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Video Sanatinin Onciilerini
Pera Miizesi'nde Konuk
Etmenin Mutlulugu

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

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

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

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

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

The Pleasure of Hosting
Pioneers of Video Art at Pera
Museum

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

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

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

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

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

realizing this exhibition.

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

Salo dels Miralls, Gran Teatre del Liceu, Barselona

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

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

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

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

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

Salé dels Miralls, Gran Teatre del Liceu, Barcelona

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

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

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

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

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

way to a shared terrain for rigorous and innovative discourses.

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

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

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

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

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

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

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

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

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

Foreword
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Curator
University of Salamanca







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

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

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

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

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

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

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

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

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

bir miizisyen olmakla kalmayan, ayni zamanda saygin bir deneysel

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

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

Javier Largen'in izniyle

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

Courtesy of Javier Largen

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

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

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

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

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

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

of establishing a genealogy of the relationship between pop music

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

Yo la tengo, totograf, 2011
Sanatginin izniyle

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

baglantili unsurlari birlestirmistir.

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

E T Y AR A RS

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

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

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

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

Otuzunu Ge¢mis Hi¢ Kimseye

Glivenme, albiim, 2006

David Arranz 6zel koleksiyonu

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







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

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

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

inancimi Sars, video, 1982-84

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

Courtesy of Electronic Arts Intermix (EAI), New York

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

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

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

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

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

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

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

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

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

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

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

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

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

ile merkeziligin rolleri tamamen degismesi gibi bir paradoks var (ki

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

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

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

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

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

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

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

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

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

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




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

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

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

CAPEFALISTS

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

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






1962’de fluxus hareketinin dnde gelen tiyelerinden Philip Corner,
Piano Activities (Piyano Etkinlikleri) baglikli bir performans sirasinda
yaptiklariyla ciddi mizik cevrelerinde biiytik olay yaratmisti. Bu
performans sirasinda Corner bir kuyruklu piyanonun tizerine cikip
onu tekmelemeye basglamis, diger grup tiyeleri de testere, cekic ve
cesitli aletlerle piyanoya saldirmisti. S6z konusu performans, daha
sonra enstrimanlari tahrip etmeyi “yiiksek” sanat alaninda radikal
bir tavir olarak goren kural tanimaz sanatcilarin kimlik igareti haline
gelecek olan “yikim senfonisi’nin katiksiz bir 6rnegiydi. Ne var ki, biri
bu performansi pek de entelektiel diyemeyecegimiz bir amagla da olsa
onlardan beg y1l 6nce gerceklestirmisti: 1957'de, New York, Paramount
Theatre’da gerceklestirilen bir konser sirasinda Jerry Lee Lewis, Chuck
Berry’nin konserinin 6n sanatcisi olarak duyurulmasina tepki olarak
elinde ici benzin dolu bir Coca-Cola sisesiyle sahneye ¢ikmis ve Great
Balls of Fire parcasini icra ederken piyanosunu atese vermigti. Sarki
bittikten sonra Lewis, Berry’ye “Bunu yap da gorelim zenci!” diye
bagirmisti. Her ne kadar bu Lewis’in piyanosunu gercek anlamda
atese verdigi yegane an idiyse de, rivayete gore, séz konusu “eylemi’nin
neden oldugu bu kitlesel katarsisten sonra Lewis konserlerinin ¢ogunu

In 1962 Philip Corner, one of the most prominent members of the
Fluxus movement, caused a great commotion in serious music circles
when during a performance entitled Piano Activities he climbed up onto
a grand piano and began to kick it while other members of the group
attacked it with saws, hammers and all kinds of other implements.

The performance was, indeed, a genuine ‘symphony of destruction,
which became one of the characteristic signs of that irreverent coterie
of artists who regarded destroying instruments as something radical in
the sphere of ‘highbrow’ art. However, five years earlier someone with
few, if any, intellectual aspirations had beat them to it: in 1957, during
a show at the Paramount Theater in New York, Jerry Lee Lewis, in an
act of protest against having been billed as the curtain-raiser for Chuck
Berry, went on stage with a Coca-Cola bottle full of petrol and set fire

to his piano while he was performing Great Balls of Fire. At the end of
the song, he shouted to Berry ‘Follow that, nigger!” Although it seems
that this was the only time that Lewis actually set fire to his piano, the
outcome of the mass catharsis that, according to reports, his ‘action’
caused, led Lewis to end most of his concerts either dancing on his
piano or playing it with his toes.

Jerry Lee Lewis'in Café de Paris'teki
performansi, 10 Haziran 1958, New York
Jerry Lee Lewis performing at the Cafe
de Paris, 10 June 1958, New York
Bettman / Corbis
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Jimi Hendrix'in Monterey Festivali'ndeki
performansi, 18 Haziran 1967

Jimi Hendrix performs at the Monterey
Festival, 18 June 1967

ya piyanosunun iizerinde dans ederek ya da onu ayaklariyla calarak
bitirmeyi adet edinmisgti.

Chuck Berry’nin bu incitici davranigindan dolay1 Jerry Lee Lewis’i
affetmesi uzun zaman almigti. Sahnede bir enstriimani yakma
eylemi, 18 Haziran 1967’de Monterey Pop Festivali'nde baska bir
Afrika kokenli Amerikaliyla, Jimi Hendrix'le zirveye ulasti. Ulkesinde
hentiz taninmayan Seattleli gitarist performansini muhtegem bir
sekilde bitirmisti: Wild Thing’in son akorlarini calarken Stratocaster
gitarini atege vermig ve dniine oturarak ayin yapiyormusg gibi teatral
hareketlerde bulunmustu. Bir stire sonra gitarini tahrip ederek

arta kalanlar da seyirciye firlatmisti... Hendrix’in Monterey’deki
performatif eylemi bitytik ihtimalle fluxus’'un yaptigindan farkly, ilkel
ayinlere benzer bir seydi ama ondan birkac ay sonra, 1966 Eylili'nde
Londra’da diizenlenen DIAS’tan [Destruction in Art Symposium

(Sanat Sempozyumunda Tahribat)] etkilendigini sdyleyen Yeni
Zelandali sanat¢1 Annea Lockwood’un yine Londra’da Strider Dance
Company’den Richard Alston’la birlikte “Piyano Yakma” performansi
gerceklestirerek (ki bundan sonra ¢ok kez piyano yakma performansi
gerceklestirilecekti) Hendrix ve Lee Lewis’in ates gosterileri ile Philip
Corner ve George Maciunas’in Piano Activities’i arasinda bilingli olarak
bir ortaklik kurmasi oldukca dikkat cekici.

OT A LOVE SONG

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

Javier Largen'in izniyle

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

Courtesy of Javier Largen

Apparently it took Chuck Berry a long time to forgive Jerry Lee Lewis
for that insult. Nonetheless, the act of burning an instrument on stage

reached its high point with another Afro-American artist, Jimi Hendrix,
on June 18 1967 at the Monterey Pop Festival. The guitarist from
Seattle, who was still practically unknown in his home country, finished
his performance in a spectacular way: as he was playing the last chords
of Wild Thing he set fire to his Stratocaster and sat down theatrically

in front of it as if enacting a ritual. Moments later, he destroyed it

and threw its remains into the audience... Most probably, Hendrix’s
performative act at Monterey had more to do with some kind of
ancestral rite than with Fluxus, although it is strikingly significant that
only a few months later Annea Lockwood, a New Zealand artist who
declared herself influenced by the DIAS (Destruction in Art Symposium)
organized in London in September 1966, performed Piano Burning in
the same city in collaboration with Richard Alston, of the Strider Dance
Company, which has been the object of several remakes ever since, in
which she deliberately established a confluence between Hendrix and
Lee Lewis’s firework displays and the Piano Activities of Philip Corner
and George Maciunas.




George Maciunas, Dick Higgins, Wolf Vostell, Benjamin Patterson ve Emmett Williams,
1962'de Weisbaden'de gergeklestirilen Fluxus Uluslararasi En Yeni Miizik Festivali'nde
Philip Corner'in Piano Activities (Piyano Etkinlikleri) performansini gergeklestiriyor.
George Maciunas, Dick Higgins, Wolf Vostell, Benjamin Patterson and Emmett Williams
performing Philip Corner's Piano Activities at the Fluxus International Festival

for the Newest Music in Weisbaden, 1962.

Hartmut Rekort
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Rock ve onun fetis enstriimani elektrogitarla ilgili sehir efsaneleri
arasinda 1964 Eyliilii'nde Pete Townshend’in (The Who) Londra'daki
Railway Station’daki bir konser sirasinda kazara yaganan bir olayin
kahramani oldugu bilgisi de yer alir: “Gitar ¢aliyordum, ondan sesler
cikarmakla mesguldtim, derken gitar1 kuliibiin al¢ak tavanina ¢arptim,
sap1 kirildi... On siralarda sanat fakiiltesinden gelen bazi arkadaslarim
vardy, kis kis giilmeye bagladilar... Cok sinirlendim, gitardan kalan
parcalari aldim, yere vurup paraladim, parcalarin iizerinde tepindim...
Sonra on iki telli Rickenbacker’imi aldim ve hi¢bir sey olmamig gibi
calmaya devam ettim... Seyircinin sagkinligi yerini ¢ilginca bir tezahiirata
birakti ve grubun bu marifetinin haberi hizla yayildi, ondan sonra da The
Who’nun konser verdigi her yerde fanlarimiz bizden daha fazla tahribat
istedi” Anlagilan gore Townshend bu istegi karsilamak konusunda
onceleri pek istekli davranmamisg, Keith Moon bazi konserlerin
sonlarinda davul takimini parcalamaya baglayana kadar. Ondan sonra
enstriimanlari, hoperlérleri ve amfileri parcalamak stirekli tekrarlanan
bir eylem haline geldi ve glintimtize kadar devam etti.

Konser sirasinda gitarini parcalayan ilk Townshend miydi? Gérintise
gore hayir. Ondan iki y1l 6nce, Fluxus tarafindan Londra'daki Institue

of Contemprary Arts’'ta (Cagdas Sanat Enstitiisii) diizenlenen Festival of
Misfits (1962) (Uyumsuzlar Festivali) baglikli eylem-miizik etkinliginde
Robin Page isimli bir sanat¢1 Guitar Piece (Gitar Parcasi) baglikli
muhtesem bir performansta Townshend’in hareketinin 6nciligini
yapmusti. Etkinlikte fotograf ¢ekilmemis olsa da Victor Musgrave’in
etkinlige dair tarifi (1972) eylemsel sanatin kolektif imgeleminin bir
parcasini olugturur: “Robin baginda parlak giimts bir migfer, elinde
gitari (...) bir stire bekledi, sonra gitar1 sahnenin zeminine vurmaya,
seyirciye sallamaya basladi ve gitari vura vura koridorda ilerledi,
merdivenlerden indji, sokaga cikti. Yarattigi etki muhtesemdi, seyirci
ayaga kalkti, pesinden sokaga cikt1, Robin ise sokakta kosuyor, neredeyse
parcalara ayrilip dagilmis gitara cilginca vuruyordu. Gece gokytiiziinde
simgekler cakiyordu; o giin Kiiba fiize krizi sirasinda Kennedy ile
Krusgev arasindaki gerginligin kritik bir noktaya ulasarak bitiin diinyay:
endigeye siiriikledigi glindii ayn1 zamanda..” Pete Townshend gitarini
parcaladigi o konserin hemen sonrasinda medyaya Gustav Metzger’in
6zyikim sanatindan etkilendigini belirtmisti. Gustav Metzger, 1959

ile 1962 yillar1 arasinda yayimladigi ve icinde “Ozyikim siirecinin sesi

The apocryphal mythology of rock and its fetish instrument, the
electric guitar, also records that in September 1964 Pete Townshend
(The Who) was the protagonist of an involuntary act during a show at
the Railway Station in London: ‘I was playing my guitar, getting sounds
out of it, and I hit it against the low club ceiling and the neck broke...
There were some of my friends from art school in the front rows and
they began sniggering...I got really mad, picked up what was left of

the guitar, smashed it to pieces and jumped up and down on the bits...
Then I took my twelve-string Rickenbacker and carried on playing as if
nothing had happened..The audience reaction went from amazement
to madness and word spread like wildfire about the band’s feat, so that
whenever The Who played anywhere after that, the fans demanded
more destruction’. Apparently, at first Townshend was reluctant to
comply, until Keith Moon started to smash up his drum kit at the end
of some shows and the destruction of instruments, loudspeakers and
amplifiers became a regular occurrence, which has continued until the
present day.

Was Townshend the first to break his guitar during a show? Apparently
not. Two years earlier, at an action-music event called Festival of
Misfits (1962) organized by Fluxus at the Institute of Contemporary
Arts in London, an artist called Robin Page anticipated Townshend
with a spectacular performance entitled Guitar Piece. Although no
photographs were taken of the event, the description of it by Victor
Musgrave (1972) has come to form part of the collective imaginary

of action art: ‘Wearing a glistening silver helmet and wielding his
guitar (...) Robin waited a few moments before pounding it against

the stage floor and against the audience, along the corridor and down
the stairs into the street. The effect was dramatic; the audience got up
and followed him as he ran along the street delivering frantic blows to
the almost disintegrated guitar. The night sky was full of lightning; it
was the same day on which the entire world was concerned about the
crucial point that had been reached in the tensions between Kennedy
and Khrushchev during the Cuban missile crisis...” Pete Townshend
told the media at that time that he had destroyed his guitar influenced
by the self-destructive art of Gustav Metzger, an artist who had
achieved a certain degree of fame in London’s cultural circles between
1959 and 1962 with the publication of several auto-destructive art
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yiikseltilerek gerceklestirilmesi biittinsel bir yaratim unsuru olabilir”
gibi ifadelerin yer aldig1, “yikim araciligiyla yaraticiliga ulagmayr”
saglayacak araclar konusunu anlatirken de ses, feedback ve elektrigin
kullanimindan séz ettigi cesitli Ozyikimsal Sanat Manifestolari ile

Londra’nin kiiltiir cevrelerinde belli bir s6hret kazanmig bir sanatciydi.

