it is not a reproduction of the Same, but &trepn of the Different. It is not the
emanation of an ‘I' but something that places imiamence the always other ... | do
not encounter myself on the outside. | find the otheme.”"* The “production of

subjectivity” posits itself in plurality or multifidity as it is “a productive machiné”

In addition, what is implicated in a reflexivity space is not only explicated but also,
in a process of “becoming-other,” involves compiima, expressed as “a set of
intensities®’® in a complex system. As a mode of intensity, stthjigy is capable of

expressing itself in its actuality. The complexad§ subjectivation is related to the

complexity between the virtual potentialities ahdit actual realisations.

The paradigm of complexity describing these refeipresupposes that subjectivation
is effected by affects in elaborations of altenvmtiaccounts of the processes
constitutive of subjectivity. By definition, thisydamic is constituted by the above-
mentioned “line of becoming ... [which] producestzared Deterritorializatiorf.*
This implies a plurality of meanings attributed gabjectivity, functioning as an

integral part of a unitary system.

The assumption of a new form of political subjeityitransfers itself in a subjective
manner by offering a different take on the soc@ltigal world that one inhabits. Its
capacity to bring into being or think conceptslué tsocial’” and “political” forces us
to change our very thinking and to think such nugidlifferently. However, the idea
here is not looking into some specific cases th&oduce general understanding

about difference behind particulars. Rather, logkinto what re-creates further

"1 Deleuze, GFoucault p. 98
"2 Deleuze, GNegotiationsp. 144
*Bibid, p.115

" Deleuze, G. and Guattari, &.Thousand Plateayug. 293
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differences, instances of a difference, which Wwél different each time according to
the each concept, transforms the ways in which hwekt Deleuze and Guattari
describe this as central to the “production of neguor sign-value” that are the key
attributes of art works.

As was suggested, one way to begin approachingythastion is to think in terms of
the “political”, and where this positively impli@scritical openness to the pluralism of
political thought itself, which is expressed throutpe creation of what Deleuze and

Guattari would call a new political subjectivity.

So what, if any, are the implications that followerh what is known from Deleuze
and Guattari’s writings on the arts the idea thatpolitics of production can have an
aesthetic form? To pose the question slightly dgifdly, why is it important to argue
that the arts should be seen as a unity of formbepolitical in creating a sustained

breach for critical inquiry?

It could be argued that aestheticising politicalutht might be problematic, because
it is abstracted from the actual social-politiaé.|Or perhaps it could also have been
argued that a deterritorialising politics of th@diwe find in Deleuze and Guattari's
writings on the arts imply the significance of taimergence of a “newsubjectivity,

but that these notions of movement and change remralear and are consequently

essentially indifferent to the politics of this var

Yet this anti-representational aspect is not rdaacito a static recognition;
“experience is rendered meaningful not by groundingirical particulars in abstract
universals but by experimentation, that is, bytingaany concept as object of an
encounter, as a here-and-now, ... from which emengghaustibly ever new,
differently distributed ‘heres’ and ‘nows’ ... lake, remake and unmake my concepts

along a moving horizon, from an always decentratree from an always displaced

131



periphery which repeats and differentiates théThe multiple interactions create a

place where difference intervenes and is repeated.

As the questions raised in the conclusion of chrdpt@: how can a coherent position
be established relative to the current state aftwe production in its reflection of the
paradigm of representation and representationatiqggdl How are these fields of
critical inquiry interrelated and how can they bged to produce art practices in
spaces of production that will help to articulateé production? As Susan Kelly
suggests, it could be because “such practices riglsiaid to use artistic modalities,
as opposed to representations or even expressimestively producing new

organisational forms ... through physical and sospelces *"®

In fact, what are the differences that “space” ns@kdow might those differences and
implications be registered and made the objectridital inquiry? Especially in an

examination of the impact upon the creative prodegsendent on interactions “here”
and “now” and with the situational dynamics, whies, elements, do not constitute

“something” but are rather consequences of encounte

This reflects the blurring of the boundaries of jeabvity, which expresses itself
through the emergence of a “new” form of conterd ardouble transformation. But

what are the “new” aesthetic paradigm and poliicgroduction?

In Chaosmosis Guattari states that “subjectivity” is “plural dnpolyphonic,”
recognising'no dominant or determinant instance guiding aflestforms.%’” Beyond
the conventional notion of subjectivity, he intreds “the production model” to a

given subject, or “the ensemble of conditions whiehder possible the emergence of

2°DR, pp. XX—XXi

"% Kelly, Susan. “The Transversal and the Invisiblew do you really make a work of art
that is not a work of art?” iRepublicart

Date: 11.02.2005, refer tbttp://www.republicart.net/disc/mundial/kelly01 lbtm

277 ¢, p.1
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individual and/or collective instances as selfrefial existential Territories,
adjacent, or in a delimiting relation, to an alerihat is itself subjective®® This

generates “the production of a subjectivity?”

Every aesthetic decentring of points of view, eveoyyphonic reduction of
the components of expression passes through angmaly deconstruction
of the structures and codes in use and a chaodmmgeinto the materials
of sensation. Out of them a recomposition beconossiple, an enrichment
of the world, a proliferation not just of the forrbsit of the modalities of

being?®°

It is not of course that the products or effectstlodse latter paradigms can be
abstracted from the production of subjectivity agaian underlying aesthetic
paradigm of problematising their establishing rulpsoviding an access to “the
domain of virtual intensities establishing itselfigp to distinctions being made
between the semiotic machine, the referred objadt the enunciative subject®

Guattari emphasises that:

There is an ethical choice in favour of the riclmesthe possible, an ethics
and politics of the virtual that decorporealisesd adeterritorialises
contingency, linear causality, and the pressureciofumstances and
significations which besiege us. It is a choice fprocessuality,

irreversibility and resingularisatioff?

8 ibid, p.9

“Pibid, p.21
%0 ibid, p.90
8ibid, p.30

**ibid, p.29
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In my practice and this research project, | havekem with the ethical and political
importance and relevance of the ontology of theusir revealed by these ideas.
Rather than conceiving an ontological domain in ahthe essential reality is
postulated (or a mirror image produced), | havenlmmcerned with how a processual
univocity could give rise to heterogeneous ontalabiconsistencies. As Guattari
suggests, it is through “a processual, polyphorein@ singularisable by infinitely
complexifiable textures, according to the infingpeeds which animate its virtual
compositions®? and through the transcendental conditions of theitstitution in
which the re-appropriation of the production of jgahkivity could be highlighted. This
is where the possible unfolds and where | hope wiy work could contribute to the

production of subjectivity “yet-to-come”.

The primacy of an aesthetic paradigm possessexjalar capacity for enacting such
transversal interfaces through a liminal proceaditey towards virtuality and counter-
actualisation. This is why my research has beewreaoed to articulate the dynamics
of “a practice, as much as its objects” — it isracice of concepts, and it must be
judged in the light of other practice with which iitterferes®* and why it is
important to establish the implications of it asgiice through the “production of
subject” as well as considering what transformasweategies could be employed
within differential structural methodologies. Sadhghout this thesis the awareness
of differential structures for critical engagementboth art practice and curatorial

activity becomes affirmative and offers unlimitgzhse for further engagement.
As such, it converts the impossible into realityddpwing in its productive force an
intensive space for existence which has an unredadwd shifting complexity, but a

complexity that is constantly actualising itself.

The paradox of the relationship between explanaohgemes of the differentiation of

8 ibid, p.51

284 Deleuze, GWhat Is Philosophy .25
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reasoning and instrumental reason has been analyiedhe intention of opening a

discussion more than of establishing a positioearditions of possibility.

This analysis leads to the construction of new eptgin creative processes, which
are always an open space or a multiplicity of ptawéhin differential structures. My
aim in doing so was to unfold a proliferation noistj of the forms but of the

modalities.

| have argued that creation comes into being throtlgs negation. As such, it
converts the impossible into reality by allowing productive force constantly to
actualise itself within unresolved and shifting gaexity behind the limits of mirrors.
In undertaking this research, | have participated process of mapping critical flows
through “practising theory'as a reading machine, which have at the same time
provided an insight into artistic engagement ad a®lprovided an interdisciplinary
foundation, introducing different planes of creatiypractice within differential
structures. The thesis, therefore, offers a geweraispect of research. Specifically,
this participationexplored the productive nature of theory “in itseaions®®
emerging as a central reference point in many tilmes, which could be deployed to
consider how the “production of subject” and subjeasition are produced. What |
have produced in practice and sought to analyse better explanation of how to
structure the different layout of mechanisms tlaailitates a ‘mirror’ reflection of a
world between image/ copy/ model in simulacrum/ wWdamra and repetition/
sameness/ difference through ideas of differeranadind differentiation in relation to
contemporary methodologies for creative practicengtallation, video and curating,
yielding both producing tangible practical beneéitel producing critical modalities in

art production.