Bir bagka deyigle, The Who'nun yaptig1 sey siddet degil sanatti ve
Townshend de bunu séylerken kendini dogrulamigt; zira Townshend,
Gustav Metzger’in misafir 6gretim tyeligi yaptig1 Ealing Art College’da
okumustu. Metzger miizik ve sanattaki bir¢ok yikim etkinliginin
destekgisiydi ve Pete Townshend’in gitarina 6nce bilingsizce, sonra
diizenli olarak uyguladigi siddetten iki y1l 6nce gerceklestirdigi One for
Violin Solo (Keman Solo i¢in Tek Vurus) ile Violin to be Dragged on the
Street (Sokakta Siiritklemelik Keman) (1961-1975) [Christian Marclay,

Guitar Drag (2000) baslikli video performansinda bu performansa dolayli
olarak atifta bulunur] baghkl performanslariyla taninan Nam June Paik

gibi fluxus sanatcilariyla cagdasti.

manifestos, in which he said things like ‘The amplified sound of the
self-destruction process may be an element of total creation’, and
among the media by which to achieve ‘creation through destruction’
he mentioned the use of sound, feedback and electricity... In other
words, what The Who did was not violence but art, and Townshend
was justified in saying so, since he had studied at the Ealing Art College
where Gustav Metzger had been visiting professor and promoter of a
number of destruction activities in music and the arts, contemporary
with those of other Fluxus artists like Nam June Paik, whose One for
Violin Solo and Violin to be Dragged on the Street (1961-1975) — pointed
indirectly to by Christian Marclay in his video performance entitled
Guitar Drag (2000) - also anticipated by two years Pete Townshend’s
first involuntary and later regular aggression against his guitar.

Gitar Stiriikleme, video, 2000

Sanatg¢inin ve Mudam Luxembourg Musée
d'Art Moderne Grand-Duc Jean'in izniyle
Guitar Drag, video, 2000

Courtesy of the artist and Mudam
Luxembourg Musée d'Art Moderne
Grand-Duc Jean
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Pete Townshend The Who konserinde
gitarini pargalarken, 13 Mart 1967

Pete Townshend smashes his guitar during
a performance by The Who, 13 March 1967
Chris Morphet / Getty Images
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Fluxus ile DIAS'1n, rock’in daha yikici trendleri tizerindeki etkisi
punk’tan Throbbing Gristle ve Einstiirzende Neubauten gibi gruplarin
yaptig1 endistriyel mizige ve fluxus’un parcalarini yeniden kaydeden
Sonic Youth’un ¢aligmalarina kadar ¢esitli hareketlerle yetmisler ve
seksenlerde ve techno noise’un biitiin o varyasyonlariyla (Daniel Alba,
2001; Alberto Flores, 2007) doksanlar ile yeni yiizyilda da devam etti.
Dolayisiyla, altmiglarin baglarinda Destroyed Music (Tahrip Edilmis
Muzik) etkinlik dizisinde plaklar yakan, onlari ¢izen ve kiran fluxus
sanatcisi Milan Knizak (Christian Marclay daha sonra onu taklit
edecekti) ile elektrikli matkap, cimento mikseri, yay ve cekic gibi
alisilmamig “enstriitmanlar”t kullanarak mtziklerinde anlagilmaz, son
derece tuhaf ritmik bir altyap1 olusturan ve bu altyapinin tizerine gitar,

The influence of Fluxus and the DIAS on the more disturbing trends in
rock continued in the seventies and eighties with movements raging
from punk to the industrial music of bands such as Throbbing Gristle
and Einstiirzende Neubauten via the work of Sonic Youth, who re-
recorded pieces by Fluxus, and in the nineties and in the new century
with all the variations of techno noise (Daniel Alba, 2001; Alberto
Flores, 2007). Thus, we may establish clear parallels between Fluxus
artist Milan Knizak (whom Christian Marclay would subsequently
emulate), who at the beginning of the sixties burned, scratched and cut
up vinyl in his Destroyed Music series, and the devastating mise en scéne
by the Berlin band Einstiirzende Neubauten, characterized by the use
of unconventional ‘instruments’ such as electric drills, cement mixers,
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bas ve insan sesiyle yarattigi nihilistik sesler ile devrimci bildirilerden
kalin bir 6rtd 6ren Berlinli grup Einstiirzende Neubauten’in ¢arpici
sahne diizenlemeleri arasinda acikca paralellik kurabilir, Einstiirzende
Neubauten’in sahnede gerceklestirdiklerini Alman sanatg1 Wolf
Vostell'in bi¢imsel ve kavramsal a¢idan benzerlik tagiyan eylemleri ile
bagdastirabilir. Amerikali punk grubu The Plasmatics’in ikonografisi,
yani piyano, televizyon ve arabalari mekanik testereyle parcalamalari
ile Vostell'in efsanelesmis eylemleri arasinda bir yakinlik vardir. Wendy
0. Williams’in liderligindeki grup 1979’da New York, Palladium’da bir
arabay1 havaya u¢curunca medyanin tiim dikkatini tizerine cekmisti.
Sonraki albimleri New Hope for the Wretched’in (1980) kapaginda grup
tiyeleri bir cekicle televizyonlari kirarken ve beyaz egyalari yakarken
gortilmekteydi. Bu albiimde, gitar solonun yerini gitarin bir mekanik
testereyle parcalanma sesinin aldig1 Butcher Baby adli parcalari

yer almaktayd, ki bu parcada yaptiklari Vostell'in keman calarken
yardimcisinin da ayni anda testereyle bir kapiyi kestigi Fandango (1975)
adl calismasini hatirlatir. Ayrica, bu New Yorklu grubun piroteknik

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

Javier Largen'in izniyle

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

Courtesy of Javier Largen

springs and hammers, which contributed to creating an apocalyptical,
utterly bizarre rhythmic base on which guitar, bass and voice wove a
dense mantle of nihilistic sounds and revolutionary proclamations,
which in turn would link with similar actions in terms of form and
concept by their fellow German, Wolf Vostell. Along similar lines, the
iconography of the American punk band The Plasmatics also has points
of contact with Vostell’s legendary actions, namely their destruction

of pianos, television monitors and cars using mechanical saws. The
band, led by Wendy O. Williams, monopolized media attention in

1979 when they blew up a car at the New York Palladium, and on the
cover of their following album, New Hope for the Wretched (1980), they
were seen smashing television sets with a hammer and setting fire to
domestic appliances. This album also includes the song Butcher Baby,
in which the guitar solo is replaced by destruction of the instrument
using a mechanical saw, an act which recalls Vostell’s Fandango (1975),
in which he plays a violin while his assistants cut up a door with a saw.
Furthermore, the New York band’s pyrotechnics and acts of blowing up




Fluxus Sara-Jevo Konseri, 9 Eyliil 1994

Fundacié Pilar i Joan Miré, Ispanya

Concert Fluxus Sara-Jevo, Fundacié Pilar i Joan Miré
in Mallorca, Spain, September 9, 1994

gosterileri ile araba ve televizyonlari havaya ucurma eylemleri,

Ant Farm grubu tiyelerinin bir stadyumda televizyonlardan olusan
bir piramidi atege verip sonra da onlardan arta kalanlarin tizerine
Cadillac siirdtkleri efsanevi Media Burn (1975) (Medya Yanigi) baslikli
calismalarini getiriyor akla.

Ayni sekilde, rock gruplariyla caligmig olan Dan Graham, Tony Oursler,
Tony Conrad ve 6zellikle de Christian Marclay gibi eserleri Marcel
Duchamp ile fluxus ve pop art’1 birbirine baglayan, sonrasinda bunlari
da punk ve The Contortions, Glenn Branca ve Rhys Chatham’in New
York No Wave akimiyla iligkilendiren bir soyagacina ait sanat¢ilarin
calismalarinda fluxus’un etkisi kolayca fark edilebilir. Fluxus ile punk’in
mizah ile yikicihig1 birlestiren bitmek bilmez enerjisi, yas seviyesi
giderek diigen (Claude Lévéque ve Steven Parrino’dan Banks Violette,
Mike Kelley, Raymond Pettibon, Marc Bijl ve Kendell Geers’e kadar)
saylsiz sanatcl tarafindan tekrar tekrar canlandirildi. ispanyol sanatci
grubu Largen & Bread This Is Not a Love Song basgligl ile cesitli video
enstalasyolar gerceklestirdi. Bu enstalasyonlarda grup, belli imgelerden
olusturdugu video montajlariyla fluxus ile DIAS arasindaki ensest
iligkiyi ve Kurt Cobain’in trajik bicimde poptilerlestirdigi Neil Young’'in
“sontip gitmektense yanip kiil olmak daha iyidir” s6ziiniin altina imza
atan ¢ok sayida rock yildizinin 6zyikim arzusunu ve teghirciligini

ifsa etmistir.

cars and television sets bring to my mind the legendary action Media
Burn (1975) by the Ant Farm group of performers, in which they set fire
to a pyramid of television sets piled up in a stadium and then drove a
Cadillac into the remains.

At the same time, it is also easy to detect the influence of Fluxus in
the work of artists who have collaborated with rock bands such as

Dan Graham, Tony Oursler, Tony Conrad and, in particular, Christian
Marclay, whose oeuvre belongs to a genealogy that links Marcel
Duchamp with Fluxus and pop art, subsequently connecting with

the punk and New York no wave of The Contortions, Glenn Branca

and Rhys Chatham. The boundless energy of Fluxus and punk, which
combine humor and subversion, has been reactivated by numerous
artists who are getting younger and younger: from Claude Lévéque and
Steven Parrino to Banks Violette via Mike Kelley, Raymond Pettibon,
Marec Bijl and Kendell Geers. The group of Spanish artists that answer
to the name of Largen & Bread has executed several video installations
entitled This Is Not a Love Song, in which through a video montage of
appropriated images they expose the incestuous relationship between
the rituals of Fluxus and the DIAS and the self-destructive urge and
exhibitionism of so many rock stars who subscribe to Neil Young’s
maxim, tragically popularized by Kurt Cobain: ‘It’s better to burn out
than to fade away’.

Plasmatics, Butcher Baby
LP kapagi, 1980
Plasmatics, Butcher Baby
LP cover, 1980
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David Montgomery

The Who Sell Out, albiim kapagi, 1967
The Who Sell Out, albiim cover, 1967
Track Records

Gerek gitariyla yagadigi olayin yarattigi sok dalgasindan aldigi cesaretle,
gerekse menajeri Kit Lambert'in tegvikiyle Pete Townshend 1965’ten
itibaren The Who'nun miizigini pop art ile iligkilendirmeye baglamst1.
Aslinda pop art sound’u yaratan bizzat Pete Townshend’di. Bu sound’u
cesitli ozelliklerle -feedback, asir1 yiiksek ses ve melodik giirtltd gibi
efektlerle- donatarak duyuldugunda hemen taninacak hale getirmisti.
The Who, tipki The Beatles gibi gortintisiinii degistirmis, mod stili
giysilerini atarak her tiirlii poptiler unsuru yeniden déniigsme sokarak
ve madalyalar, trafik isaretleri, ok isaretleri, iizerlerinde RAF, ingiliz
bayragi, sloganlar bulunan rozetler takarak ve giysilerine Peter Blake,
Jasper Johns ve Robert Indiana gibi pop art sanatcilarinin resimlerini
akla getiren riitbe isaretleri ve yamalar ilistirerek kendi imajlarini
yaratmiglardi. Kisa bir siire sonra The Who'nun bu gorsel tarzi
miizikleri kadar yenilik¢i ve pop art haline geldi. 1967 Kasimr'nda
pivasaya ciktiginda The Who Sell Out albiimii tam bir pop art plagi
olarak kabul edildi. Miizik elestirmeni Nick Cohn, parca aralarina
ilistirilmig reklam parodileri ve grup tiyelerinin hayali reklam
kampanyalari icin poz verdigi (ve ingiliz korsan radyo istasyonlarina
saygilarini sundugu) kapagiyla plagin Andy Warhol ile Robert
Rauschenberg’in eserlerinin mtzikteki karsiligi oldugunu belirtti.

The Who'nun pop art ile iligkisini firsatcilik olarak gorelim veya
gormeyelim, Elvis Presley isimli 21 yasindaki Tupelolu (Mississippi)
gencin RCAden ilk plagini ¢ikarttigr Mart 1956’dan beri rock & roll

ile pop art’in soyagaclarinin birbirine paralel biiyiidiigt bir gercek.
Elvis Presley’nin ilk plagini ¢ikarttigl glinden yalnizca birkac ay sonra,
Atlantik Okyanusuwnun kars: tarafinda Ingiliz sanatci Richard Hamilton,
Elvis’in plak kapaginin boyutlarinda bir resim yapmigti. Resim Just
what is it that makes today’s homes so different, so appealing? (Bugiiniin
evlerini bu denli farkl, bu denli ¢ekici kilan nedir?) baghgini tagiyan
bir kolaj caligmastydi. This is Tomorrow (Yarin Budur) sergisinde
gosterildikten sonra pop art hareketinin temel eseri haline geldi.

0 yil yazdig1 bir mektupta Richard Hamilton pop art’1, “popiiler,
gecici, kolay unutulan, ucuz, topluca iretilen, genc, eglenceli, seksi,
alengirli, bityileyici, karh bir is..” olarak tanimlamisti. Bu sifatlar

ve daha bir¢ogu Elvis’in ilk plagina ve kitle medyasini etkisi altina
almaya baglayan miizige de yakistirilabilirdi. Hamilton’in “bugiintin
evinin bu denli farkl, bu denli ¢ekici kilinmasi”na katkida bulunan

en

Thin way b a oowben’s brgakla,
Dhaltrey rickes apain. Thiske: “Thanks 30 Heine
Hukel Bests every day is o saper day ™.
Thass who know how many beam make five
ot Hloses boams insede and oenide &
eviry opporeaity, Gal gy,

Krplacing the stale smell of exoes with
whe wwpct umell of wooes,
Peter Towmahand, wha, Bl aine ool of on sisrs,
aod it Fsi 1 suisic with Cdodiona,
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Spurred on by both the shock wave generated by the singular incident
with his guitar and by his manager Kit Lambert, as from 1965 Pete
Townshend began systematically to relate the music of The Who

with pop art. Indeed, it was Townshend who had created the pop art
sound, endowing it with a set of characteristics that made it instantly
recognizable, such as effects like feedback, excessive volume and
melodic noise. Visually, like The Beatles, the group moved away from
their initial mod style and created their own image by recycling all
kinds of popular elements and wearing things like medals, traffic signs,
arrows, the badge or roundel of the RAF, the Union Flag, slogans, and
insignias and patches reminiscent of paintings by pop artists such as
Peter Blake, Jasper Johns and Robert Indiana. Before long, the visual
style of The Who had become as innovative and pop art as their music.
When The Who Sell Out was released in November 1967, the album
was hailed as the definitive pop art album. Critic Nick Cohn declared
that the record was the music equivalent of the works of Andy Warhol
and Robert Rauschenberg, with its parodies of commercials inserted
between each track and its characteristic sleeve featuring the members
of the group posing for imaginary advertising campaigns, with which
they also paid homage to British pirate radio stations.

Whether or not we regard The Who's affiliation to pop art as
opportunism, the fact is that the genealogies of rock ‘n’ roll and pop
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kolajinin 6n tarafinda yer alan nesnelerden birinin miizik kaydi
yapmaya ve dinlemeye yarayan bir alet olan teyp olmasi da dikkat
ceken unsurlardan biri. Ondan sonra gorsel sanatlar ile rock arasinda,
imgenin diinyasini etkili bir gekilde yenileyen bir dizi etkilesim

ve miibadele yagsandi. Hamilton'in “Swinging London”in miizik
cevrelerinin miidavimi olmast ve yillar sonra The Beatles ve The Rolling
Stones ile ortak calismalar yapmasi tesadiif degildir, tipki Elvis ve
Chuck Berry gibi isimlerin Peter Blake, Andy Warhol ve Ray Johnson
gibi Ingiliz ve Amerikali pop art sanatcilarinin en gzde konular1 haline
gelmeleri gibi. Mektup sanatrnin (mail art) babasi olarak taninan Ray
Johnson, gelecegin rock kralina ithafen bir caligma gerceklestirmis ilk
sanatci olarak da taninir: Johnson, 1952’de Elvis Presley’nin yer aldig1
kolaj ve manipiile edilmig gazete fotograflar dizisinin ilk 6rneklerini

Bugiiniin evlerini bu denli farkli, bu denli
cazip kilan nedir?, cibachrome, 1956

Just what is it that makes today’s homes so
different, so appealing?, cibachrome, 1956
DACS / AKG Images

art have run astonishingly parallel to each other since March 1956,
when a 21-year-old from Tupelo (Mississippi) called Elvis Presley
released his first record on RCA, which soon climbed high up on the
charts. Only a few months later, on the other side of the Atlantic the
English artist Richard Hamilton executed a small painting that has
practically the same dimensions as the sleeve of Elvis’s record; the work
is a collage entitled Just what is it that makes today’s homes so different,
so appealing? And after having been shown at the This is Tomorrow
exhibition, it became the foundational piece for the pop art movement.
In a letter written that same year, Richard Hamilton defined pop art as
something ‘popular, ephemeral, easily forgotten, cheap, mass-produced,
young, fun, sexy, tricky, full of glamour, good business..’ These epithets
and many more may also certainly be applied to Elvis’s first album
and to the music that began to dominate the mass media; indeed,

it strikes us that one of the objects in the foreground of Hamilton’s
collage that serves to ‘make today’s home so different, so appealing’ is
precisely a tape-recorder to record and listen to music. Since then, the
visual arts and rock have experienced a set of inter-relationships and
exchanges which have effectively renovated the world of the image; it
is no coincidence that Hamilton was a regular at the music venues of
Swinging London and collaborated years later with The Beatles and
The Rolling Stones, just as people like Elvis and Chuck Berry soon
became the favorite subjects for British and American pop artists like
Peter Blake, Andy Warhol and Ray Johnson. The latter — known as

the father of Mail art - is regarded as being the first artist to create a
work in homage to the future King of Rock: in 1956 he produced the
first in a series of collages and manipulated press photographs with
Elvis Presley as protagonist. As regards Warhol, the multiple faces of
Presley (Red Elvis, Elvis 49 Times and Elvis 21 Times, all from October
1962) are together with those of Marilyn Monroe and Warren Beatty,
the first iconographic motifs of celebrities that Warhol adopted for

Jailhouse Rock, yon. Richard Thorpe, miizikal, 1957
Jailhouse Rock, dir. Richard Thorpe, musical, 1957
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iretmisti. Presley’nin coklu ytzleri (hepsi Ekim 1962’de yapilmis

olan Kirmiz Elvis, 49 Tane Elvis ve 21 Tane Elvis) de Marilyn Monroe ve
Warren Beatty’ninkilerle birlikte Warhol'un onun simgesi haline gelen
serigrafi baskilarina uyguladigi séhretlerin ilk ikonografik motifleridir.
Warhol'un sonraki yilki ¢calismasi, Elvis'in kovboy kiyafeti icinde
tabancasini cekmis haldeki goriintisiint (Don Siegel'in 1960’ta cektigi
Flaming Star isimli uzun metrajl filminin bir sahnesinden alinmigti)
cogaltarak gerceklestirdigi calisma, en bagaril eserlerinden biri haline
geldi. Nat Finkelstein'in 1966'da cektigi muhtesem bir fotografta The
Factory’yi ziyarete giden Bob Dylan (oraya bir deneme cekimi icin
gitmisti) “Double Elvis” dizisinin serigrafi baskis1 éniinde Warhol’la
sohbet ederken goriiliiyor. Bilindigi kadariyla, Warhol bu baskiy1 Dylan’a
vermis, o da bir kanepe kargiliginda menajeri Albert Grossman’a
vermis. Bu baski simdi The Museum of Modern Art, New York’ta
(Modern Sanat Miizesi).

Altmiglar bazilarinin “seytanin miizigi” olarak adlandirdigi miizigin
etkisinde yetismis ilk sanatci kusaginin ortaya ¢ikigina tanik oldu.
Avrupa ve Amerika’da da bu yeni hareketin temsilcilerinin ¢esitli
araglarla ortaya koyduklari eserler son derece 6nemliydi. Bu sanatcilar,
rock ile ilintili ikonografik motifleri benimsemis veya seksenlerde
oldugu gibi, LP kapagy, poster, kartpostal, fotograf, tanitim filmi

veya video klip gibi reklam amacl materyallerin {iretiminde rock
gruplariyla calismisti. Rock’1 bir sanat konusu haline getiren bu ilk “pop
dalgasi”nin en inli Amerikali ve Britanyali sanatcilar arasinda Claes
Oldenburg, Roy Lichtenstein, Robert Rauschenberg, Walter de Maria,
Richard Hamilton, David Hockney, Peter Blake, George Segal, John
Baldessari, Ed Ruscha, Robert Stanley ve Derek Boshier gibi isimleri ve
Nam June Paik, Mimmao Rotella, Mario Schifano ve Jeffrey Shaw gibi
diinyanin bagka bolgelerinden gelen sanatgilar sayilabilir.

Mick Jagger, serigrati, 1975 (87/250)
Zoya Miizesi Ozel Koleksiyonu

Mick Jagger, screenprint, 1975 (87/250)
Zoya Museum Private Collection

his emblematic photo silkscreened paintings. The following year, the
multiple images of Elvis dressed as a cowboy, with his revolver drawn
(taken from Don Siegel’s 1960 feature film Flaming Star), became one
of his most successful series. A magnificent photograph taken by Nat
Finkelstein in 1966 shows Bob Dylan visiting The Factory - to pose for
a screen test - chatting with Warhol in front of a screen print from the
Double Elvis series. Apparently, Warhol gave the print to Dylan, who
subsequently gave it to his manager, Albert Grossman, in exchange for
a sofa. The print is now at the Museum of Modern Art, New York.

The sixties saw the emergence of the first generation of artists who
were brought up under the influence of what some people called
‘the devil’s music’, and on both sides of the Atlantic the examples
are more than significant of works, executed in all kinds of media by
representatives of the new movement who adopted iconographical
motifs related to rock or who, as from the eighties, collaborated with
rock bands in the production of promotional material such as LP
sleeves, posters, postcards, photographs, promotional films or video
clips. Among the most famous American and British artists of that first
‘pop wave’ who converted rock into a subject for art we can mention
Claes Oldenburg, Roy Lichtenstein, Robert Rauschenberg, Walter

de Maria, Richard Hamilton, David Hockney, Peter Blake, George
Segal, John Baldessari, Ed Ruscha, Robert Stanley and Derek Boshier,
alongside artists from other parts of the world like Nam June Paik,
Mimmo Rotella, Mario Schifano and Jeffrey Shaw.
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The Beatles'in Sgt. Pepper's Lonely
Hearts Club Band albiim kapagi, 1967
Sleeve of The Beatles'in Sgt. Pepper’s

Lonely Hearts Club Band, 1967
Peter Blake, EMI Records

Egitim sisteminin kendine 6zgii yapisi nedeniyle ézellikle ingiltere’de
altmiglarin ortalarinda, tyeleri sanat fakdiltesinde egitim gérmis muzik
grubu sayisi oldukgea fazla. Bu konuyu Simon Firth (1987) ve Collin
Fallows (2007) derinlemesine incelemislerdir. The Beatles, The Rolling
Stones, The Who, The Animals, The Yardbirds, The Creation, The Pretty
Things, The Kinks, Pink Floyd ve The Bonzo Dog Doo-Dah Band gibi
gruplarin iiyeleri icinde Eduardo Paolozzi, Peter Blake, Derek Boshier,
Allen Jones, Richard Hamilton ve Tom Phillips gibi (ki bu dev bir
buzdaginin yalnizca goriinen kismi) inlii sanatcilarin 6grencisi olmusg
cok sayida isim bulunmaktaydi.

Grup kariyerleri boyunca The Beatles, gerek sosyal anlamda gerekse
miizik calismalarinda gorsel sanatlarla giicli iligkiler gelistirmisti.
Genel olarak bilinenin aksine grubu Londra’nin avangart cevreleriyle
tanigtiran Lennon degil, McCartney idi. McCartney’nin arkadasi sanat
taciri ve galeri sahibi Robert Fraser onu Peter Blake ve Richard Hamilton
gibi sanatcilarla tanigtirmigti ki; daha sonra Blake, Sgt. Pepper’s Lonely
Hearts Club Band’in (1967), Hamilton da The White Album™un (1968)
kapak tasarimlarini yapacakti. O donemlerde Peter Blake gibi tinlii bir
sanat¢inin dinyanin bir numarali pop grubuyla ¢alismasi alisilmamis
bir seydi. isin en ilging yan1 da bu Ingiliz ressam Beatles hayrani degildi:
Caz ve LaVern Baker ve Bo Diddley gibi R&B sanatcilarinin miizigini

ve The Beach Boys veya The Everly Brothers gibi gruplarin tamamen
Amerikan tarzi miziklerini begeniyordu; 1961 ile 1965 yillar1 arasinda
The Everly Brothers'in portrelerini yapmisti. 1962 ile 1968 yillar1
arasinda The Beatles'in resmi lizerinde de ¢aligmis ama caligmasini
tamamlayamamigti. Blake daha sonra The Who'dan Pete Townshend ve
Oasis’ten Paul Weller i¢in plak kapaklari ve reklam triinleri tasarlamus,
ama o zamana kadar plak kapagi tasarimuiyla ilgili profesyonel bir
calismada bulunmamugti. Peter Blake, Blue Note markasinin stilize
tasarimlarina hayrandi ama saykodelik ile asla iligkisi olmamisti ve
LSD’den uzak durmustu. Bu baglamda, Sgt. Pepper’s Lonely Hearts Club
Band’in kapaginda 20. yiizyila damgasini vuran kigilerin imgelerinin
kullanilmast fikrinin ilk Fraser ve McCartney’den ¢iktigi sdylenir.

The Beatles gohretinin dorugundayken Paul McCartney, daha sonra
biyografisini kaleme alan Barry Miles ile birlikte Indica Books &
Gallery’i (1966-1970) kurdu. Indica, sanatcilar, sanat tacirleri ve

In the specific case of the United Kingdom, and by virtue of the particular
way in which the country’s education system works, the number of
groups with members who had studied at art school in the mid-sixties,

a subject that Simon Frith (1987) and Collin Fallows (2007) have
undertaken in depth, was practically limitless. Groups like The Beatles,
The Rolling Stones, The Who, The Animals, The Yardbirds, The Creation,
The Pretty Things, The Kinks, Pink Floyd and The Bonzo Dog Doo-Dah
Band had members who had been pupils of such prominent artists

as Eduardo Paolozzi, Peter Blake, Derek Boshier, Allen Jones, Richard
Hamilton and Tom Phillips, to mention just the tip of a huge iceberg.