% DeleuzeG. What Is Philosophy .37
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_ Videography
APPENDIX A: List of works produced and exhibited by Gulsen Bal
(2001-2005)

There(2001)
translucent photography

There
2001

installation view, translucent photography
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The translucent images in this floor installatibhere are the result of my video
recording of a political demonstration against te& war in Athens. The video of
seven minutes of a violent demonstration was tmatyaed through 360 stills and the
subsequent installation reproduced only seven egeghThrough this selection of the
respective visuals | focused on the moments jusbrbethe crowds were baton-
charged by the police. These criteria questionedptbwer relations shown in each
image as well as the politics of seeing. In thiasee combining these moments
negated the real violence faced by the crowd; thekwiluctuates between a
subversive act on my part and affirmative cultwahstructions, i.e. my solidarity

with them.

?(2001)
Multi media installation

2001

installation view
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The site-specific installatiod was produced to draw attention to ideas of surevstié

and surveying and their dynamics.

This is achieved by employing different mediumshsas mirrors and two hidden
CCTV cameras within a room containing a dressirgetaand a kitchen table on
which there was a chandelier. The images from t8&8\C cameras were projected
onto the mirror on the dressing table. The vieweuld see simultaneously the

projection and their reflection in the mirror.

The room was in a derelict building, and | chosmdstic furniture to convey the idea
of both looking at oneself and being looked at. Wk is about the power of
surveillance at home but also the cultural politice Greece/Turkey and the

maintenance of a border between them in Cyprus.

Transparency of Stained Mirror$2001)
CCTV screening, running time: life
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Transparency of Stained Mirrors
2001

installation view, CCTV screening, running timdeli

In a small basement room (120 cm x 5m), | placedireor facing the entrance and |
set one monitor to face the mirror so it was reééidan it. There was a CCTV camera
capturing and delivering the image onto the miri®o. on entering the room, the
viewer’s image was both reflected in the mirror @adght again by the reflection of

the projection from the monitor.

The issues behind this multi-media installatirnsparency of Stained Mirrosre
based on questioning the truthfulness of the meaige. My idea was to create an
external boundary through a displacement of theipodation. The intention was to
confuse the viewer as to what was more “real” + teperience, the reflection, or the

CCTV screen or reflection of this again on the onirr

This demonstrates my interest in Deleuze’s idea&e (€hapter 1, p. 5, 17) of

mirror/copy; image/simulacrum iDifference and Repetition
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Other mirrored(2002)
Multi-channel screening, 5.11°

Other mirrored
2002

installation view, multi-channel
screening, 5.11°
mirror floor, muslin-lined room
with video projection

Viewers entered the installation through a labyricteated by a muslin corridor
around the space. Inside the structure, the floms wmirrored. The projection came

from outside through the muslin and was reflectetb dhe mirrored floor as well as
onto their bodies.
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The multimedia installatio®@ther mirroreddepicts the relation between oppositional
entities one/other in such a way that it was imypsgor one to confront difference
from an Other, as the installation tried to excladg other by including all others.

Anyone outside of the muslin structure could seeatther viewers inside as if they
were part of the projection as another memberaidr For the viewers in side the

room the mirrored floor also acted to dislocategbrse of relating in space.

Surveillance and Self-Agenc{2002)
CCTV screening, running time: simultaneous livedaitast

Surveillance and Self-Agency
2002

installation view, CCTYV screening,
simultaneous live broadcast
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In the video installatiorsurveillance and Self-Agendytried to see how it would be
possible to reveal the necessary consequences ©Y @&chnologies. | undertook a
series of experiments, which staged contrasts leetwairect mirror reflections
(screen) and delayed video. In this work, one ef @CTV cameras was positioned
outside the door with the aim of capturing the \@e® entry while the other CCTV
camera was positioned right inside the door. Bofthtleem were projected

individually.

The image from the first camera was projected atféin end of the room with a time
delay so the viewers would see themselves entéh@goom. The projection from
second camera was alongside the camera itselfrendi¢wer would see their entry

into the room in real time.

A Living Map (2002)
CCTV screening, running time: life

A Living Map
2002

installation view, CCTV screening, running timee |

In multimedia installationA Living Map a camera and a projector were used to
generate images within an enclosed space, whicindeet transmissions of what is
happening simultaneously at an external locatidmere the viewer appears on screen

by sensory interruptions in the very inside of aeotsite.

157



The installation took place in a dilapidated roonthwhe floor of the room covered by
sponge, which was both soft to the touch and distgrto the equilibrium. The
images were captured from the next room through \C€dmera in a similar way to
Other Mirrored and Surveillance and Self-Agen@nd then projected life-size in a
darkened atmosphere. | tried to draw attention westjons about the status of
representations as well as the notion of perpelisplacement.

Here my aim was to provoke the operative functibthe multiplicity of objects and
to construct new forms of complexity. The explicitention was to use processes to
capture diverse forms of location and evoke events way that one could examine
their constitutive components. This engagementledtaresenting the transformative
possibilities available in combining different retemal elements into deliberately
uneasy relations and interdependencies.

disembodied Voic€003)
video, 3.21

disembodied Voice
2003

production still, video, 3.21°
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In the video piecedisembodied Voicefemale images are layered one on top of
another to create one image in which multi-laydoedtions exist and in this way to
annihilate the physical and geographical locatibme video also contains references
to monologues from a “distorted” memory of the parstecollection of the past. The
distorted past constantly appears in the repesitimdily movements. This repetitive
action and its climax offer us only fragments artbva for new meaning or
interpretations to emerge within the abstract rplittations of the work as it displaces
the “reality” of the individual observed.

My intention was to make the work process visible unveiling the interrelated
manifestations beyond a single fixed or boundedgemaRelative to the creative
process in this work, | wanted to explore how ipissible to present a unified or
possible “identity form” in the word “representatio

Screened Out..(2003)
video, 1.15’

Screened Out...
2003

production still, video, 1.15’
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The predominant video image in this work is caplutierough a concave mirror at
Kings Cross underground station. This work was iBgant for me because it led to
future explorations of how the re-articulation ofregpresentation lay in an elusive
sense of space and identity. The existence of bothirror in the real and its
representation in the mirror as a real space aveibayond the physical presence of a
reciprocal relationship and the dichotomy betwdentivo was significant for me, as
it created a space in the video work that coulddscribed as an analogous mirroring
of different transformations of the real.

The process that allows this piece to elaboratectmeept is implicit in the digital
technology utilized together with the actual spettf of location and action. The
notion of the mirror is twofold: the camera itsef a form of mirror in its
documentation of actions. However, part of the aactireflected has been
simultaneously captured through the concave miwbich references a convergence
towards a point of focusvhich in turn highlightsthe spatial/temporal disjuncture

between reality and filmic time.

Include me In/Out(2003)
multi-channel video screening, 6.41’, 7.57°

Include me In/Out Include me In/Out
2003 2003
production still, multi channel video production still, multi channel video
screening, 6.41’ screening, 7.57’
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The video piecénclude me In/Oytshown as part ofhe Making of Balkan Wars: The
Game mirrors how a situational representation could feéocated within the
paradigms of a generative matrix which is the testideconstructing stereotypes in
the production of the images that define its rgalit

This is achieved by referencing the recollections t@aversing history and
reconfiguring it found in interviews with two eldgmpeople, one from Serbia and the
other from Bosnia. Their sense of place and degpteent is encoded in the relational
forces that result from their socio/political baokgnds and reveals a vision of
belonging that comes not only to the place(s) wipex@ple come from, but also to the
place(s) where people happened to be. The intesvid@monstrate their journeys
between real and imaginary places.

The Making of Balkan Wars: The Gamvas exhibited with a catalogue, a CD-ROM
sampler, a website, and a collection of thematialipudiscussions in order to depict
the reality of the Balkan Wars.

the self on the screen (2004)
video, 2'19”

the self on the screen...
2004

production stills (this is the way it is presentedjdeo, 2'19”
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This videothe self on the screendepicts a woman in a state of turmoil, trauma or
torment in a bath in a white-tiled bathroom. My aimmaking this work was to
consider how to depict the unrepresentable that edssts. However disturbing her
revelations appear, the video highlights a tragecognition of a projective
transference. In an otherwise empty white spacewlmch the existential state
represented by the performer invents “personaeg&sehanonymous bathroom
conditions create the possibility of an artifidiaerface. In parallel to this, the process
allows the video piece to elaborate on a binaryirdison — between who is filmed
and who films, which is also explicit in the digitechnology. My intention was to
determine the conditions for its realisation asabtialisation of differences (between
fact and fiction), and in doing so to show how #héends to be eradication of the

“real”.