Throughout their career as a band, The Beatles developed strong
associations with the visual arts, both socially and through their work.
Contrary to what is generally believed, however, it was McCartney, not
Lennon, who introduced the group into London’s avant-garde circles.
His friend, the art dealer and gallery owner Robert Fraser, made his
acquaintance with artists Peter Blake and Richard Hamilton, who later
created the covers for Sgt. Pepper’s Lonely Hearts Club Band (1967) and
The White Album (1968), respectively. At that time, it was looked upon
as entirely unprecedented that a famous artist like Peter Blake should
work for the world’s number-one pop group. And the curious fact is
that the British painter was not a Beatles fan: he preferred the jazz and
R&B of people like LaVern Baker and Bo Diddley and the genuinely all-
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miizisyenler icin 6nemli bir miibadele noktasiydi. John Lennon ile Yoko
Ono da Ono’nun bir sergisi sirasinda burada tanigmisti. John Lennon
ile Yoko Ono’nun evlilikleri ve ilk yaratici ortak ¢aligmalari, Unfinished
Music No.1: Two Virgins (1968), Unfinished Music No.2: Life with the

Lions (1969), Wedding Album (1969) ve Revolution 9 (White Album,

1968) gibi avangart parcalari ortaya cikardi. Grup tyeleri 6zellikle
White Album’iin kapak tasarimini pop art’in 6ncii isimlerinden Richard
Hamilton’a emanet etmeye karar verdiler. Hamilton, Sgt. Pepper’s

Lonely Hearts Club Band ve Magical Mystery Tour'un (ikisi de 1967'de
piyasaya ¢ikmisti) saykodelik barok tarzindan uzaklagmak icin o donem

American music of The Beach Boys or The Everly Brothers, of whom he
had painted portraits between 1961 and 1965; although between 1962
and 1968 he also worked on a painting of The Beatles, which he never
finished. He eventually designed record sleeves and merchandising

for Pete Townshend, Paul Weller, The Who and Oasis, but until that
moment Peter Blake had never devoted himself professionally to sleeve
design. He admired the stylized designs of the Blue Note label, though
he never related to psychedelia and he shunned LSD. In this context, it
has been said that it was initially Fraser and McCartney who conceived
the idea for the sleeve of Sgt. Pepper’s Lonely Hearts Club Band as a




pop art’a alternatif olarak ortaya ¢ikan minimalizm ile kavramsal
sanata goz kirpan bir kapak tasarladi. Grup adinin kabartma yaziyla,
gelisigiizel basilmig ve her kapag farkli kilan bir seri numarasinin
hemen yaninda adeta gizlenmis sekilde yer aldigy, tertemiz beyaz bir
kartondan ibaret basit ve saf bir kapakt1 bu. Bagka bir deyisle kapagin
tasariminda, diinyanin en iinli miizik grubunu tanitmak igin belirsizlik
ve gizlilik, sanatsal amaclara ulagmak i¢in de formaliteden uzak

bir anlayis ve toplu tiretim hedeflenmisti. I¢ kapakta ise én kapagin
yalinlhigini telafi etmek amaciyla grubun dért iiyesinin muhtesem

bir foto-kolaj1 yer almaktaydi. Ayni y1l, polisin Robert Fraser’in evini
basip Mick Jagger ile ikisini uyusturucu bulundurmaktan tutukladig
haberinin yer aldig1 bir gazetede ¢ikan ve Robert Fraser ile Mick Jagger’i
birbirine kelepcelenmis halde gésteren fotografi Hamilton, Swingeing
London (1968-1969) baglikli o inlii kolaj ve yagliboya tablo dizisine
doniistiirdii. Hamilton, bu tutuklamaya duydugu 6fkeyi (Robert Fraser
aylarca stiren tutukluluk stirecinde galerisini kapatmak zorunda
kalmisgti) en nli eserlerinden birine doniisttirerek acikca dile getirdigi
sanat ile hayat iligkilendirme gayesini hayata gecirmisti. Bu eser ve
John Lennon ile Yoko Ono’nun Two Virgins adli albiimlerinin kapagi
icin ¢iplak poz verdikleri fotograflar, altmislardaki sanat ile pop miizik
arasindaki yakin iligkiyi sembolize eden gliniimiize ulagmigs en 6nemli
imgelerden ikisidir.

Swingeing London 67, karigik teknik, 1968-69
Swingeing London 67, mixed media, 1968-69
Tate London

Swingeing London basgligi hem 1960'larin sonunda Londra ile 6zdeslestirilen
popiiler tanim “Swinging City" (hareketli ve hip sehir)'ye referans veriyor,

hem de Mick Jagger ve Robert Fraser'in tutuklanmasi lizerine hakimin kararini
acikladigi ciimleye géndermede bulunuyor: "Bazen 'hasin’ (swingeing) bir ceza
caydirici bir unsur olabilir."

The title Swingeing London combines a reference to late 1960s London's
popular designation as "The Swinging City" with a reported statement by the
judge presiding over the hearing of Mick Jagger and Robert Fraser that,

"There are times when a swingeing (severe) sentence can act as a deterrent.”

gallery of figures who had marked the twentieth century.

When The Beatles were at the height of their fame, Paul McCartney
and his future biographer, Barry Miles, set up Indica Books & Gallery
(1966-1970). Indica was a major exchange point for artists, dealers and
musicians and it was here that John Lennon met Yoko Ono during an
exhibition by the latter. The marriage and first creative collaborations
between John Lennon and Yoko Ono gave rise to the avant-garde

pieces Unfinished Music No. 1: Two Virgins (1968), Unfinished Music

No. 2: Life with the Lions (1969) and Wedding Album (1969), as well as
the song Revolution 9 (White Album, 1968). Precisely for this LP they
decided to entrust the sleeve design to another pioneer of Pop Art,
Richard Hamilton, who in order to break away from the psychedelic
baroque style of Sgt. Pepper’s and Magical Mystery Tour, both from

1967, conceived a cover that makes a conspiratorial wink towards
minimalism and conceptualism, which were emerging at that time

as an alternative to pop art. Something as simple and pure as an
immaculate white cardboard with the name of the band in relief, almost
camouflaged, next to the randomly placed serial number, which made
each cover different. In other words: ambiguity and secrecy to promote
the world’s most famous band and a sense of informality and mass
production to achieve artistic goals. As compensation, the inside sleeve
features a fantastic photographic collage of the band’s four members.
That same year a press photograph of Robert Fraser handcuffed to Mick
Jagger, after they had both been arrested for drug possession after the
police had raided Fraser’s home, was transformed by Hamilton into the
famous collage and oil series Swingeing London (1968-1969). As fruit
of his declared intention to link art with life, Hamilton transformed his
indignation for the arrest (Robert Fraser had to close his gallery during
the months he spent in prison) into one of his most celebrated series.
This work and the portrait of John Lennon and Yoko Ono in the nude,
for the cover of their album Two Virgins, are two of the major images

to have survived from the sixties that symbolize the close relationship
then existing between art and pop.
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Andy Warhol portresi, fotograf, 1967

The Velvet Underground & Nico albiimiinden
Ozel koleksiyon

The portrait of Andy Warhol, photograph, 1967
From The Velvet Underground & Nico album
Private collection

Andy Warhol ve The Velvet Underground’in iki yil stiren ortakliginin
avangart sanat ile rock mizik arasindaki iligkiyi iyice belirginlegtirdigini
artik bir¢ok yazar kabul ediyor. Stephen Shore, Billy Name ve Nat
Filkenstein gibi Warhol'un cevresinden fotografcilarin caligmalarindan
da anlagildig tizere, altmiglarin ortalarinda Warhol’'un The Factory
adiyla bilinen stiidyosu New York yeralti kiiltiirtiniin merkez issii
halindeydi. The Factory’de ¢ok farkl diinyalar bir araya gelmisti, oyle

ki miizik elestirmeni Mary Harron’in (1980, 2003) da dedigi gibi,
“Warhol ile The Velvet Underground’in bir araya gelmesi ka¢inilmazdi”
Aslinda Warhol'u, deneysel enstriimantasyon, kakofonik giirtilti ve
New York’un arka sokaklarinda yasanan hayatin en sefil yanlarini tasvir
eden sozlerin ctiretkar bir bigimde bir araya getirilerek olusturulmus
bir miizik tarzina sahip bu grupla tanigtiran asistani Gerard Malanga
idi. The Velvet Underground’in miizigi, donemin hippi jenerasyonunda
belirgin olan ve 1965 ile 1970 yillari arasinda Rick Griffin, Wes Wilson,
Martin Sharpe ve Victor Moscoso gibi eserleri kendi bagina bir sanat
tiirt haline gelen cizerlerin tasarladigl ylzlerce saykodelik LP kapagin
ve posterin o naif ¢icek giicii estetiginde ifade edilen pastoral kagisla
taban tabana zitt1.

“Miizisyen olmayan” Andy Warhol'un The Velvet Underground’in
calismalarinda nasil bir rol oynadigi konusunda ¢ok sayida

tartisma yasandi. Yalnizca Andy Warhol'un grubu gorsel-isitsel
happening’lerinde kullanmis olmasi degil, ayni zamanda grubun

ilk albiimlerinin prodiktorligiinii yapmisg ve bircok kisinin gelmig
gecmis en etkileyici rock & roll eseri olarak kabul ettigi bu albimtin
(o donemlerde hi¢ dikkat cekmemisti) o efsanevi kapagini tasarlamis
olmasi da bu tartigmalari alevlendirmisti. Grup tyelerinin, izerinde
yalnizca Warhol imzasini tagiyan “soyulmamig” bir muz resmi
bulundugu i¢in “muz albimi” olarak taninan bu albiimiin kapaginda
grubun, isminin yer almamasini kabul etmig olmalari 6zellikle
ilginctir. Ticari amagli grafik tasarimlarinda o giine kadar boyle bir
sey hi¢c duyulmamisgti; bu tasarim, dénemin miizik sevdalilarinin

bu albiimii bir rock grubunun eseri olarak degil de Warhol'un o civil
cvil eserlerinden biri olarak gorecegi anlamina geliyordu. Gergekten
de, tipki albiim kapaginda oldugu gibi, Andy Warhol, Up-Tight (1965-
1966) (Andy Warhol, Gergin) ve Andy Warhol’s Exploding Plastic
Inevitable (1966-1967) (Andy Warhol'un Kag¢inilmaz Patlayan Plastigi)

Many authors now admit that the two-year association between

Andy Warhol and The Velvet Underground significantly determined
the relationship between avant-garde art and rock music. By the
mid-sixties, the artists’ studio known, as The Factory had become the
epicenter of New York underground culture, as we see in the pictures by
photographers linked to Warhol’s circle such as Stephen Shore,

Billy Name and Nat Filkenstein. So many different worlds converged at
The Factory that, as music critic Mary Harron (1980, 2003) comments,
‘it was inevitable that Warhol and The Velvet Underground would
meet’. Apparently it was Warhol’s personal assistant, Gerard Malanga,
who put the artist in contact with the band, whose music was a daring
combination of experimental instrumentation, cacophonous noise
and lyrics about the most sordid aspects of life in New York’s back
streets, which radically contrasted with the bucolic escapism of the
contemporary hippie generation; also expressed through naive flower-
power aesthetics on hundreds of psychedelic LP sleeves and posters
designed between 1965 and 1970 by illustrators like Rick Griffin,

Wes Wilson, Martin Sharpe and Victor Moscoso, whose work became
an art genre in its own right.

Much controversy has arisen over the true role that the ‘non-musician’

Andy Warhol played in the work of The Velvet Underground. Not only

because he used the band in his audio-visual happenings but also

because he produced their first album and created its legendary sleeve,

regarded by many as one of the most influential rock ‘n’ roll recordings 43
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basliklariyla duyurulan ilk ortak happening’lerinin hicbir tanitiminda
grubun ismi yer almamisti. 1966 Haziranrnda New York’taki The
Dom’da ve Chicago’daki Poor Richard’s'da asilan afiglerde gosterilerin
duyurusu su sekilde yapilmigti: “The Silver Dream Factory Sunar (istte,
biiylik harflerle yazilmigt1): Andy Warhol ve onun Kacinilmaz Patlayan
Plastik Gosterisi,” altta, kii¢iik harflerle “The Velvet Underground,
Nico-Pop Girl 66’ ile birlikte”. Nico isminin afiglerde ayrica belirtilmesi
sasirtic1 degildi ¢linkii , gruba bu gizemli kalin sesli Alman model

ve oyuncuyu ekleyen de Warhol'du. Grup tyeleri, hayaleti andiran
gorlinlisti nedeniyle onu bir siis gibi gordiikleri igin Nico’yu dnce
aralarina almakta tereddit etmiglerdi. Ne var ki, Lou Reed grubun
vokalisti olmay: siirdtirse de, alblimdeki en iyi ti¢ parcayi (All Tomorrow’s
Parties, I'll Be Your Mirror ve Femme Fatale) Nico seslendirmisti. Biitiin
bunlarin albiimiin ticari bagarisizliginda kuskusuz etkisi olmustu,

en azindan ilk versiyonunda, The Velvet Underground & Nico’nun

Lou Reed ile John Cale’in kurdugu bir rock grubundan ¢cok Warhol’'un
kiiresel sanat projesi oldugu da aciga ¢ikmigti.

Warhol, New York’un avangart mizik sahnesine yabanci degildi. Daha o
donemlerde La Monte Young ve Marian Zazeela gibi bircok miizisyenle
dostluk kurmustu. Marian Zazeela daha sonra, John Cale The Velvet

“Kaginilmaz Patlayan Plastik” posteri, 1966
"Exploding Plastic Inevitable” poster, 1966

of all time, even though at the time it passed by sadly unnoticed.

What is particularly striking is the fact that the band accepted their
name not to appear on the sleeve of the record, popularly known as

the ‘banana album’; on which there is significantly no reference to

The Velvet Underground; instead we see a ‘peel-able’ banana signed

by Warhol himself. This was something hitherto unheard-of in
commercial graphic design, which suggests that music lovers at the
time would have seen the record as another of Warhol’s extravaganzas
rather than a recording by a rock band. Indeed, just as on the album
cover, the name of the band appeared nowhere in the publicity for the
first joint happenings, announced as Andy Warhol, Up-Tight (1965-
1966) and Andy Warhol’s Exploding Plastic Inevitable (E.P.1. 1966-1967).
On the posters announcing the shows at The Dom in New York and
Poor Richard’s in Chicago in June 1966, information about the event
appeared as follows: ‘The Silver Dream Factory Presents’ (above in big
letters): ‘Andy Warhol and his Exploding Plastic Inevitable Show’, (below
in smaller letters): ‘featuring The New Sound of The Velvet Underground
with Nico-Pop Girl of 66”. The singular allusion to Nico need not surprise
us, since it was also Warhol who added this mysterious deep-voiced
German model and actress to the existing quartet, who were somewhat
reluctant to accept her since they regarded her ghostly presence as
merely ornamental. However, although Lou Reed continued to be the
lead vocalist, it was Nico who sang three of the best songs on the album:
All Tomorrow’s Parties, I'll Be Your Mirror and Femme Fatale. All this
undoubtedly made a decisive contribution to the record’s commercial
failure, while revealing also that at least in its initial version, The Velvet
Underground & Nico was a global artistic project by Warhol rather than
the rock band founded by Lou Reed and John Cale.

Warhol was no stranger to the New York avant-garde music scene. He
had already made friends with a number of musicians like La Monte
Young and Marian Zazeela, who in turn had worked with John Cale
before the latter joined The Velvets. Furthermore, today we know that
in 1963 Warhol was on the point of forming an experimental rock
band with Claes and Patti Oldenburg, which would also include Lucas
Samaras, Larry Poons, Walter De Maria, La Monte Young and Jasper
Johns. However, disagreements between Young and Claes Oldenburg
put paid to the project. Even so, Warhol joined forces again with Young




Andy Warhol the Velvet Underground ve Nico ile
Ozel koleksiyon

Andy Warhol with the Velvet Underground and Nico
Private collection

45



A Symphony Of Souno




The Velvet Underground & Nico,
Albiim kapagi, 1967

The Velvet Underground & Nico,
Album cover, 1967

Underground’a katilmadan 6nce onunla birlikte calismisti. Ayrica
bugiin, 1963 yilinda Warhol’un Claes ve Patti Oldenburg ile deneysel
bir rock grubu (ki grupta ayrica Lucas Samaras, Larry Poons, Walter de
Maria, La Monte Young ve Jasper Johns’un olmasi da kararlastirilmigti)
kurma agamasina geldigini de biliniyor. Ne var ki, Young ile Claes
Oldenburg arasinda yasanan anlagmazliklar bu projeye mal olmustu.
Buna ragmen Warhol 1964’te ikincisi diizenlenen New York Film
Festivali icin Young ile tekrar giic birligi yapti; Festivalde Warhol,
Young’in miizigi esliginde dort projeksiyonla bir enstalasyon sundu.
Warhol, La Monte Young’in minimalist stratejilerinden esinlenerek Eat,
Sleep (1963), Kiss (1963-1964) ve Haircut'in (1963) imgelerini kullanarak
bir dongt (loop) meydana getirmisti ki bu tarz Young’in miiziginin
tekrarli yapisina bire bir uymustu. Ocak 1966’da Andy Warhol, The
Velvet Underground ile birlikte 66 dakikalik bir film ¢ekti; filmin
provasini The Factory’de yapmiglardi. Film temelde tek sekanslik bir
filmdi; ¢ok sayida zoom yapilarak gerceklestirilen filmin ¢ekimlerinde
grubun dort tiyesi Nico ve perkiisyonda yer alan Nico'nun oglu Ari ile
birlikte dogaclama yaparken goriintiilenmisti. Filmin sonunda polis
gelir ve konser yarida kalir. Film Exploding Plastic Inevitable (E.P.1.)
(Kaginilmaz Plastik Patlamasi) etkinliklerinde oynatilmak tizere
yapilmisty; ayrica, John Cale’in Warhol'un The Velvet Underground

ile ilgili son derece dahiyane buldugu fikirlerinden birine de hizmet
etmekteydi, yani gruba “sahnede prova yaptirma fikrine, ¢linkd en iyi
miizik daima provalar sirasinda ortaya ¢ikar”di (Victor Bockris, 1983).

S6z konusu etkinligin ilk gosterimi 1966 baharinda, East Village’in
sosyal mekanlarindan biri olan The Dom’da gerceklestirilmisti.
Etkinligin Village Voice’ta yayimlanan tanitiminda “Dans etmeye ve
E.PI ile ¢cildirmaya hazir misin?” sorusu sorulduktan sonra sunlar
vaat ediliyordu: “Canli: miizik, dans, ultra soundlar, gérsel sov, 151k
gosterileri, yiyecek, sohretler ve filmler: HEPSI AYNI MEKANDA

VE AYNI ZAMANDA”. Bes film ve bes renkli slayt projektorii The
Factory’den The Domva taginmigti. Gosterilen filmler arasinda Vinyl
(1965), Blow Job (1964), Couch (1964), Mario Banana (1964) ve More
Milk, Ivette (1965) gibi Warhol’un en kigkirtici caligmalari yer aliyordu.
Deneme cekimleri (Warhol'un Malanga, Woronov, Ingrid Superstar,
Ronnie Cutrone, Mario Montez ve The Velvet Underground’in tyeleri
gibi The Factory’nin mtdavimi olan siiperstarlarini ve diger kisileri

Loop, The Velvet Underground'un Andy Warhol tarafindan tasarlanan Aspen
dergisinde yer alan ilk kaydi, 1966

The Velvet Underground: A Symphony of Sound (Bootleg) albiim kapagi,
fotograf: Stephen Shore, 1966

Noise, The Velvet Underground single'l (karton diskte Lou Reed'in fotograti yer
aliyor), 1967

Andy Warhol'un ilk defa Poor Richard's Chicago'da gergeklesen Kaginilmaz
Patlayan Plastik posteri

David Arranz 6zel koleksiyonu
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in 1964 on the occasion of the second annual New York Film Festival, at
which he presented an installation with four projections to accompany
the music. Inspired by La Monte Young’s minimalist strategies, Warhol
created a loop with images of Eat, Sleep (1963), Kiss (1963-1964) and
Haircut (1963), which fitted the composer’s repetitive structures like a
glove. In January 1966 Andy Warhol shot a 66-minute film with The
Velvet Underground, for which they rehearsed at The Factory. The film
is basically a single sequence with abundant use of the zoom showing
the four members of the band improvising, accompanied by Nico

and her son Ari on percussion; at the end of the film, the concert is
interrupted by the arrival of the police. The film was made to be shown
at the E.P.I. shows, though it also has to do with one of what John Cale
regarded as Warhol’s most brilliant ideas regarding The Velvets: namely
that the group ‘should rehearse on stage, because the best music always
came out during rehearsals’ (Victor Bockris, 1983).

The definitive show was premiered in the spring of 1966 at The Dom,
an East Village social venue. The corresponding ad published in the
Village Voice posed the following question: “Are you prepared to dance

and freak out with Exploding Plastic Inevitable?” And it promised: “Live:

music, dance, ultrasounds, visual show, light shows, food, celebrities
and movies: ALL IN THE SAME PLACE AT THE SAME TIME”. Five film
and five color-slide projectors were transported from The Factory to
The Dom. The films included some of Warhol’s most provocative, like

Loop, tirst recording of The Velvet Underground, included in issue no. 3 of the
magazine Aspen, 1966 (issue designed by Andy Warhol)

LP sleeve for The Velvet Underground: A Symphony of Sound (Bootleg), with a
photo by Stephen Shore, 1966

Noise, single by The Velvet Underground (cardboard picture disc featuring

Lou Reed's face), 1967

Poster advertising the first Andy Warhol's Exploding Plastic Inevitable happening
at Poor Richard's, Chicago

Private collection of David Arranz
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kaydederek gerceklestirdigi, bu kisilerin gorsel-isitsel “portre”leriydi
bunlar) The Velvet Underground’1 prova yaparken gosteren kliplerle
birlikte gosteriliyor, flm, grup calmaya basladigi sirada sahnenin
arkasina, hatta seyircilerin tizerine ve yan duvarlara ¢oklu ekran
formatinda yansitiliyordu. Sesler, cakan 1siklar ve hareket halindeki
imgelerden olusan karigim, yan duvarlara yansitilan sado-mazosist ve
bariz pornografik sahnelerle ve Heroin ve Venus in Furs gibi parcalarin
“belirsiz” sozleriyle birlegip grubun “atonal dogaglamalar1”yla karigarak
konseri, Bockris ve Malanga’'nin yillar sonra (1983) tanimladig gibi,
surata inen gorsel-isitsel bir tokada dontistiirmekteydi.

Warhol ile 1966’da ortak calismalara baglayan film yonetmeni Ronald
Nameth, kamerasiyla o happening’lerden birini (Chicago’daki Poor
Richard’s'ta gerceklestirilen) kaydetmis (o happening’lerden giiniimtze
kalan az sayida sesli ve goriintiilii belgelerden biri) ve ondan sonra bu
filmi diinyanin ¢esitli mtzelerinde multimedya enstalasyonlari halinde
sunmustu. John Cage ile Illinois Universitesi’nde cesitli multimedya
deneyleri tizerinde ¢alistiktan sonra Nameth, Cage’e bu filmi renkli
1siklar, film projeksiyonlari ve The Velvet Underground’in kararsiz
(cogunlukla da tehditkar) sounduyla dans pistinde kivrilip biikiilen
insanlarin fiziksel yogunluklarinin bir arada yarattigi biiytleyici
saykodelik kombinasyonu yansitacak gorsel-isitsel bir “deneyim”e
dontstlirmeyi teklif etti.

Lou Reed, Transformer, albiim kapak fotografi, 1972
Lou Reed, Transformer, album cover photograph, 1972
Mick Rock, RCA Records

Vinyl (1965), Blow Job (1964), Couch (1964), Mario Banana (1964) and
More Milk, Ivette (1965). Screen Tests (the audio-visual ‘portraits’ Warhol
made of his superstars and other people who frequented The Factory,
like Malanga, Woronov, Ingrid Superstar, Ronnie Cutrone, Mario
Montez and the members of The Velvet Underground) were shown,
together with clips of the band rehearsing. The films were projected in
multi-screen format behind the band as they played, as well as on the
audience themselves and on the sidewalls. The amalgam of sounds,
strobe lights and moving images combined with both sadomasochistic
and blatantly pornographic scenes projected onto the side-walls,
together with the lyrics of such ‘dark’ songs as Heroin and Venus in Furs,
mixed with the band’s ‘atonal improvisations’, made the show an audio-
visual slap in the face, as Bockris and Malanga (1983) recall.

Film director Ronald Nameth, who began to collaborate with Warhol
in 1966, managed to capture with his camera one of the few surviving
audio-visual documents of those happenings (specifically the one
held at Poor Richard’s in Chicago) and since then he has transformed
it regularly into multimedia installations exhibited in museums all
over the world. Nameth, who had already worked with John Cage on
several multimedia experiments at Illinois University, had proposed

to convert this film into an audio-visual ‘experience’ that would reflect
the dazzling psychedelic combination of colored lights, film projections
and the physical intensity of figures twisting and turning on the dance
floor to the fluctuating - and often menacing - sound of The Velvet
Underground.




The Velvet Underground: A Symphony of Sound
(Bootleg), albiim kapak fotograti, 1966

LP sleeve for The Velvet Underground:

A Symphony of Sound (Bootleg), 1966

Stephen Shore, World Youth Records
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Warhol ile Nameth, rock, film ve performansi birlestiren saykodelik
happening’lerle deneysel ¢alismalar yaptigi siralarda video sanatinin
onciileri Nam June Paik, Stephen Beck, Eric Siegel ve Steina Vasulka'nin
ayni konularda deneyler yapmig olmast ilgingtir. Pop mtizikle
dogrudan iligkileri ve mizik video estetigine zaman iginde yaptigi
etkiler nedeniyle Beatles Electroniques (1969) ve Global Groove (1973)
caligmalarini Nam June Paik’in altmiglarin sonlari ile yetmigli yillardaki
{iretiminin en énemli érnekleri olarak goriilebilir. ilki (Jud Yalkut ile
birlikte tirettigi), estetik acidan, Vostell veya bizzat Paik gibi sanat¢ilarin
televizyonun yaratilmasinda katkida bulunan medya ikonlarina

karg1 agresif, biiyli bozucu bir tavir sergiledikleri video sanatinin ilk
donemlerine ait siyah beyaz ve renkli ¢ekilmis ti¢ dakikalik bir parca. Bu
videoda Paik, Beatles’in televizyonda gosterilen performanslarini alip
onlari goriint ve ses olarak agresif bir yapisékiim siirecine tabi tutar.
Bu videonun biilyii bozucu yoni, grubun dagildigi doneme rastgelmis
olmast (grup tyeleri bu videodan iki ay sonra grubun dagildigini

resmi bir duyuruyla aciklamiglardi) dolayisiyla daha da 6nem kazanir.
Beatles Electroniques’te Paik elektromanyetik araclar kullanarak grubun
fotograflar tizerinde dogaglama tahribatlar (distortion) gerceklestirir ve
grup Uyelerinin yiizleri yavag yavas silinerek katot dokunun arkasinda
kaybolur. Biitlin bunlar olurken, orijinal parca besteci Ken Werner’in
rastgele segilen sesleri bir sintisayzir yardimiyla tahrip edip kolajlayarak
ortaya ¢ikardig Four Loops baglikl bir elektronik miizik parcasiyla
birlikte ¢alinarak Beatles'in miizigi “bozulur.” Dort yil sonra Nam June
Paik (John Godfrey ile birlikte) en etkileyici eserlerinden biri olan Global
Groove'u ortaya ¢ikarir. Global Groove, donemin televizyon formatlariin
dilinin yapisini etkili bigcimde ayristirarak video sanatinda bir kilometre
tast haline gelen bir “gorsel-isitsel pastis”ti. Global Groove, (MTV’nin

ilk donemlerinde son derece karakteristik bir davranig olan) zapping,
kiiresellegme ve genel medya doygunlugu gibi kavramlari 6ngoriir.