Ennui Vacui (2004)
three multi channel video screening, 11.09’

Ennui Vacui
2004

installation view, three multi-channel video seriegs, 11.09°
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The multi-channel video worlEnnui Vacuideals with the issue of identity and
identification. The direction of this propositionrsequently led towards identifying
the constituency of a space of interruptions arspace of enunciation. The acting
within the three videos emphasises arguable “rbiéss, which therefore seem to
state that no recognition of the ‘Other’ is possilitach video contains references to
monologues from a “distorted” memory of the pastrexollection of the past. The
distorted past constantly appears and reappedlsirepetitious bodily movements.
The female subject’s enacted exclusion of the vidweam her unrelenting “torment”
is performed by the way she refuses to acknowldatigepresence of others. The
movement is also abstracted by juxtaposing and/erl@pping more than one flow of
the images and sound, as these generative foreesdrawn to the space of
representation away from any attribution to a gisahject. The video offers us only
fragments and allows new meanings or interpretationemerge within its abstract

multiplications.

einfache Gleichheit mit sich.(2004)
video, 1.50.17

einfache Gleichheit mit sich...
2004

production stills, video, 1.50.17"
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In einfache Gleichheit mit sicha.time-lapse camera is fixed upon an office buddin
recording unimportant events or situations resgltirom the movement of those
inside. The video was shot at night, and the dakne contrast to the lights in the
building constructs an ambivalent visual environmehich highlights the modern
technologies of territorial power and surveillan€he setting, the method of shooting
and editing allows the video piece to elaborateadninary distinction between the
presence of an object and new symbolic differerefdatensity that frame it: ideas
that are also explicit in the digital technologydeo itself. The specific location and
the actions within the building are simultaneousdyptured in this documentation and
provide a means examining the notion of a spacebl@gmmatised through
representational dichotomies. The work ultimatelypleres and highlights the
recognition of a “self” within a reflexive discowsbecause it reveals how
individuation or actualisation operates only wheéhe possibility of an artificial

interface is created.

wo die Stral3en keine Namen haben / where the stréatve no nameg005)
video, 2.17’

2005

production stills, video, 2.17
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| produced the video worlwhere the streets have no names / wo die Stra@ee k
Namen habenas an attempt to engage with a question aboututolégy of
nothingness. This was done through the reinforcéman definitions of an

autonomous existence beyond the verb “to be”.

Visually, the references are of a bird’s eye viedhaadarkened street that travels in
shafts of light, where people appear and disappead audio statements about
“wretched possibility”. The soundtrack and imagésrous the possibility that what is

real is what used to exist and the transformatiet¢ential is characterised by

seemingly unimportant details in the immediacy theg been inhabited. The effect of
the video resides in how we might make relatiomainections and interactions when
our formerly solid conceptions of place and timgsdive and we are confronted with

a delineation of a specific site and its repredenta.

Looking to the Left(2005)
video, 3.37’

Looking to the Left
2005

production still, video, 3.37°
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| filmed Looking to the Lefin Bratislava. This film is about the city’s pasteialist

development.... The screen shots were located batieimld and the new town and
constructed in a manner that would produce a sttwanology on the speed of recent
capital investment, with the aim of revealing newymerging power relations and

their “in-betweennesgit a specific conjuncture within urban sociality.

Looking to the Lefalsopresents the relationship between some currentpaeus of
the post-socialist condition and a reflection o #xperience of a bio-political

fracture in its transformation from a socialisttpas

The interview we hear in the background soundtiagitures a kind of monotonous
conduct that characterises and maps changing sulirggs and political signifiers,
but it is a singular act constructed at the boadgrarticular meanings. This is framed

through repetitions that preserve the identityt®tontent.
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A DVD completion containing a collection of only vileos made as part of my

practice
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APPENDIX B: List of Exhibitions and Curatorial Practice

EXHIBITIONS

2001

“What If?” in residence, in transjt84 Teesdale St., Bethnal Green, London
Curated by Gulsen Bal

Catalogue: English, with an intro by Gulsen Balnghanade — 100 edition only,
15x10.5 cm, 43 pages).

My work exhibited wag ransparency of Stained Mirrars

Multi media installation

In Image We TrustAKM, Istanbul
Catalogue: Turkish, with an intro by Beral Madrar@hcover, 21x21 cm, 50 pages)

My work exhibited wag here
Translucent photography, 31x23x9

“What If?” reflection on choice333 Kifisias Avenue, Athens

Curated by Gulsen Bal

Catalogue: English, with an intro by Gulsen Balnghanade — 100 edition only,
15x10.5 cm, 42 pages).

My work exhibited wa®.
Multi media installation

2002

London Biennale 20QZ5allery 291, London
My work exhibited wassurveillance and Self-Agency
Multi media installation

Nomadic Reflectionsnternational Bandirma Arts Festival, Bandirma.
Curated by Gulsen Bal
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Catalogue: Turkish/English, with an intro by Guldad (hard cover, 21x21 cm, 50
pages)

My work exhibited wa®\ living Map

Multi media installation

“What If”, reflection on living across differenc®ainting & Sculpture Museum,
Ankara

Curated by Gulsen Bal

Catalogue: English, with an intro by Gulsen Balnghanade — 100 edition only,
15x10.5 cm, 39 pages).

My work exhibited wa®©ther mirrored.

Multi media installation

2003

80 nf M, ASG, Istanbul

Catalogue: Turkish/English, with intro text by Fari®zgur (hard cover, 24x33 cm,
25 pages)

My work exhibited waPisembodied Voice

Video, 3.21’

Border Crossing - Here and Somewhere els@allery X, Istanbul

Curated by Gulsen Bal

Catalogue: English, with an intro by Gulsen Balnghanade — 100 edition only,
15x10.5 cm, 43 pages).

My work exhibited wawilified as Other

Multi media installation

Soders Internationella Konst Bienal @5outh’'s International Art Biennial,
Stockholm

Catalogue: Swedish, with an intro by Ingrid Falka&istavo Aguerre (hard cover,
20.5x25 cm, 157 pages)

My work exhibited wadNot I.
Multimedia installation

Changing Channejdnterdisziplinare Kunstprojekte Ort, Berlin
My work exhibited wasscreened Out...
Video, 1.15’
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e FORUM 2003, Thessalonica
My work exhibited wadnclude me In/Out
Multi media installation

 Different/ciation MiArt Milan 2003 Art Festival, Milan
Curated by Gulsen Bal
Catalogue: Italian/English, with an intro by Marmigc Casadio (hard cover, 21x21 cm,
453 pages)
My work exhibited wadNot I.
Multi media installation

* Short & Sharp Gallery 291, London
Curated by Gulsen Bal
My work exhibited wad.ooking out, from the inside

2004

» The Making Of Balkan: Wars The GanrEX Cultural Center, Belgrade
Work exhibited: The Making Of Balkan: Wars The Game
A multi-user 3D video game

» Balkan Mall Casa Tranzit, Bucharest
Work exhibited: The Making Of Balkan: Wars The Game
A multi-user 3D video game

* Liverpool Biennial Independents, Georgian Quarter, Liverpool
My work exhibited wasscreened Out
Video, 1.15’

» Border Crossing - Tur reTuKunstforeningOslo
Co-curated by Gulsen Bal
Catalogue: Norwegian, with an intro by Karl IngayR (hand made — 100 edition
only, 15x10.5 cm, 43 pages)
My work exhibited wasgnnui Vacui
Multi channel video screening

« Art Beat: Battiti D’arte Sull’adriatico Biennale Adriatica di Arti Nuove (Adriatic
Bienalle), San Benedetto del Tronto
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Catalogue: Italian, with an intro by Luigi Maria@#i (hard cover, 22x22 cm, 143

pages)
My work exhibited washe self on the screen...
Video, 2'19”

Channel-Q Netherlands Media Art Institute, Amsterdam
Catalogue: English, with an intro by Katerina Gredloard cover, 16x23 cm, 115

pages)
My work exhibited wasnclude me In/Out
Multi channel video screening

One of us, or mord=oundary, London
My work exhibited wagn the Vicinity of the Invisible
Multi media installation

Another Vacant Spac@&he Lab Gallery, NYC
My work exhibited waPisembodied Voice
Video, 3.21’

The Making Of Balkan: Wars The Ganskopje City Museum, Skopje
A multi-user 3D video game

Balkan Mall MediaLabMadrid, Madrid

Catalogue: Spanish/English, with an intro text kariK Ohlenschlager and Luis Rico
(hard cover, 21x21 cm, 50 pages)

Multi media installation

2005

where It was, shall | be - wo es war, soll ich weerd, Kegiburcu, Diyarbakir
Curated by Gulsen Bal

Catalogue: English, with an intro by Gulsen Balnghanade — 100 edition only,
15x10.5 cm, 43 pages)

My work exhibited wa®o you think what | think?

Video, 1.15’

prog:ME, 1st Festival of Electronic Media, Rio de Janeiro

Catalogue: Portuguese/English, with an intro bk&Fraenkel and Carlo
Sansolo(hard cover, 19.5x25 cm, 203 pages)

My work exhibitedwas einfache Gleichheit mit sich...
Video, 1.50.17
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« European Media Art Festivals (EMAF)awarded % prize, Osnabriicfor The
Making of Balkan: Wars the Game
A multi-user 3D video game
(The project was initiated by the internationalstrtollectivePersonal CinemaAs
part of the collective, we focused on the socia amltural issues within the Peninsula
and on the creation of network between artistsraits, writers and curators from
South Eastern Europe.)

* Third International Video FestivaMoNA, Detroit

My work exhibited wasvhere the streets have no names / wo die Straltea ke
Namen haben
Video, 2.17

2006

» ExchangeContemporary Incheon Art Museum, Korea
Catalogue: Korean/English, with an intro text bylR®on-Jin (hard cover, 22x15
cm, 190 pages)
My work exhibitedwasLooking to the Left
Video, 3.37

» Semionauti | - produced by Border Crossigre/of, Fabrica del Vapore, Milan
Co-curated by Gulsen Bal
Catalogue: Italian, with an intro by Elena Cologmand made — 100 edition only,
15x10.5 cm, 43 pages)
My work exhibited wapetween-the-two
Multi media installation

2007

* TransmissionThe Arts Gallery, University of Arts London, Lol
Catalogue: English, with an intro by Cian Quaylarthcover, 21x23 cm, 32 pages)
My work exhibited washe self on the screen...
Video, 2'19”

» Semionauti Il - produced by Border Crossitgon Gallery, Bologna
Co-curated by Gulsen Bal
My work exhibited wasNow Voyager
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Photography, dimensions variable

Dialogues Méditerranéen&té Culturel 2007, Saint Tropez
Catalogue: French/ English, with an intro by FabBousteau (hard cover, 22x29 cm,
67 pages)

My work exhibited wag here
Translucent photography, 31x23x9

SELECTED BROADCAST REVIEWS

15 Feb. 200BBC World Service, “Turkish Artist Living in London”, Exhibition
review, A. Duffrene, London
23 Sep. 200ANT1 TV (Greek TV Channel), News - exhibition reviews, éils

8 April 2002TRT — Foreign Broadcast, the Voice of TurkeyNational weekly art
and culture TV program), Exhibition review with RiEce, Ankara

9 April 2002TV8, National TV Channel, Exhibition review with Oznur Kirgiz,
Ankara
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CURATORIAL PRACTICE

My curatorial practice has utilised experimentaire of production. | am interested
in how fields of critical inquiry are interrelatethd can be used to generate forms of
criticism about art practices. These experiments fihe practical part of my doctoral
research.

2001

“What If?” reflection on choice333 Kifisias Avenue, Athens

Catalogue: English, with a curatorial intro by GudBal (hand made — 100 edition
only, 15x10.5 cm, 42 pages)

Participating artists were: Sevtap Geng, Metin $ging Kypros Kyprianou & Simon
Hollington, Lea Petrou, Gulsen Bal, G.M.&G.M., HeteKoumbouzis, Denizhan
Ozer

Language . e

What If?reflection on choice..2001
(clockwise from top) Sevtap Gentea Petrou, Kypros Kyprianc

& Simon Hollington, Denizhan Ozer, Sumer Erek|ata
Koumbouzis, Metin Senergig, Gulsen Bal, G.M.&G.M

174



“What If?"— reflection on choicewas an attempt to reveal “ways of knowing
‘otherness’™ in both psychical and social terms aodexplore how these are

visible/invisible in representations or artworks.

The patrticipating artists in the series of thrdécentained exhibition®Vhat If?were
Turkish, Greek and Cypriot living in Londomhe project was formulated three times,
each with a different variation of the theme, andaeived as collaboration with the
same artists in the three different locations —ef) London and Ankara. A different
work was commissioned in each location, made pdaity in response to the
curatorial theme expressed in the title, with atergisciplinary approachThis
involves multiple positions in how an artwork camsts the subject by structuring the
objects ina variety of artistic positions frodocation to location. The works were site-

specific installations using photography and video.

Key questions were addressed in a panel discussion.

Speakers: Gulsen Bal, Vasilios Doupas (directopapnent Gallery) and Andrea
Gilbert (curator/art critic, Deste Foundation)

“What If?” in residence, in transjt84 Teesdale St., Bethnal Green, London
Catalogue: English, with a curatorial intro by GuiBal (hand made — 100 edition
only, 15x10.5 cm, 43 pages)

Participating artists were: Sevtap Geng, Metin &ging Kypros Kyprianou & Simon
Hollington, Lea Petrou, Gulsen Bal, G.M.&G.M., HeéeKoumbouzis, Denizhan
Ozer
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What If? in residence, in transit,.2001

(clockwise from top) Kypros Kyprianou & Simon Hioldjton,
Denizhan Ozer, Lea Petrou, Gulsen Bal,
G.M.&G.M, Metin Senergug, Helena Koumbouzis, Sumer
Erek, Sevtap Geng

“What If"- in residence, in transit.explored the concepts of identity, ethnicity and
multiculturalism within the parameters of “[living} a cultural moment dominated by
de-differentiation and at the same time in a pmditimoment whose vital sign is

difference.”

Key questions were addressed in artist’s talks.

Speakers: Sevtap Geng, Metin Senerglg, Kypros Egpti & Simon Hollington, Lea
Petrou, Gulsen Bal, G.M.&G.M., Helena Koumbouzignizhan Ozer
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2002

* Nomadic Reflectiondnternational Bandirma Arts Festival, Bandirma
Catalogue: Turkish/English, with a curatorial inthp Gulsen Bal (hard cover, 21x21
cm, 50 pages)

Participating artists were: Gulsen Bal, Elena Coip§elcuk Gugik, Michalis
Kokkoliadis, Charles Kriel, Soheila Namini, Denizh@zer, Ferhat Ozgur, Peter
Towse and Bora Turkkan

Nomadic Reflection2002

(clockwise from top) Gulsen Bal, Elena Cologre|¢sik Gursik,
Michalis Kokkoliadis, Charles Kriel, Soheila Namifilenizhan Ozer,
Ferhat Ozgur, Peter Towse and Bora Turkkan

Nomadic Reflectionsvas a group exhibition which aimed to examine idseies of
nomadism, immigration and hybridity through theldaling questions: What is the

impact of transitional forces and global migratamthe ethnoscapes of the local? the
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regional? the national? the global? Is there andistlifference? Or are there shared
epistemologies?

Key questions were addressed in a panel discussion.

Speakers: Gulsen Bal, Abdilkadir Gunyaz (art gristanbul) and lan Padgett

“What If”, reflection on living across differenc®ainting & Sculpture Museum,
Ankara

Catalogue: English, with a curatorial intro by GuiBal (hand made — 100 edition
only, 15x10.5 cm, 39 pages)

Participating artists were: Sevtap Geng, Metin 8ging Kypros Kyprianou & Simon
Hollington, Lea Petrou, Gulsen Bal, G.M. & G.M., [elea Koumbouzis, Denizhan
Ozer

What If? reflection on living across difference 2002

(clockwise from top) Sevtap Geng, Metin Senerddypros
Kyprianou & Simon Hollington, Lea Petrou, Gulsen,Ba
G.M.&G.M, Helena Koumbouzis, Denizhan Ozer
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“What If’- reflection on living across difference.brought together works that
address the issues within and across cultural kaiesl on the question of
immigration. The artistic works commissioned for this exhibitiseek to establish multiple
relationships to what can be calledw outlines of possible practices in art and ¢comat
This exhibition was engaged @meating conceptual ruptures or an analytic decaitipa

of the mechanism for a more critical engagement odtore production. The focus
was related to bringing certain discourses to thdase and to seek signifying
practices in which there are exclusions that renogien to the trace of the other, the

art of immigrations.

Key questions were addressed in panel discussions.

Speakers: Gulsen Bal, Beral Madra (art critic/aurastanbul), Jale Erzen (art critic,
Ankara) and Deborah Semel (art critic, NY)

2003

Border Crossing — Here and somewhere elallery X, Istanbul

Catalogue: English, with a curatorial intro by GudBal (hand made — 100 edition
only, 15x10.5 cm, 43 pages)

Participating artists were: Gulsen Bal, Elena CoipKarl Ingar Rgys
In addition, there was a local artist participa®itvia Erdem

Border Crossing Here and Somewhere else2003

(clockwise) Gulsen Bal, Elena Cologni, Silvia Erddfarl Ingar Rgys
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My curatorial approach was to focus on the spatial/or temporal disjunctures which
draw upon a variety of cultural materials represgntransformation and difference,
both globally and locally. This exhibition addreddke issues of inhabited spaces and

spatio-temporal borders.

For the group exhibitioBorder Crossing began by searching for alternative models
of current exhibition and focused upon outlinesofatorial practicen reference to
the 1990s discussion on the shifting role of curakopractice (e.g. Bourriaud’'s
relational aesthetics). Here my aim was to look itrtansformative strategies. This
was sustained in creating a dialogical model betveetist and curator in order to find
ways to articulate how artistic strategies can romiiporated with a new curatorial
methodology through a series of four self-contaiegdibitions, which took place in

Istanbul, Oslo, Milan and Bologna.

My curatorial position arrived at a means lookirighe exhibition site with aim of
showing the ways in which “the curator-as-artistultl be practised as a legitimate
artistic strategy. At a later stage, an additigueaiticipating artist was invited with a
focus as someone “invited to inviteThese local participants became a crucial factor
in the development of the project with regard soplace-space specificity. In addition
my curatorial position aimed to display diverseementions inside and at the

exhibition to identify elements of a possible exéanfor such a practice.

My practice was informed by an idea of dynamic &tital changes designated in the
“in-between”, which was the result of marking/llinlg on/developing out of the
material qualities of locations, i.e. geographicapitals and marginal spaces within

these cities
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» Different/ciation MiArt Milan 2003 Art Festival, Milan
Catalogue: Italian/English, with an intro by Marmigc Casadio (hard cover, 21x21 cm,
453 pages)

Participating artists were: Charles Kriel, Daviddaéa & Adam Nankervis, Elena
Cologni, Ferhat Ozgur, Foreign Investment, GroupeSietico, Gulsen Bal, Mass Inc.,
Karl Ingar Rays, Kypros Kyprianou & Simon Hollingtand Verina Gfader

-~y
-—

YNy -

~s _"“u gusuna 58

Different/ciation 2003

Exhibition view
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A group exhibition Different/ciation curated by me, aimed to problematise the
representation/making of inhabited spaces and eng@ty how both homogenisation
and heterogeneity were working as processes wiflubal economies. The selected
works of video, installation, photography and parfative works interspersed with
durational performances questioned the experiencdemitorial boundaries in
knowledge constructions about space and locatieghpmaesented different forms of

transitional or transnational interactions.