Pop haliisinasyonunda tipik bir estetik uygulayan Paik, videoda rock
dansini (video Detroit Wheels’in Devil With a Blue Dress’i esliginde
unutulmaz bir sahneyle baglar), Japon reklamlarini, John Cage, Merce
Cunningham ve Allen Ginsberg’iin performanslarini, geleneksel Kore
danslarini, Bagkan Nixon’'in bozulmus gortntilerini ve Charlotte
Moorman'in TV Cello’yu ¢alarken goriintiisiini karigtirarak verir.
Bagliktaki “Global” terimi dogrudan McLuhan’in Global Village'ina

bir géndermedir ve biitlin iilkelerin kablolu televizyonla birbirine

Charlotte Moorman Nam June Paik'in

TV Cello enstlasyonunu ¢aliyor, fotograf, 1971
Charlotte Moorman performing on Nam June
Paik's TV Cello installation, photograph, 1971
Bonino Gallery, New York

It is interesting to note that while Warhol and Nameth were
experimenting with psychedelic happenings that combined rock, film
and performance, the video art pioneers Nam June Paik, Stephen Beck,
Eric Siegel and Steina Vasulka were researching in a similar direction.
By virtue of their specific links to pop music and their a posteriori
influence on music video aesthetics, I regard Beatles Electroniques
(1969) and Global Groove (1973) as the two most significant examples of
Nam June Paik’s vast output at the turn of the sixties and seventies. The
first (produced in collaboration with Jud Yalkut) is a three-minute piece,
in black and white and color - that responds aesthetically to this initial
era of video art in which artists like Vostell or Paik himself revealed an
aggressive, demystifying attitude to the media icons that television had
contributed to creating. In this video, Paik takes Beatles’ performances
shown on television and subjects them to an aggressive deconstruction
process of both image and sound. The demystifying aspect of this
video acquires even more significance in that it coincided in time

with the demise of the band, as they made the official announcement
that they had split up only a few months later. In Beatles Electroniques,
Paik improvises distortions of the pictures of the group by using
electromagnetic media, until their faces disappear beneath the cathode
texture; at the same time, the music is ‘corrupted’ by juxtaposing the
original song and an electronic piece entitled Four Loops created by
composer Ken Werner on the basis of a collage of random sounds
distorted by a synthesizer. Four years later, Nam June Paik - in
collaboration with John Godftrey - presented one of his most influential
works, Global Groove, an ‘audio-visual pastiche’ which effectively
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baglandiginda olacaklari 6ngoriir. “Groove” teriminin ise o dénemlerde
daha ¢ok caz ve soul ile baglantili acik miizikal yan anlamlari vardir.
Jean-Paul Fargier’in gerceklestirdigi bir soyleside Paik, New York caz
miizisyenlerinin kullandig1 “Groove” terimini “cazi uyusturucu kullanir
gibi kullananlarin duyularinin koéreldigine isaret etmek icin” sectigini
belirtir (Jean-Paul Fargier, 1986). Dolayisiyla video sanatinin miizikal
kokleri Paik’in kurucu nitelikteki eserlerinde acikca goriiltr.

1970te, Nam June Paik, Paik-Abe Video Sintisayzir'ini gelistirirken, ayni
tarihlerde Stephen Beck benzer ozelliklere sahip bir video islemci olan
ve saykodelik ton ve formlarda miizik tireten (Illuminated Music, 1973)
Dogrudan Video Sintisayzir1 gelistirmekteydi. Daha iki y1l 6nce Eric
Siegel, Elektronik Video Sintisayzir gelistirmis, onunla kendine 6zg{,
hissedilir derecede saykodelik su ti¢ miizik videosunu (bu ¢aligmalar
tanimlamak icin Psychedelevisyon terimini Gretmisti) yapmigti:
Beatles’in ayni adli parcasindan yola ¢ikarak hazirladigi Tomorrow
Never Knows, Rimski-Korsakov'un miizigi esliginde Albert Einstein’in
renklendirilmis ve islenmis bir fotografinin goriintiisiiniin yer aldig
Einstine ve uzay cisimlerinin Caykovski'nin miizigiyle ahenk icinde
spiraller halinde déndiigi soyut bir kompozisyon olan Symphony of the
Planets (Gezegenlerin Senfonisi). Video sanati ile saykodeli arasindaki
bag, 1967 ile 1968 yillar1 arasinda kavramsal sanatci Yayoi Kusama’nin
gerceklestirdigi bir dizi video performansinda da son derece masumane
ve etkili bicimde yansitilmigti. Bu performanslarin icinde, Jud Yalkut
ile gerceklestirdigi ve 1968'de Belgian International Experimental

Film Competition'da (Belgika Uluslararasi Deneysel Film Yarigmas)
birincilik 6diilii alan Self-Obliteration (Ozyikim) ile 1968’de Kusama’'nin
Central Park’ta diizenledigi kitlesel bir happening’de ¢ektigi Love in
Festival (Festivalde Agk) 6zellikle kayda degerdir.

deconstructs the language of television formats of the time, thereby
becoming a landmark in video art. Global Groove forecasts concepts like
zapping (so characteristic of the initial period of MTV), globalization
and the overall saturation of the media. Applying an aesthetics typical
of a pop hallucination, Paik mixes rock dancing - the video starts off
unforgettably with Devil With a Blue Dress by the Detroit Wheels -,
Japanese commercials, performances by John Cage, Merce Cunningham
and Allen Ginsberg, Korean traditional dances, distorted images of
President Nixon and the emblematic image of Charlotte Moorman
playing her TV Cello. The term ‘Global’ in the title alludes directly to
McLuhan’s Global Village and anticipates what would later happen when
all the countries in the world would be connected to each other by cable
television, while the term ‘Groove’ has clear musical connotations then
linked above all to jazz and soul. In an interview with Jean-Paul Fargier,
Paik explains that he had chosen the term ‘Groove’, used by New York
jazz musicians to ‘denote the way the senses are blunted of those who
abuse jazz as if it were a drug’ (Jean-Paul Fargier, 1986). The musical
roots of video art were therefore clearly exposed in his early works.

In 1970, while Nam June Paik was developing his Paik-Abe Video
Synthesizer, at practically the same time Stephen Beck was creating a
video-processor of similar properties, the Direct Video Synthesizer, with
which he produced music of psychedelic tones and forms (Illuminated
Music, 1973). Only a few years earlier Eric Siegel developed the
Electronic Video Synthesizer, with which in 1968 he produced three
unique, markedly psychedelic music videos (Psychedelevision was the
neologism he coined to define these works): Tomorrow Never Knows,
based on the Beatles’ song of the same title, Einstine, a photograph

of Albert Einstein colored and manipulated to the sound of music by
Rimsky-Korsakov and Symphony of the Planets, an abstract composition
in which the planetary forms spin in a spiral in unison with music

by Tchaikovsky. The links between video art and psychedelia are

also reflected, in an innocent, attractive way, in a series of video
performances recorded in 1967 and 1968 by conceptual artist Yayoi
Kusama. In particular Self-Obliteration, executed in collaboration with
Jud Yalkut; prizewinner at the 1968 Belgian International Experimental
Film Competition, and Love in festival, filmed in 1968 in a mass
happening the artist had organized in Central Park, New York.

Ozyikim (y6n. Jud Yalkut), video, 1967
Sanatginin ve Victoria Miro,

Londra galerisinin izniyle

Self Obliteration (dir. Jud Yalkut), video, 1967
Courtesy of the artist and

the Victoria Miro Gallery, London
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Transformatér: Travestilik Durumlar
sergi katalog kapagi, 1974

Cover for the Transformer. Aspekte der
travestie exhibition catalogue, 1974
Kunstmuseum Lucerna, Neue Galerie
am Landesmuseum Joanneum, Graz

Yetmiglerin baslarinda ortaya ¢ikan, performans ve fotograf
manipiilasyonlariyla kendini gésteren, toplumsal cinsiyet ve kimlik
meseleleri savunucusu sanat hareketleri, tam da glam rock fenomeninin
ortaya ¢iktig1 donemin bir iriiniidur. Cigek cocuklar kugaginin pastoral
tarzinin ve progressive rock’in gosterisci, asir entelektiiellestirilmis
miiziginin aksine glam, dénemin poster ve albiim kapaklarinin da
yansittig1 gibi, mizahiyla ve sembollerinin agir1 kitschligiyle dikkat

ceker. Rock’taki cinsel belirsizlik ve travestilige yakin durus daha ellili
yillarda Little Richard gibi sanatgilarda kendini gostermekteydi ama
glam rock’in 6zellikle Birlegik Krallik’ta kendine 6zgii bir tiir olarak
ortaya cikigi ancak yetmiglerde miimkiin olmugtu. Glam mtzik parcalari
kaba, ilkel rock sound fonu iizerine iglenmis akilda kalici ritimler ve

pop melodileriyle kendini belli eder, sozleri ise cinsel imalar ve ¢ift
anlamlarla ytklidr. En belirgin 6zelligi ise kimlik ve toplumsal cinsiyet
konulariyla, androjen sa¢ model ve giysileri ve abartili makyajlarla flort
eden estetigidir. glam’in dénemin gorsel sanatlari tizerinde biiyiik etkisi
olmustur; nitekim, 1974’te Viyana, Transformer. Aspekte der travestie
(Transformator: Travestilik Durumlari) baghkl sergiye ev sahipligi
yapmisti. Baglhigi Lou Reed’in 6nceki y1l piyasaya ¢ikan inli albiimiiniin
isminden calinan bu sergide Jurgen Klauke, Urs Luthi ve Andy Warhol
gibi sanatcilarin caligmalari The New York Dolls tiyeleri, Lou Reed,

David Bowie ve Brian Eno (Klauke ile Luthi, Eno’ya sasilacak derecede
benziyordu) gibi travesti miizisyenlerin fotograflari bir araya getirilmisti.

Bu baglamda, makyaj, likra, kanat ve oje kullanimi, cinsel kimlik temelli
ideolojik mantiga meydan okurken ayni zamanda egemen tabulari yikan
bir kendini ifade etme ve kutlama eylemi haline gelmisti. Yetmiglerin
baslarinda Mick Rock ve Bob Gruen gibi fotografcilarin cektigi David
Bowie ve The New York Dolls tiyeleri gibi glam ikonlarin fotograflari bu
hareketin en goze carpan bazi yonleri izerinde diisinmemizi sagliyor,
ki bu hareket icinde yer alan sanat egitimi almig ¢ok sayida rock

yildizi vardi: Brian Eno, Ipswich Giizel Sanatlar Okulu'nda ressam Tom
Phillips’in 6grencisi olmustu; Bryan Ferry, Newcastle’da ayni zamanda
Roxy Music albiimlerinin kapaklarini tasarlayan Richard Hamilton'dan
ders almigti; David Bowie, Lindsay Kemp’ten tiyatro ve dans dersleri
almigty, ki bu da Bowie'nin konserlerinin neden zaman zaman, Iggy
Pop’un konserlerindeki gibi, avangart tiyatro ve beden sanatina yakin
performatif 6zellikler kazandigini agikliyor.

The art movements that emerged in the early seventies in defense

of gender and identity issues through performances and photo
manipulation are strictly contemporaneous with the glam rock
phenomenon. As opposed to the idyllic style of the ‘flower-power
generation’ and the pretentious, excessively intellectualized music of
progressive rock, glam stood out by virtue of its humor and the kitsch
excesses of its symbols, as reflected in the posters and album sleeves of
the time. Sexual ambiguity and leanings towards transvestitism in rock
were already there back in the fifties with artists like Little Richard, but
it was not until the seventies that glam rock became a genre in its own
right, above all in the United Kingdom. Glam songs are characterized
by catchy rhythms and pop melodies against a dirty, primitive rock
sound backdrop and lyrics charged with sexual allusions and double
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The New York Dolls, 1973
Mercury Records

meanings. Its most prominent characteristic, however, is its aesthetics,
which plays with identity and gender, with androgynous hairdos and
clothing and outrageous makeup. Glam had significant influence on
the visual arts of the time; indeed, in 1974 Vienna hosted the exhibition
Transformer. Aspekte der travestie, which stealing the title of the famous
album by Lou Reed, released the previous year, combined works by
artists like Jurgen Klauke, Urs Luthi and Andy Warhol with pictures of
transvestite musicians such as The New York Dolls, Lou Reed, David
Bowie and Brian Eno, whom both Klauke and Luthi astonishingly
resembled.

In that context the use of makeup, lycra, wigs and nail varnish became
an act of self-assertion and celebration which, while challenging the
ideological rationale on which sexual identity was based, also broke
through the dominant taboos. The pictures taken in the early seventies
by photographers like Mizck Rock and Bob Gruen of glam icons such

as David Bowie or The New York Dolls allow us to contemplate some of
the most prominent aspects of this movement, in which there were also
several rock stars who had trained in the fine arts, including Brian Eno,
who was a student of painter Tom Phillips at Ipswich Art School; Bryan
Ferry, who studied under Richard Hamilton in Newcastle and who
designed the sleeves of the first Roxy Music albums; and Bowie, who
had studied theatre and dance with Lindsay Kemp, which explains why
on occasions his concerts, like those of Iggy Pop, acquired performative
aspects akin to avant-garde theatre and body art.

Aladdin Sane, albiim, 1973
Aladdin Sane, album, 1973
Brian Duffy, RCA Records
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Yetmisli yillarda, “rock endiistrisi’nin karsi kiilttirel mizik hareketlerini
etkisiz hale getirisi ve bu hareketlerin etrafinda ¢ok biiyiik, yozlagmis
bir yildiz sisteminin yapilanmasi, fluxus ve kavramsal sanat gibi
hareketlerle baglantili bircok yaraticinin, rock miizigi sevmelerine ve
calismalarinda 6yle veya boyle bu miizikten etkilenmelerine ragmen,
rock kliselerine karsi acikca elestirel olmasa bile mesafeli bir durug
sergilemesine yol agt1.
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Rock Star (Character Appropriation) (1974) [Rock Yildizi (Karakterden
Esinlenme)] baglikli fotograf dizisinde Arjantinli sanatc1 David Lamelas
kendini, bir canli performans sirasinda kendinden gegen bir hard-rock
gitaristinin yerine koyar. Ger¢ekmig duygusunu veren bu imge Cindy
Sherman’in Untitled Film Stills'inden (isimsiz Film Kareleri) énceki

bir tarihe aittir ve rock’a 6zgli oldugu diistiniilen numara ve kligeleri
ortaya koyar. Ayni strateji, John Mikel Euba'nin yakin zamanlara ait

Dakikada Bir. istanbul'da Yedi Dakika,
video, 2005

Sanat¢inin izniyle

One per Minute. Seven Minutes in
Istanbul, video, 2005

Courtesy of the artist

During the seventies, neutralization by the ‘Tock industry’ of counter-
cultural music movements and the configuration around them of an
excessive, decadent star system led many creators, most of whom were
linked to movements like Fluxus and conceptual art, to adopt at least

a distant - when not openly critical - stance regarding the stereotypes
of rock, even when this was the music they still loved and continued in
one way or another to influence their work.