Short & Sharp Gallery 291, London

Participating artists were: Alex Spyropoulos, Alifiachler, Canagenol, Charles
Kriel, David Medalla, Dimitris Dokatzis, Eduardodiiha, Elena Cologni, Ferhat
Ozgiir, Foreign Investment, Group Sinestetico, GuBal,Igor Baskin, llias
Marmaras, Mass Inc., Karl Ingar Rgys, Kypros Kypoa & Simon Hollington, Maya
Bontzou, Servet Kogyit and Verina Gfader

- ’ ‘.
“Shori & Shary’

FILM screenings + PERFORMANCE curated by
Gulsen Bal

Short & Sharp2003
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My curatorial focus inShort & Sharpwas to map issues of identity and space by
considering representational dichotomies presenthasresult of dis-identification.
The exhibition that resulted showed the work ofststor groups who had came
together as a consequence of making work about gegiodic dislocation(s) from

their original place of birth.

2004

Tur reTur - produced by Border CrossingunstforeningOslo

Catalogue: Norwegian, with an intro by Karl IngasyR (hand made — 100 edition
only, 15x10.5 cm, 43 pages)

Participating artists were: Gulsen Bal, Elena ColpKarl Ingar Rays
In addition, there was a local artist participatizrdis Kuras

Border Crossing- Tur re Tur.., 2004

(clockwise) Hjgrdis KurasElena Cologni, Karl Ingar Rgys, Gulsen Bal

The focus of the exhibitiour reTur - produced by Border Crossiagned to focus
on spatial vs. temporal disjunctures, drawing uporariety of cultural materials
regarding transformation and difference. The objectvas to seek out possible
strategies for the production of “locality” in ordéo articulate how it might be
possible to transgress the boundaries of differesmoé identity. The aim in this
exploration was to critique the dominant culturapnesentations and to open up a
more pluralist existence of trans-culturality. Wanted to question whether trans-
culturality was assumed not only as a constructctdtural formation but also as a

value to be aspired to make counter-models imatgrfab knowledge production and
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as a means of retainingransformations of “demographic politics” and the
politicisation of life.

Key questions were addressed in artists’ talks.

Speakers: Gulsen Bal, Karl Ingar Rgys and Hjgrdisak

2005

where It was, shall | be - wo es war, soll ich weerd, Kegiburcu, Diyarbakir

Catalogue: English, with a curatorial intro by GuiBal (hand made — 100 editions
only, 15x10.5 cm, 43 pages)

Participating artists were: Cengiz Tekin, CharleeK Dilek Winchester, Elena
Cologni, Genco Gulan, Gulsen Bal, Kypros Kypriago8imon Hollington, Michalis
Kokkoliadis and Turan Aksoy

b ratmete gt
envmim demig sen beni dlocaben
o 3 ey ben ethon ienem eggedie binmem

b ben serke rasil vl

Falies i, Bagiston i1

12 yagra geldem, dsha yer arom gardim.
erbler b sene crorcir,

where it was, shall | blewo es war, soll ich werden.2005
(clockwise from top) Cengiz Tekin, Charles KriBilek Winchester,

Elena Cologni, Genco Gulan, Gulsen Bal, Kypros Kamou & Simon
Hollington, Michalis Kokkoliadis, Turan Aksoy
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where It was, shall | be - wo es war, soll ich werd.looked at both the flows and the
spaces of encounter between the production of ewpatal sources for artistic
practices, creating conceptual rupturekn order to find alternative positions and
possibilities from which to look at Europe in diféat ways. The exhibition aimed to
shift the perspective of confrontation betweerzei subjects and migrants or artists
and curators for the purpose of thinking otherwg®out questions of cultural
complexity and locating “difference of identity addference” within European space

relative to other spaces and vice versa.

Key questions were addressed in panel discussion.
Speakers: Gulsen Balener Ozmen (artist/theoretician, Diyarbakir) aniPadgett

2006

territories of Duration - territorien auf DaueKarsi Sanat, Istanbul

Catalogue: Turkish/English, with a curatorial inbhp Gulsen Bal (hard cover,
11x25.5 cm, 47 pages)

Participating artists were: Cengiz Tekin, Dilek \&iester, Elena Cologni, Genco
Gulan, Karl Ingar Rgys, Nasan Tur, Shezad Dawoodhfa Kosmaoglou and Turan
Aksoy
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territories of Duratiory territorien auf Dauer.., 2006

(clockwise from top) Cengiz Tekin, Dilek WinchestElena Cologni,
Genco Gulan, Karl Ingar Rays,
Nasan Tur, Shezad Dawood, Turan Aksoy, Sophia Koghoa

This group exhibitionterritories of Duration — territorien auf Dauecontinued to
explore the curatorial concern that brought variamsstic responses together by
asking where “borders” and “in-between spaces’rauenect in the context of a
Europe to come. The issues derived from a contiomiaif the curatorial idea found in
where it was, shall | be — wo es war, soll ich verd, which took place in 2005 at
Keciburcu in Diyarbakir.

Key questions were addressed in panel discussion.

Speakers: Gulsen Bal, Ali Akay (curator/theoreticistanbul) and Petra Holzer (art
critic, Vienna/lstanbul)

Semionauti | - produced by Border Crossi@gre/of, Fabrica del Vapore, Milan

Catalogue: Italian, with an intro by Elena Cologmand made — 100 edition only,
15x10.5 cm, 43 pages)
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Participating curators/artists in this exhibitioene: Elena Cologni who invited
Helena Blaker, Karl Ingar Rgys who invited Alban jgluGulsen Bal who invited
Zeigam Azizov

In addition, there were two local artist participainnalisa Cattani and Darth

Border Crossing -Semionauti I.,.2006

(clockwise) Elena Cologni and Helena Blaker,Kagddr Rgys and Alban Muja, Gulsen

Bal and Zeigam Azizov, Annalisa Cattani and Darth

Working towards the goal of opening up and wideniagdiscussion beyond
boundaries, the proje@emionauti | - produced by Border Crossifugused upon
how to analyse migration in terms of cultural gegdry and how new forms of
governance have arisen in relation to how the isgumigration is contained within
European nation states contributing to multiplesti of subject-positions in art

production.

Key questions were addressed in artist talk.

Speakers: Gulsen Bal, Annalisa Cattani, Elena Golagd Helena Blaker

2007

Semionauti Il - produced by Border Crossiingon Gallery, Bologna
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Participating curators/artists in this exhibitioene: Elena Cologni who invited

Helena Blaker, Karl Ingar Rgys who invited Alban jsluGulsen Bal who invited
Zeigam Azizov

In addition, there were two local artist participainnalisa Cattani and Darth

Border Crossing -Semionauti Il...2007

(clockwise) Elena Cologni and Helena Blaker,Kagdr Rgys and
Alban Muja, Gulsen Bal and Zeigam Azizov, Annal3attani and
Darth

The key curatorial question Bemionauti Il - produced by Border Crossiwgs built
around: what is still ‘missing’ today in locatiomsarked by trans-local and trans-
national features within cultural geography?

In this instance, the issue with “becoming-otherieeged as a theme as the artists and

curators sought to explore how forms of existenttaira their autonomy at the
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moment in which what lies beneath the surface afstential territories” occurs or
comes into being The artworks mapped out different forms of “sitoatl
representation” and this was where an argumerdudatted by the curator Francesco
Bonami’'s became important. He argued (JohanneskBiennale, 1997) that
“otherness itself becomes a nomadic entity, aifigataft where contemporary culture
survives the self-defeating idea of globalisatioWhat does it mean to produce art in

a condition of migrancy?

These key questions were addressed through robledganel discussions.

Speakers: Alban Muja, Annalisa Cattani, Karl InBarys, Elena Cologni, Helena
Blaker and Zeigam Azizov with contributors inclugirAmae Art Group (Ferrara),
Pierpaolo Coro e Rita Cannarezza (artists, Sanrdgrvalentina Ciuffi (researcher,
Bologna), Cristina Demaria (semiologist, Bologréijnonetta Fadda (artist, Milano),
Daria Filardo (curator, Firenze), Alessandra Galdsarator, Milan), Massimo
Marchetti (curator, Ferrara), Chiara Pergola (grBslogna), Elena Pirazzoli
(risearcher, Bologna), Cesare Pietroiusti (arfstma), Paola Sabatti Bassini (artist,
Bergamo), Marco Vaglieri (artist, Milan).

SELECTED REVIEWS

25 Sep. 200Epennitis (Weekly news paper, Greek), Article with photograph
heading: “What If? ” Stories from a Deserted HoumsKifisia, Athens, p. 22

1 Oct. 200 Herald Tribune & Kathimerini (Daily News Paper, English), “Conflict
of Private and Public Life” An artist-run group ot in an old abandoned house put
forward new ways of looking at art, cultural divieggsAthens, p.13

5 Oct. 2001Athinorama (Monthly art magazine, Greek) “London Calling”, Astims,
p.78

Nov. 2001Skala (Monthly art magazine, Turkish), “What If?” refksan on choice,
Istanbul, p.68

8 May 2002Avrupa (Weekly news paper, Turkish), Three Cities and Gxrlkibition:
“What If”, by Kemal Erdemol, London, p. 9

May 2002 ArredamenteMimarlik Dergisi (Monthly art magazine, Turkish), “What
If?”..., Istanbul, p.3

May 2002Skala (Monthly art magazine, Turkish), “What 1f?” whercantemporary
art exhibition being talked of ..., by Ferhat Ozggtanbul, p.92

6 May 2002Radikal (Daily Turkish News Paper, Turkish), ‘A Splendidi@ral
Environment!’, by Beral Madra, Istanbul, p.15
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2 June 2002 urkish Daily News (Daily Turkish News Paper, Turkish), “Nomadic
Reflections” — a contemporary Art Exhibit, Istanpol14

4 June 200Radikal (Daily Turkish News Paper), “A Contemporary Arttithition”

in Bandirma, Istanbul, p.15

6 June 200Zumhuriyet (Daily Turkish News Paper), “Nomadic Reflectioms”
Bandirma, Istanbul, p.18

6 June 200Milliyet (Daily Turkish News Paper, Turkish), “Cultural Bifences” by
A. S6nmez, Istanbul, p.1121 July 20@2liyet (Daily Turkish News Paper, Turkish),
“A Curator like Vialli” by A. S6bnmez, Istanbul, p21

Nov. 2002Sanat Dunyamiz(Quarterly Art Magazine, Turkish), Surveillance and
Self-Agency: “Eyeing the Other” by lan Padgettaigoul, p.98

Jan 200RArkitera , 291 Gallery — “Kesin/Keskin” by Ozlem Ozyurt,dsbul, p.5

28 Jan. 200€umhuriyet (Daily Turkish National News Paper, Turkish), Cexhby
Gulsen Bal, by Egemen Berkoz, Istanbul, p.15

Feb. 2003.aminart (Monthly Art & Design magazine, Turkish), ‘ShorEharp’ an
interview by Hulya Kupc¢Uglu, Istanbul, p.45

Feb. 20035anat Dunyamiz(Quarterly Art Magazine, Turkish), ‘Images we axeng
in ...”, Istanbul, p.89

28 January - 21 March 20@3rection 2003(CD ROM format) by Clare Groom,
London

January 200%anat Yilhg! (Art's Annual, Turkish), “What If?” reflection onving
difference across..., by Ferhat Ozgiir and “NomadiiteR&ons” by lan Padgett,
Istanbul, p.34

27 August 2003Neues DeutschlandDaily German National News Paper, German),
‘Modern — und wild gemixt, 100 Kunstler bei Londorfi&ennale Pollinations’ by
Almut Schroter, Berlin, p.17

29 August 200Zeit (Daily German National News Paper, German), London
Biennale Pollinations..., Berlin, p.14

September 200Rultura Extra (German), London Biennale Pollinations “Changing
Channels”..., online

18 Feb 2004£I Pais (Daily Spanish National News Paper, Spanish), KBal
Wars...”, Madrid, p.16

23 Feb 200£Lultura Terra (Spanish),, “Hola Grecia”, online

17 Feb 2004ligitale medien(German), “The Making of Balkan Wars: The Game”,
online

27 Aug 2004Kunst Oslo (Daily Norwegian National News Paper, Norwegian),

“Utstillingsapning Oslo Kunstforening”, Oslo, p.4
2 Sep 2004 pningsfest Oslo Kunst(Monthly Norwegian Art News Paper,
Norwegian), Border Crossing - tur re tur, Oslo 9.1
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3 Sep 2004ftenposten (Daily Norwegian National News Paper, Norwegian),
“Kunst Pa Tvers” by Mange Grenser, Oslo, p.11

5 October 200Birgun (Daily National Newspaper, Turkish), “Herhangi Wet by
Erden Kosova, Istanbul, p.17

22 Sept 2005 urkish Daily News (Daily Turkish National News Paper, Turkish),
“Exhibition in Diyarbakir questions meaning of Eped by Yasemin Girkan, Ankara,
p.2

March 2006NY Arts Magazine (Monthly Art magazine, English), “Semionauti” by
Stefano Pasquini, New York, p.21

June 2008Mute Magazine (English), Negotiating the In-Between? by Karenvitg
online

May 2007Hillsider (Monthly Art & Culture magazine, Turkish), What ¢8in the
Mirror by Rana Korgul, Istanbul, p. 5

June 200Banat Dunyamiz(Monthly Art magazine, Turkish), “Not I” by Zeigam
Azizov, Istanbul, p.71

June 200'Beaux Arts (Monthly Art & Culture magazine, French), Dialogues
Mediterraneens by Fabrice Bousteau, Paris, p. 5

29.08.07Le Monde (Daily French National News Paper, French), “Vdie string”,
Saint-Tropez peine a devenir ville de culture bynkanuelle Lequeux, Paris, p.18

SELECETED BROADCAST REVIEWS

15 Feb. 200BBC World Service, “Turkish Artist Living in London”, Exhibition
review, A. Duffrene, London
23 Sep. 200ANT1 TV (Greek TV Channel), News - exhibition reviews, éils

8 April 2002TRT — Foreign Broadcast, The Voice of TurkeyNational weekly art
and culture TV program), Exhibition review with RiEce, Ankara

9 April 2002TV8, National TV Channel, Exhibition review with Oznur Kirgiz,
Ankara
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APPENDIX C: List of Publications and Talks, Panels & Conference

SELECTED PUBLICATIONS by Gulsen Bal

Published papers and projects specifically reldatethe thesis produced during the
registration period (2001-2007).

Spring 2001Us — quarterly magazine, on art, culture, politicd amediaRepeated
Images in the Metaphysics of Copstanbul, p.82

Language: Turkish

Publisher: ISCAM

This article explored how the production of objegitees way to “a growing multitude
of image-objects” whose immediate reality is trsgimbolic function as image, within
an augmented real (an idealised simulation). Thidiscussed through the dualism of
virtual/material within the phenomenon of simulgac@ncentrating on how an

absence is simulated and where the “real” is ngtbut the “same”.

Sept.200Rh* Sanat— bi-monthly contemporary art magazirtéidsue Cities,
Countries, Border(s)less ...a+eview on London Biennale, Manifesta 4 and
Documenta 11, Istanbul, p.25

Language: Turkish

Publisher: MAS Matbaacilik

| examined these exhibitions as different formsirsftitutional curatorial practices
within an epistemological canon of curating. ThdiclEe goes on to examine
alternative approaches in exhibition-makingwhich different curatorial models are
compared within demographics and geographies tbkatribe[s] and trace[s] the
artistic practice and incorporates another practitiee curatorial work — as a form of

self-contextualisation.

May 2003Rh" Sanat- Bi-monthly Contemporary Art Magaziné!Ssue,The Eyes
Don’'t Have It: Ways of Self Reflexive Discounsganbul, p.73
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Language: Turkish

Publisher: MAS Matbaacilik

In this article | tried to examine the notions tfetrepresentational dichotomies
underpinning the ontological opposition betweemnttal reality” and the “reality of
the virtual” in the discursive space of the “beiragid the “real’'with attention given
to the theoretical issues which arise from the ibdgges and limitations of this in the

realm of art practice.

Nov.2003 Rh* Sanat— bi-monthly contemporary art magazin®,igsue,You Can
Never Come Out Of Theremirrors, duplications, reflections/refractiona warped
sense of time and space..., Istanbul, p. 74

Language: Turkish

Publisher: MAS Matbaacilik

In this reading, | tried to explore Baudrillard’wk in Simulacra and Simulatioand
his notions of “copy” and “original”. | started texamine where reproductions —
copies and simulacra — of the real were and queshiese ideas in art production

according to his theories.

Nov. 2003Anadolu University — a quarterly academic referee jourral,
Questioning Of the Space In BetwgErkgehir, p. 37

Language: Turkish

Publisher: Eskeehir Universitesi

In this article | dealt with the notion of what wesnstructed “at the edge” when one
tries to identify a relationship between the préstructure and the structure to come
where network creativity is considered importanhisT question arose through a
consideration of how in the articulation of “siticatal representation” and the
possibilities of “transformative potential” nothirgas taken place but what has been

emphasized is the place of in-between-ness.

March 2004Rh* Sanat— bi-monthly contemporary art magazin%d, i8sue,The
Making of Balkan Wars: The Gairistanbul, p.51

Language: Turkish

Publisher: MAS Matbaacilik

This interview with llias Marmaras and Daphne Dnagavas conducted to address
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the space of production within video games thasteas a void when compared to real
material productive forces, and ultimately havecoonection to reality. The article
pursued how the boundary between the image andaiom breaks down. There is
instead an unavoidable dynamic fluxus of continualscations that substitute for the
procedures of certain interactions, and the notiba chaotic itinerancy is implied:
the forces in play characterise the transformatiothe possible into the real in terms

of a rhizomic marking.