In the series of photographs entitled Rock Star (Character Appropriation)

(1974), Argentinean artist David Lamelas puts himself'in the skin of

a hard-rock guitarist who reaches the verge of ecstasy during a live

performance. The image, convincingly manipulated, is earlier than

Cindy Sherman’s Untitled Film Stills, and exposes the gimmicks and

stereotypes of what was supposed to be the authenticity of rock. The

same strategy, although this time transferred to the field of video and 59
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One Minute of Silence (2003-2005) (Bir Dakikalik Sessizlik) baglikli
calismalarina atfedilebilir (her ne kadar bu strateji bu sefer video
alanina aktarilmig ve oyuncular kullanilmisg olsa da). One Minute

of Silence, aralara toplumsal cinsiyetle ilgili yorum ve diisiincelerin
serpistirildigi, rock tarihinin iizerine insa edilen rock’a 6zgi (ve giiliing
derecede fallokratik) pozlarin tamamini iceren bir pozlar galerisiydi.
Douglas Gordon’un Bootleg (Kagak Miizik) dizileri (1996) cergevesinde,
The Rolling Stones, The Smiths ve The Cramps’in korsan konserlerinin
(ki korsan olduklari i¢in aslina en uygun drneklerdi) projektorlerle son
derece yavaglatilmis cekimler halinde yansitilarak gerceklestirilen video
enstalasyonlarinda da benzer bir amac giidiilmiistt. Her iki 6rnekte
de sesin yoklugu ve yavasglatilmig ¢ekim bir yabancilagtirma etkisi
yaratmakta ve rock yildizlarinin (Euba’nin videolarinda oyuncularin,
Gordon’un videolarinda da grup tyelerinin bizatihi kendilerinin) agir1
pozlarini kendi kendinin parodisi haline getirmektedir.

Son derece benzer yapilara sahip su ti¢ videodaki parodi ve melankoli
karisimi hava (avangart sanat ile pop miizigin ayarticilik ve iletisim
mekanizmalari tizerine ironik bir yorum meydana getiren bir karigim)
kayda degerdir: John Baldessari'nin calismasi Baldessari Sings LeWitt
(1972) (Baldessari LeWitt Soyliiyor), Vito Acconci’nin ¢aligmasi

Theme Song (1973) (Tema Sarkisi) ve yine Douglas Gordon’un bir
calismasi olan Douglas Gordon Sings The Best of Lou Reed and The Velvet
Underground (For Bas Jan Ader) (1994) [Douglas Gordon, Lou Reed

ve The Velvet Underground’in En Iyi Parcalarini Séyliiyor (Bas Jan
Ader’e ithafen)]. ilki John Baldessari’nin Sol LeWitt'in Kavramsal Sanat
Uzerine (1967) yazdig1 otuz bes ciimleyi ABD ulusal mars1 gibi cok
taninan melodilere uydurarak okudugu bir performans caligsmas. Bice
Couriger’in bu performansla ilgili degerlendirmelerinde ifade ettigi gibi,
Baldessari burada dili yazih biciminden ayirarak giderek basitlesen,
didaktik bir 6zellik kazanan ve kendi icinde ¢elisen bir yap1 benimser.

Baldessari LeWitt Séyliiyor, video, 1972
Electronic Arts Intermix (EAI),

New York izniyle

Baldessari Sings LeWitt, video, 1972
Courtesy of Electronic Arts Intermix
(EAI), New York

using actors, may be appreciated more recently in the series One Minute
of Silence (2003-2005) by Jon Mikel Euba: an entire gallery of genuinely
rock — and ridiculously phallocratic - poses on which the history of rock
has been built, interspersed with comments and reflections on gender. A
similar objective was pursued by the video installations with extremely
slow-motion projections of pirate concerts (which as such represented
the height of authenticity) by The Rolling Stones, The Smiths and The
Cramps from Douglas Gordon’s Bootleg series (1996). In both cases, the
absence of sound and the slow-motion camera generate an effect of
estrangement which takes the exaggerated poses of the rock stars to the
limit of self-parody, both when the stars are actors, as in the case of Euba’s
videos, or the band members themselves, as in the case of Gordon’s.

A mixture of parody and melancholy (which constitutes an ironic
comment on the mechanisms of seduction and communication of
avant-garde art and pop music) may be appreciated in three very
similarly structured videos: Baldessari Sings LeWitt (1972) by John
Baldessari, Theme Song (1973) by Vito Acconci and Douglas Gordon
Sings The Best of Lou Reed and The Velvet Underground (For Bas Jan Ader)
(1994), again by Douglas Gordon. The first is a performance by John
Baldessari in which he sings each of Sol LeWitt’s thirty-five, Sentences on
Conceptual Art (1969) and forces LeWitt’s text so that it adapts to well-
known melodies, including the national anthem of the United States.
As Bice Couriger points out in this case, Baldessari dissociates language
from written form, thereby assuming an increasingly simplified and
didactic structure that contradicts itself from within. As he declares

in his hilarious, delicate, inexpressive introduction, his wish is to help
LeWitt’s phrases to ‘escape’, because ‘they have been concealed for

too long in exhibition catalogues’, and by singing them he aspires to
helping them reach ‘a much wider audience’ to the rhythm of popular
songs. In Theme Song, Acconci pursues apparently much simpler
strategies and objectives and records himself in a domestic setting with
the camera in the foreground, lazily and perversely performing songs
by The Doors, Bob Dylan and Van Morrison accompanied by music
from a cassette recorder. Acconci speaks/ sings as if in a monologue
through which he establishes an extremely close relationship with

the observer. Lastly, in Douglas Gordon Sings The Best of Lou Reed and
The Velvet Underground (For Bas Jan Ader), the British artist seems to




O negeli, hassas, ifadesiz giris kisminda séyledigi gibi, Baldessari
LeWitt’in sozlerinin “kacis”ina yardim etmek niyetindedir, ¢tinkii bu
sozler “uzun stireden beri sergi kataloglarinda sakl kalmiglar”dir,
onlari popiiler sarkilarin ritimleriyle soyleyerek “daha genis bir
dinleyici kitlesine” ulasmalarini amaglamaktadir. Theme Song’da ise
Acconci'nin daha basit strateji ve hedefler pesinde oldugu gortiliir,
kameranin 6n planda yer aldig1 bir ev ortami iginde, kasetten caldigi
The Doors, Bob Dylan ve Van Morrison’in sarkilarina son derece tembel
hareketlerle eslik eder. Acconci bir monolog icindeymisg gibi konusarak/
soyleyerek gozlemci ile son derece yakin bir iliski kurar. Douglas

Gordon Sings The Best of Lou Reed and The Velvet Underground (For Bas
Jan Ader) calismasinda ise Ingiliz sanatc1 yirmi yil sonra Acconci’nin
performansinin bir parodisini yapar gibidir, ¢linkii benzer bir ev ortami
icinde yere uzanmis ve gozleri kapali halde kulakliktan The Velvet
Underground’un bir albimiinii dinlemektedir; albtimdeki parcalar
kolektif hafizanin bir kismini olusturuyordur. Sanat¢inin zaman zaman
fisildadig1 melodileri duyariz yalnizca, boylece zihnimizde orijinal
enstriimantasyonu “yeniden inga” etmeye zorlaniriz. Baglikta gecen
Bas Jan Ader, Gordon'un hayranlik duydugu taninmamig Hollandal bir
kavramsal sanatcidir.

Yoko Ono gibi sanatcilar insanlari kafalarinin i¢inde miizik
dinlemeye tegvik ederken, saygin ispanyol ses sanatcisi José Iges

bu imkan1 hayranlarin, plaklarinin mikroskobik ses izlerini takip
ederek idollerinden gizli mesajlar almaya cabalama takintisina tagir.
Dylan in Between (2001) (Aradaki Dylan), bazilarinin Bob Dylan’in

bir uzungalarinda parcalar arasindaki bosgluklarda fark ettiklerini
soyledikleri “artik sesi” adeta bir psikofoniymiscesine derleyip toplar.
Dylan hayrani oldugunu itiraf eden José Iges, bizi uzaktan da olsa
idollerimizle iliskilendirebilecek bir nesne arayisina gétiiren bu
mitomani ile alay eder, bunu yaparken de 4’33” ile mutlak sessizligin
olmadigini gosteren John Cage’e atifta bulunarak “burada, bu ayni
zaman araliginda, iki sessizligin bir olmadigini fark ediyoruz..” der.

Ancak, rock kiiltiiriine, onun yabancilagtirma mekanizmalarina
duyulan hayranlik ile bu mekanizmalarin elestirisini bir araya
getiren bir bakig acisiyla yaklagan bir kavramsal sanatgi varsa o da
Dan Graham’dir. Grahanm'in rock’a duydugu ilgi, Christian Marclay’in

parody Acconci’s piece twenty years later, since he appears lying on his
back with eyes closed in a similar domestic setting, listening through
headphones to an album by The Velvet Underground, the songs of
which form part of the collective memory. All we hear, however, are
the melodies whispered from time to time by the artist, so that we are
forced to mentally ‘reconstruct’ the original instrumentation. The Bas
Jan Ader in the title is the name of an obscure Dutch conceptual artist
admired by Gordon.

While artists like Yoko Ono encouraged people to listen to music in
their heads, the prestigious Spanish sound artist José Iges transfers
this possibility to fans’ obsession with seeking secret messages from
their idols in the micro-grooves of their records. As if it were a kind of
spectral psychophony, Dylan in Between (2001) collates the ‘residual
sound’ that some say they perceive in the short spaces between the
songs on an LP by Bob Dylan. José Iges (a confessed Dylanite) laughs
at the mythomania that leads us to search for any object that may be
linked, however remotely, to our idols, but by doing so he also refers
back to John Cage, who reveals through 4’33” that absolute silence does
not exist, while Iges himself points out that ‘here, in the same time
lapse, we realize that no two silences are alike...

But if there is a conceptual artist who has approached rock culture from
a viewpoint, in which fascination for and, criticism of its alienating
mechanisms come together, then this artist is Dan Graham. As in

the work of Christian Marclay, Graham’s interest in rock is linked to
performance, although also to punk and no wave, movements in which
it is not always necessary to know how to play an instrument in order
to create music. Indeed, at the beginning of his career Graham was
already collaborating with musicians from that generation like The
Static, Theoretical Girls, Minor Treat, Glenn Branca and, more recently,
Sonic Youth. As has already been pointed out on several occasions,
Graham’s installation Performance / Audience / Mirror (1977) seems to
reproduce the mechanisms of a punk-rock concert, where the stage

is a dramatized space in which the audience is reflected. To this end,
he designed a device that allows the audience to see themselves as
reflected in a mirror placed behind the performer and thereby become
aware of their own existence as a public mass.
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Lhrisilan Marrlag
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caligmalarinda da oldugu gibi, performansla ve mizik yapmak icin
enstriiman ¢almayi bilmenin ¢ok da gerekli olmadigi punk ve no wave
gibi hareketlerle alakalidir. Nitekim, kariyerinin baglarinda Graham,
The Static, Theoretical Girls, Minor Treat, Glenn Branca ve daha

yakin zamanlarda Sonic Youth gibi o jenerasyondan miizisyenlerle
ortak ¢caligmalar yapmugti. Daha 6nce de belirtildigi tizere, Graham'’in
sahnenin seyirciyi yansitan dramatize edilmig bir alan haline getirildigi
Performance/Audience/Mirror (1977) (Performans/Seyirci/Ayna) isimli
enstalasyonu, bir punk-rock konserinin mekanizmalarini yeniden iiretir
gibidir. Bu amagla Graham, seyircinin grubun arkasina yerlegtirilmis
bir aynadan kendini gérmesini, boylece seyirci kitlesi olarak kendinin
farkinda olmasini saglayan bir diizenek tasarlamisti.

Graham, gorsel-isitsel makalesi Rock My Religion’da (1983) ise miizik
kilttirlerinin etrafini kusatan biitlin paradoks ve celigkileri din ile

However, it is in his audio-visual essay Rock My Religion (1983)

that Graham adopts a viewpoint in which all the paradoxes and
contradictions surrounding music cultures are displayed through

a provocative thesis on the relationship between religion and rock.
Conceived initially as an article in which he established parallels
between the conduct of some religious communities that settled

in the United States in the eighteenth century and the alienation
mechanisms deriving from the messianic attitude of a number of rock
stars during the sixties and seventies, Graham juxtaposes texts, quotes,
interviews, old drawings and engravings, film footage and archive
images; performances by Elvis, Jim Morrison, Henry Rollins and Patti
Smith; and specific compositions for the video by Glenn Branca and
Sonic Youth. Very often, extensive captions are superimposed featuring
words from the narrator, and sometimes the sound comes out on one
side and the pictures on the other. The end result is a kind of audio-

Christian Marclay, Ghost (I Don't Live Today) albiim kapagi (The Kitchen,
New York'ta canli kaydedilmistir), 1985

Christian Marclay, Replay sergi katalogu, Cité de la Musique, Paris, 2007
David Arranz 6zel koleksiyonu

Sleeve for Ghost (I Don't Live Today) by Christian Marclay (recorded live at
The Kitchen, New York, 1985)

Catalogue for the Christian Marclay, Replay exhibition,

Cité de la Musique, Paris, 2007

Private collection of David Arranz




Otuzunu Ge¢mis Hi¢ Kimseye Gilivenme: Senaryo Taslagi, enstalasyon, 2004
Thyssen-Bornemisza Art Contemporary Koleksiyonu, Viyana izniyle

Don't Trust Anyone Over Thirty: The Storyboard, installation, 2004

Courtesy of the Thyssen-Bornemisza Art Contemporary Collection, Vienna
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rock arasinda iligki kuran provokatif bir tez dolayimiyla teshir eden
bir goriis agisi benimsemisgtir. 18. yiizyillda ABD’ye yerlesen bazi

dini topluluklarin davraniglari ile altmigh ve yetmisli yillarda birgok
rock yildizinin mesihgi tavirlarindan kaynaklanan yabancilagtirma
mekanizmalari arasinda paralellikler kuran bir makale olarak
tasarladigi bu ¢aligmasinda Graham metinleri, alintilari, séylesileri,
eski resim ve graviirleri, arsiv film ve fotograflar, Elvis, Jim Morrison,
Henry Rollins ve Patti Smith’in performanslarini ve Glenn Branca ile
Sonic Youth’un bu video icin besteledikleri parcalari yan yana getirir.
Gortintiilerin tizerine sik sik anlaticinin sézlerini iceren biiytik harflerle
yazilmig bagliklar bindirilir, kimi zaman da ses bir taraftan gelir,
gorlintiiler diger taraftan. Sonunda, Jean-Luc Godard’in filmleri ile
John Heartfield ve sitliasyonistler’in kolajlarini hatirlatan, silinmis bir
parsomeni andiran gorsel-isitsel bir sey cikar ortaya.