May 2004 Rh* Sanat— bi-monthly contemporary art magazine™iSsue Rupture

in Disembodied Multiplicitylstanbul, p.11

Language: Turkish

Publisher: MAS Matbaacilik

This article argues through the boundaries thaindefepresentation and seeks to
identify not how things are, but rather a spaceadsibilities within a “narrative”
structure. Here, | raised the question: how wed=fime the switch between “subject”

and “object” in the midst of art production.

July 2004 Rh* Sanat— bi-monthly contemporary art magazine™igsue Artists
Favourites- Act | and Act llistanbul, p.74

Language: Turkish

Publisher: MAS Matbaacilik

This article was written to explore the institutbreritique of the 1990s and a re-
politicised art practice in Europe that shows usadety of tendencies informing
artistic strategies with a “new” curatorial methtmyy that has moved towards more
performative and dialogical model of curating. Thias related to the question: how
shall we see the texture and the tone of the alsatoice? The voice it welcomes or

excludes...

Dec. 2004Rh* Sanat— bi-monthly contemporary art magazine™1Bsue/'ll be
your Mirror, Istanbul, p.52

Language: Turkish

Publisher: MAS Matbaacilik
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In this article | explore how we define the poklti@nd/or social dimension of art with
the aim of seeking a return to “politics” where tiigestion of what is political can be
shown within creative practice. This was problesedi within the question of: what
are the elements that traverse art and its p&ithasd furthermore, how shall we read
the production of subjectivity that posits itsetf plurality and/or multiplicity as a

mode of intensity in its actuality?

Feb. 200Rh* Sanat— bi-monthly contemporary art magazine"i3sue Who,

When, Whergdstanbul, p.13

Language: Turkish

Publisher: MAS Matbaacilik

This article was written as a search for a creatioenent in the encounter with an art
object that goes beyond representation. | triesididress the hidden boundaries within
art practice which has its own politics of prodantiand point towards new forms of

complexity, in which our encounter could remainfbdécentralised and relational.

June 2005%anat Dunyamiz quarterly art magazine, issue: @gveloping the
Negative? Istanbul, p. 115

Language: Turkish

Publisher: Kog, Kredi Kultlr Sanat Yayinlicik

This article examines what constitutes the Ballkasa geographical and imaginative
crossroads constructed at the border of conflicaomles and formed as one in the

successive European’s constructions of Others-ness.

This is also presented at tl2A , Philosophy Overlooked!
http://www.ica.org.uk/The%20Philosophy%200f%20th&¥d2erlooked%20Part%20
2%3A%20Hesitation+9858.twl

also refer tohttp://www.londonconsortium.com/category/lectures

July 2005Rh* Sanat— bi-monthly contemporary art magazine$'2dsue Rethinking
of Everyday Lifelstanbul, p.46
Language: Turkish

In this article | wrote about what establishéstdlising systems of powednd how

these are located even within emerging spaces wiereconcept of a new and
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networked culture introduces attempts to questisnmetaphorical existence and
rhetoric construction. My argument introduced ttheai of an incomplete open system
in contrast to static structures in order to mowggai@st/beyond a politics of

representation.

Sept. 200Rh* Sanat— bi-monthly contemporary art magazine'“28sue Revival of
Essential Values. 72, Istanbul, p. 61

Language: Turkish

Publisher: MAS Matbaacilik

The issue here was to examine ways of reflectingifferent conceptions of life and
a depiction of living systems in elevating the oegil and traditional cultural values
into both universal and contemporary levels of usi@ading while respecting the

residual origins of their roots.

Sept. 200%anat Dunyamiz— quarterly art magazine, issue: 8@eractive

Integrated Media: in Conversation with Lan Francoe#i, Istanbul, p. 90

Language: Turkish/English

Publisher: Kog¢ Kredi Kultlir Sanat Yayinlicik

The conversation | set up was carried out to egptbe digital medium in all its
complexity and diversity in the formula 6interactive integrated media” This is
considered to be a process of hybridisation betweedia in a fine art context and its
applications in a technological and deterministititg that bind together a meta-

media structure and all its diverse technologicahponents.

This is also presented stiT 3: Television in Transition
http://web.mit.edu/cms/mit3/subs/agenda.html

Nov. 2005Rh* Sanat— bi-monthly contemporary art magazine™28§sue Open
Systemgslstanbul, p. 52

Language: Turkish

Publisher: MAS Matbaacilik

In this article | dealt with the crisis of repretsion over a time period from the
beginning of the 1960s to the mid-to-late 1970wiie hope that that would help to

explain the relationship of art production to sfiecgeopolitical locations and to
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rethink the modes of politically responsive ‘@&ystems” as a projection of a global

cognitive mapping.

March 2006SEA (Inter-Society for the Electronic Arts), Issue 182assage from
“virtual one” or “being as the actual multiple online

Language: English

http://www.isea-web.org/inl/inl102.html

Further information about the ISEA2006 Symposiurd ZaroOne San Jose Festival
can be found atttp://01sj.org

also refer to:

http://webbiennial.org/symposium/panell.htm

One of the things that is very current as a feabfireew-media art, as we all know, is
a fluent transition between different manifestasiowhich can take on new meanings
in multiple context re-configurations: particuladypassage from Being as the virtual
One to being as both actual and multiple. Here dteviabout the dynamics used in
‘Virtual Biennial: A Biennial without a City,” ‘TheRepresentation Problem of the

Web’ and ‘Open Exhibition Model.’

April 2006 Mute — Culture and Politics After Nellapping the Shifting Borders
online

Language: English
http://www.metamute.org/mapping_the_shifting_bosdé&eyond_zero_points

In this article, | tried to cover the issues within context of visibility and/or
invisibility of the culturally specific conditiong the midst of the former so-called
Eastern Block. This is of particular relevancehe tontext of the move towards an
enlarged European community and a regrouping ave lBurope, because when one
focuses on new media art, one finds a new aesthkefistitution for its political

potentialities.

This is also published in:

Book: New-Media Technology, Science and Politic&dited by Marina GriZirdiand
Tanja Velagt, Vienna, p. 257

Language: English

Publisher: Locker

March 2006 /secondslissue 01Global Doubt online
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Language: English
http://www.slashseconds.org/issues/001/001/arfighed/index.php

This text developed in the format of conversationbring diverse and critical
approaches on the basis of how to engage in etplgocial forms of art making.
This is derived from what Felix Gonzalez-Torresssdgs we know aesthetics are

politics. They're not even about politics, they paditics”.

Sept. 2008viute — Culture and Politics After Nefy Piece of Sky Is Missinghline
Language: English
http://www.metamute.org/in_conversation_with_guyetbr

This conversation with Guy Brett addressed howtouia practice is now exercised

beyond its traditional role in the white cube amhsiders how this has replaced the
archetypal format in exhibition-making today beyatabal and local interests.

This is also published in:

:/secondsIssue 03, online

Language: English
http://www.slashseconds.org/issues/001/003/arfighestt/index.php

Sanat DUnyamiz— quarterly art magazine, issue 98, spring 200&
Language: Turkish/English
Publisher: Kog, Kredi Kultlir Sanat Yayinlicik

Sept-Dec. 2008\fterimage — a bi-monthly magazine devoted to media art and
cultural criticism for the photography, film, videmd visual book communitgpecial
iIssue on art and activism, volume: 8fhcompromising HostilityNY, p. 48

Language: English

Publisher: Rochester, Visual Studies

The textUncompromising Hostilityook the form of conversation that focused on the
engagement of the artistic practice with societyirdy the war on terror in its
reflection of the politics of 9/11. In particulathe issues of multiculturalism,

transnationalism and interfaith dialogues are axidre within an artistic journey.

This is also published in:
:/secondsIssue 04, online
http://www.slashseconds.org/issues/001/004/arfgied/index.php
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* Oct. 2007Third Text, Issue 82Strangers with Angelic Facesondon, p.619
Language: English
Publisher: Routledge
| explored the notion of “existential territorieshcircling the place of the “stranger”
and how particular forms of “strangenave been engaged within a certain forms of
representation. The interpretations of and respotsehe “stranger” endorse a view
that divides the world into “us” and “them” dichotees but this masks the diversity
and difference within the “us” and “them” and | éoq@d how ambiguity can become
a “disruptive force”, and sought to capture the g#anof turning into a monstrous

“other”.

* Feb. 2007ART Margins — Contemporary Central & Eastern European Visual
Culture,When Unavoidable Knocks on the Doanline
Language: English
http://www.artmargins.com/index.php/archive/144-wike-unavoidable-knocks-at-
the-door
In seeking to identify different forms of engageilnancreative practice as well as
self-organised curatorial methodologies, | decitiethke an active part in an odyssey
within and/or across cultural boundaries. The jeyrstarted in Ljubljana and ended
in Sarajevo; the opportunity took place within fhreject Lost Highway Expedition
(LHE). The practice of traversing topological spame multiplicity provokes an
encounter with a range of different situations, sdtnown through repetition, others
marked by difference. This movement between sansemed difference is traced by
examining a series of encounters containing diffeemgagements in creative practice
that aimed to bring together the creative momenthefencounters described as an

event.

» Sept. 2007Toplumbilim — special issue on visual culture, issue&2tled in
mobility?, Istanbul, p.125
Language: Turkish/English
Publisher: Bglam Yayinlari
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In this article, | tried to analyse the culturalpecific conditions within the new
Europe, coded as the “East reading East” througbsiag on shifting modalities. By
problematising the “transitory character” of Easté&uropewithin new forms of

articulation, | looked into a discursive space thiatduces a reality in which “there is

no state in Europe” beyond its borders.

BOOKS EDITED by Gulsen Bal

Third Text Magazine, Special issue on Turkey: ‘The Space of Min(d)field;
Volume 22 - Issue/ITlrkiye'de “Dun-Bugin” Dond stimleri

Third Text Magazine, Special issue on Turkey: ‘The Space of Min(d)field’
Language: English

Publisher: Routledge

ISSN: 0952-8822

Tarkiye'de “DUn-Bugin” Donl simleri
Language: Turkish

Publisher: Taylor & Francis Inc. publication
ISBN: 978-605-105-000-3

| was the commissioning editor for this specialessnd | wrote a short introduction
to the volume. Without doubt the internal politicaluation in Turkey today can be
said to be sensitive. This special issue is a keunpicking an intricate fabric of

discourse affirmed within what | might call a mijf{dld-space of questions which

concern ‘globally’ emergent situations and whiclsoalinger over traces of the
'localisable’ that make and reflect complex retalopowers. This special issue on
Turkey aimed to provide a dynamic ground for therld/do meet, learn, listen and
debate in many ways, tracing affinities and diffees in a condensed, eventful

journey towards the sphere of creative practiciwiits geopolitical discourse.

CONTENT:

Insight: The Disputed Urge to SurgeEditorial by Gulsen BalThe End of the

‘New’ as we know it: post-1990 and the ‘New’ Beginings in Turkish Culture by
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Hasan Bulent Kahramaiithe Nation-Form by Mahmut MutmanpDear Europe,
Dear Turkey: Why Are You Making Us So Depressed®y Kevin Robins;The Hot
Spot of Global Art: Istanbul Contemporary Art Scene and Its Socio-Political and
Cultural Conditions and Practicesby Beral Madra;Threads of Progress Adhering
to Modern Art in Turkey by Ali Akay (Translation from Turkish to EnglisNusret
Polat);Parrhesiatic Games in Turkish Art Sceneby Sureyyya EvrenPlan and
Conflict: Networked Istanbul by Peter Mortenb6ck & Helge MooshammeXrt on
the Line by Sener Ozmen (Translation from Turkish to Englisiz. E. Amado);
Bordering the Island by Nermin Saybsli; Wordly Istanbul by Asu Aksoy

Gone City

Gone City

Language: German

Publisher: Bucher Verlag, 2008
ISBN: 978-3-902612-82-3

With a contribution of a collaborative text withden Kosova:

Algebra der Bewegung

The book came out with an intention of exploringfalding the issues of ‘tomorrow’
and offering a proliferation of approaches in egten of the projecNobodies Story
This was established by looking into various joysevhich forced long-hidden
secrets into the open from emerging trends wittmysgral mobility to other kinds of
flows informing new ways of inhabiting and expegary space in different localities.
This also mapped out the potentiality of “becomibgside oneself” where the
production of culture’s space/place laid at therdwidother’ worlds in motion.

The main focal point of this engagement centretherparadigm of the potentiality of

the space and the structure within an inter-digepy creative realm manifested in

different creative practice.
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CONFERENCES & PANELS as invited guest

April 2001 Central Saint Martins College of Art &Bign, Research Seminar,
Paradox of the SigrLondon
Dec. 2001 Central Saint Martins College of Art &din, Research Semindihe

Complexity of the Exhibition in Curatorial Processeondon

Feb. 2002 The London Institute, Research Sembifference and Repetition
London

Feb. 2003 The London Institute, Research Semihaing the Other.ondon
Oct. 2003 Yapi Kredi Kltir Merkezi, Panel discasswith Elena Cologni,
questioning the effect of inversion in the subjagjct relations in art practice,
Istanbul

Feb. 2004 IFEMA - 1 International Visual Studies Conferen¥ésual Studies in the
21st CenturyPerforming ‘Self’ Reflexive Discourdgladrid

Sept. 2005 ICA, TalkA Long Journey Eastwattiondon

Sept. 2006 Swansea College of Art &Designgaging Baudrillard Swansea
July 2006 Greenwich Universitfhe work of Gilles Deleuzéondon

Oct. 2006 ICA,The Philosophy of the Overlookddndon

Sept. 2007 Visual and Cultural Research Ceftgatorial Translation Skopje

TALKS, PANEL & CONFERENCES ORGANISED AND MANAGED
by Gulsen Bal as part of the curatorial activities

Sep. 200XWhat If?” reflection on choice Appartment Gallery, Athens

| organised a talk on visibility and invisibilityf tocations and its reflection on the art
practice as an extension of the exhibition.

Speakers:
Gulsen Bal, Vasilios Doupas (director, Appartmeatl€y) and Andrea Gilbert
(curator/art critic, Deste Foundation)

40 people attended.
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April 2002“What If”, reflection on living across differenc@®ainting&Sculpture
Museum Conference Hall, Ankara

| organised a conference on the subject of Reptasens of theDtheras an
extension of the exhibition. The focus was reldtedringing certain discourse on
surface and signifying practices to come out fal@sions that remain open to the
trace of the other, the art of immigrations.

Speakers:

Gulsen Bal, Beral Madra (art critic/curator, IstahbJale Erzen (art critic, Ankara)
and Deborah Semel (art critic, NY)

90 people attended.
June 200Nomadic Reflectiondnternational Bandirma Arts Festival Hall, Bamaar

| organised a talk on the subject of the epistegiold approach of the impact of
transitional forces in the application of instatiatart as an extension of the
exhibition.

Speakers:
Gulsen Bal, Abdilkadir Guinyaz (art critic, Istanpahd lan Padgett

50 people attended.

Oct. 2004Border Crossing Tur reTur, KunstforeningOslo
| organised an artist’s talk as an extension ofetktabition.

Speakers:
Gulsen Bal, Hjgrdis Kuras and Karl Ingar Rays

20 people attended.

Sept. 200Dialogue:s Diyarbakir Sanat Merkezi, Diyarbakir

| organised a talk on the subject of a journey talsaevealing the spaces of the ‘in-
between’ as an extension of the exhibitwamere It was, shall | be - wo es war, soll
ich werden...

Speakers: )
Gulsen BalSener Ozmen (artist/theoretician, Diyarbakir) andPadgett

50 people attended.
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* QOct. 2005Engaging Im-PossibleCentral Saint Martins, London

| organised a day conference on the subject oftgqumsg/identifying what practice
mode of research means.

Speakers:

Prof. Malcom Le Grice (artist/academician, Londd@hyistian Nold (artist, London),
Greg Sholette, Evi Baniotopoulos (curator, Athelgarren Neidich (artist, London),
Sissu Tarka (artist/curator, Vienna), SachindrahNattist, London)David Garcia
(artist/academician, London), Simon Biggs (arttsafemician, London) and
Lanfranco Aceti (artist, Milan)

70 people attended.
* May 2006 Accademia Brera di Belle Afiflodus OperandiMilan

| organised a panel on the subject of artistidstji@s and the mechanisms in
exhibition makingoday.

Speakers:
Gulsen Bal, Annalisa Cattani, Elena Cologni andeiHalBlaker

20 people attended.

* May 2006Semionauti | - produced by Border Crossi@gre/of, Fabrica del Vapore,

Milan

| organised a discussion, parallel to the exhibitwwhich was focused upon how to
analyze migration in terms of cultural geographgt Bow the new forms of
governance as an extension of the exhibition.

Speakers:
Gulsen Bal, Annalisa Cattani, Elena Cologni andeiHalBlaker

30 people attended.

* June 2006@eritories of Duration - territorien auf DaueKarsi Sanat, Istanbul

| organised a panel discussion on the subjecteoldtation of emergence and
temporary zones as an extension of the exhibition.
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Speakers:
Gulsen Bal, Ali Akay (curator/theoretician, Istafiband Petra Holzer (art critic,
Vienna/lstanbul)

35 people attended.

Sep. 200Bemionauti 1l - produced by Border Crossitgon Gallery, Bologna

| organised a panel on the subject border crogshegomena part of the Border
Crossing’s exhibition. The pattern was to inviteeal artist and theorist to set up a
dialogue with us as the artist/curator.

Speakers:

Alban Muja, Annalisa Cattani, Karl Ingar Rgys, Eddbologni, Helena Blaker and
Zeigam Azizov with contributors including: Amae Asroup (Ferrara), Pierpaolo
Coro e Rita Cannarezza (artists, San Marino), \tedarCiuffi (researcher, Bologna),
Cristina Demaria (semiologist, Bologna), Simoné&alda (artist, Milan), Daria
Filardo (curator, Firenze), Alessandra Galassoatouy Milan), Massimo Marchetti
(curator, Ferrara), Chiara Pergola (artist, Bolggktena Pirazzoli (risearcher,
Bologna), Cesare Pietroiusti (artist, Roma), P&alhatti Bassini (artist, Bergamo),
Marco Vaglieri (artist, Milan).

50 people attended.
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