Dan Graham’in son ¢aligmalarindan biri (Tony Oursler, Rodney Graham
ve Laurent P. Berger ile ortak caligmistir) Don’t Trust Anyone Over

Thirty (2004) (Otuzunu Ge¢mis Hi¢ Kimseye Glivenme) bagligini tasir.
Kuklalarla gerceklegtirilen bir rock opera olan bu eser ilk kez Art Basel
Miami’de, Thyssen-Bornemisza Art Contemporary (Viyana) tarafindan
sahnelenmis ve bu gésterimde post punk grubu Japanther de yer almis.
Graham burada i¢inde performans, tiyatro, video projeksiyonu ve

en

Dan Graham, Tony Oursler

& Laurent P. Berger

Otuzunu Geg¢mis Hi¢ Kimseye
Giivenme: Senaryo Taslagi,
enstalasyon, 2004
Thyssen-Bornemisza Art Contemporary
Koleksiyonu, Viyana izniyle

Don’t Trust Anyone Over Thirty: The
Storyboard, installation, 2004
Courtesy of the Thyssen-Bornemisza
Art Contemporary Collection, Vienna

visual palimpsest that recalls both the work of Jean-Luc Godard and the
collages by John Heartfield and the Situationists.

One of Dan Graham’s latest works (in collaboration with Tony

Oursler, Rodney Graham and Laurent P. Berger) is entitled Don’t Trust
Anyone Over Thirty (2004). It is a rock opera with puppets originally
presented at Art Basel in Miami, produced by Thyssen-Bornemisza Art
Contemporary, Vienna, and featuring the post-punk band Japanther.
Graham created a heterogeneous work which includes performance,
theatre, video projections and live music, not to reveal rock’s potential
when it comes to creating a new idiom that would integrate other arts
but rather to highlight its contradictions having walked on the wild side
and to show how all its utopias had crumbled.

Lastly, in an audio-visual register that combines video-clip aesthetics
with the most highly activist strands of conceptual art, we should focus
attention on the work of Afro-American artist Tony Cokes. For almost
three decades, this video artist, both independently and as member

of the X-PRZ art band, has devoted himself to a detailed examination
of the uses and meanings of image and sound in popular culture, and
particularly in the pop music industry, to which he dedicates bitter
reflections on race, genre and class. Most of his work, and above all




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

canl miizigin oldugu, rock’in diger sanatlar1 da kapsayan yeni bir tarz
gelistirme potansiyelini ortaya koymaktan ¢ok, ise elestirel yaklasarak,
onun ¢eligkilerini vurgulayan ve onun biitiin iitopyalarinin nasil yerle
bir oldugunu gésteren heterojen bir eser meydana getirmisgtir.

Son olarak, video klip estetigini kavramsal sanatin aktivist yonleriyle
birlestiren gorsel-isitsel caligmalar listesinde Afrika kokenli Amerikali
sanatct Tony Cokes’un eserlerine de deginmek gerekir. Cokes, neredeyse
otuz yil boyunca, gerek bagimsiz caligmalarinda gerekse X-PRZ

sanat grubuyla yaptig1 caligmalarda, popiiler kiiltiirde, 6zellikle de
(kendisini 1rk, tiir ve sinifla ilgili tatsiz diigiincelere sevk ettigini ifade
ettigi) pop muzik endiistrisinde imge ve ses kullanimi ve onlarin
anlamlar tizerine ayrintili incelemelerde bulunmus bir video sanatgisi.

Calismalarinin biiytk bir bélimi, ézellikle de pop manifestolar, imge, his pop manifestos, are based on the sequential repetition of images,
ses, yazili metin ve dis seslerin art arda tekrarlanmasi, sonra da rock, sounds, printed texts and voices off, thythmically recombined with
hip-hop ve elektro gruplarinin miiziklerinden alinan kisa boliimlerle, snippets of music by rock, hip-hop and electro bands, song lyrics and
sarki sozleri, Sitiasyonist Enternasyonal bildirileri ve Barbara Kruger Situationist International proclamations, and sententious statements
gibi sanatcilar ile Morrissey gibi sarkicilarin 6z14 sozleriyle ritmik by artists like Barbara Kruger and singers like Morrissey. The Pop

bir bicimde yeniden birlestirilmesi esasina dayalidir. Kendisinin Manifestos (1998-2010) may be seen as a video-clip response to Sol

ve bagkalarinin elestiri metinleri tizerinden pop miizigin biittin LeWitt’s Sentences on Conceptual Art, in which through his own and
imgeselligini geligsmig kapitalizmin mantiginda belirlenmis ekonomik others’ critical texts he attempts to show that pop music has built up its
ve ideolojik kosullandirma unsurlari iizerine insa ettigini géstermeye entire imagery on the basis of economic and ideological conditioning
calistig1 The Pop Manifestos’un (1998-2010) (Pop Manifestolari) Sol factors determined by the logic of advanced capitalism.

LeWitt'in Kavramsal Sanat Uzerine Ciimleler'inin video-klip karsilig:
oldugu soylenebilir.
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Sex Pistols'in Anarchy In The U.K
single tanitim afisi, 1976

Ozel koleksiyon

Sex Pistols' Anarchy in the U.K.
single promo item, 1976

Private collection

Punk hareketi tarihcisi Jon Savage (1991), adeta Richard Hamilton’in
1956 yilinda yaptigi o iinlii pop art tanimlamasini alintilamak (ayni
zamanda da yapisini sokmek) istercesine punk miizigini, onu su veya
bu sekilde popun karanlik yiiziine yerlestiren bir sifatlar kiimesi olarak
tanimlar: “marjinal, uluslararasi, karanlik, kabileci, yabancilagmus,
yabanci, kara mizah yiikli [...]”. Katartik ve son derece fiziksel

unsurlari nedeniyle punk gruplarinin bazi konserlerinin zaman zaman
Artaud veya Beden Sanati ve Viyana Eylemciligi gibi hareketlerle
iligkilendirilebilecegi ifade edilmisse de, sarki sozleri ve albim
kapaklarinda Dada ve Guy Debord’un Sitiiasyonist Enternasyonal’inin
izlerine rastlariz. Gercekten de punk fanzinleri, ideolojik ve estetik
duruslari ¢ok farkli olsa da, Dada yilliginin 6nermeleri ve Guy Debord’un
Mémoires (Anilar) isimli kitabinda (punk hareketinin ortaya ¢iktigi
yetmisli yillarin ortalarindan ¢ok 6nce yayimlanmig bir punk kitabiydi
bu) soziinii ettigi détournement’larla (ters dondiirme) son derece uyum
icindedir. Mémoires'in 1958deki ilk baskisinin kapaginda zimpara
kagidi kullanilmigty; kiiltiirtin ticarilesmesini ve kapitalist sistem i¢inde
para karsiliginda dagitilmasini agik¢a reddeden bir tavirdi bu.

Debord’dan cok etkilenmis kisilerden biri de, bircok anlamda ingiliz
sanat egitimi sisteminin bir irtint olsa da, Malcolm McLaren’di.
Croydon Art School'unda (Croydon Giizel Sanatlar Okulu) Jamie

Reid ve Fred Vermorel ile birlikte okumus olan McLaren, pop mizik
endstrisinden sanatina gekil veren bir ara¢ olarak yararlanmisti.
Kendisinin de belirttigi gibi, “Siyaset ve diinya hakkinda bildigim her
seyi sanat tarihinden 6grendim”. Yetmislerde ve takip eden yillarda
Malcolm McLaren eksantrik yonetim sanatini bircok ticari tegebbiiste
uygulamaya sokmustu: Vivienne Westwood ile birlikte actig1 butikten
Sex Pistols ve Bow Wow Wow gibi gruplarin menajerligine kadar.
McLaren’in biyografi yazar Fred Vermorel (2006), “Sex Pistols bir sanat
eseridir!” ifadesini kullanir. “Sex Pistols’in olumsuz tavri aslinda diinya
icin bir nimettir” der Jon Savage (1991); Savage’a gore, “eyleme ge¢meyi
(bu insanin kendinden biiyiik bir seye teslim olmasi anlamina gelse
bile) miimkiin kilan, boylece gerceklesebilecek bir agkinlik bi¢imi sunan
‘cehennemi’ giicle donanmig bir cekim/reddetme mekanizmasiydr”.

Gorsel anlamda, ingiliz punk’inin ana figiirii tinlii tasarimei Jamie
Reid idi. Reid, bir¢ok Dada kolajindan ve basi bandajli, agz1 cengelli

en

As if he wished to quote — and at the same time deconstruct - Richard
Hamilton’s famous 1956 definition of pop art, the historian of the punk
movement, Jon Savage (1991), defined its music as a set of epithets
that in one way or another place it on the dark side of pop: ‘fringe,
international, dark, tribal, alienated, foreign, charged with black humor
[..]. And although on occasions it has been pointed out that certain
concerts by punk bands might be associated by virtue of their cathartic
and deeply physical factors with Antonin Artaud or with movements
like body art and Viennese Actionism, in the song lyrics and album
sleeves we detect the legacy of Dada and Guy Debord’s Situationist
International. Indeed, punk fanzines, however much their ideological
and aesthetic stances may vary, get along perfectly with the premises of
the Dada almanac and the détournements that Guy Debord had written
in his Mémoires, a punk book published long before the movement
emerged in the mid-seventies. The front cover of the first edition, which
appeared in 1958, was designed using glass paper; a gesture of explicit

Sex Pistols'in God Save the Queen
single kapagi, 1977

Ozel koleksiyon, s. 69

Sex Pistols' God Save the Queen
single cover, 1977

Private collection, p. 69

Jamie Reid

“Tanr Kraligeyi Korusun', poster, 1977
Ozel koleksiyon, s. 68

"“God Save the Queen’, poster, 1977
Private collection, p. 68
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igneyle tutturulmus bir 6grencinin tasvir edildigi bir 68 May1s
afisinden esinlenerek, 1977'de Kralige Elizabeth’in tahta ¢ikiginin
ellinci yil kutlamalar sirasinda Sex Pistols’in ilk single’larindan birinin
kapaginda kralicenin dudaklarini cengelli igneyle tutturmustu. Punk’in
en az miizigi kadar gli¢lii gérsel bir unsuru olmadan anlagilamayacagi
diisiincesinde olan Reid, McLaren ve Vivienne Westwood’la su¢
ortakligi yaparak punk estetiginin ana unsurlarini organize etti.

Beni olayin kendisi ilgilendirmiyordu. Punk’1 en az yiiz y1l gecmisi
olan, kokleri Ruslarin ajitasyon propagandalarina, Stirrealizme,
Dada’ya ve Sitiiasyonizm’e kadar uzanan bir sanat hareketinin

bir parcasi olarak gériiyordum. John Lydon ile Sitiiasyonistler

ve Suburban Press hakkinda epeyce konustuk. Sex Pistols, sol
siyasetin mesajlarini kavrayamayan insanlara fikirleri dogrudan
aktarmanin mitkemmel bir araci gibi gértintiyordu [...].

Aylar sonra Reid, Sex Pistols’in Never Mind the Bollocks, Here’s The Sex
Pistols (1977) baglikl ilk uzuncalarinin kapagini tasarladi; kapakta

“Gelecekten Cok Sik Rahatsiz Olan
Bir Genglik", poster, Mayis 1968
Ozel koleksiyon

"A Youth Disturbed Too Often by
the Future”, poster, May 1968
Private collection

rejection of the commercialization of culture and its distribution in
exchange for money in the capitalist system.

A figure much influenced by Debord, although in many senses he is a
product of the British art school system, is Malcolm McLaren (a fellow
student of Jamie Reid and Fred Vermorel at Croydon Art School), who
used the pop music industry as a basis to give shape to his art. As he
himself said ‘Everything I know about politics and the world I've learnt
from art history’. In the seventies and following, Malcolm McLaren
put his eccentric art of management into practice in a number of
enterprises: from the boutique he opened with Vivienne Westwood
from managing bands like Sex Pistols and Bow Wow Wow. ‘Sex Pistols
are a work of art” proclaimed his biographer Fred Vermorel (2006).
‘The negative attitude of Sex Pistols is in fact a gift to the world’

stated Jon Savage (1991); according to this author ‘Sex Pistols were

an attraction/rejection mechanism endowed with “infernal” power
that made it possible to go into action, even if only to surrender - to
something bigger than oneself -, thereby offering a possible form of
transcendence’.

In visual terms, the figure of reference in British punk is Jamie Reid, the
famous designer who put a safety pin in Queen Elizabeth’s lips during
the 1977 Jubilee celebrations on the cover of one of the Sex Pistols’

first singles, taking as his model a number of Dada collages and a May
1968 poster showing a student with his head bandaged and his lips
sealed with a safety pin. Reid orchestrated the main components of
punk aesthetics in connivance with McLaren and designer Vivienne
Westwood, who contended that punk could not be understood without
a visual component at least as powerful as the music.

It was not the phenomenon itself that interested me. I saw Punk
as part of an art movement that dated back at least one hundred
years, with its roots in Russian agitation propaganda, Surrealism,
Dada and Situationism. I used to talk quite a lot with John Lydon
about the Situationists and the Suburban Press. Sex Pistols
seemed to be the perfect vehicle through which to convey ideas
directly to those people who were unreceptive to messages from
the political left wing [...].




kasten sabun tozu reklamlarini taklit eden bir tasarim kullanmuigti.
Albtim kapag, “bollocks” (tasak) sozciigii kullanildig: gerekgesiyle
Nottingham Sulh Ceza Mahkemesi'nde agilan bir davanin konusu

oldu. Buna ragmen albtim satiglar: artmaya devam etti. Sex Pistols i¢in
yaptig1 tasarimlarda Jamie Reid modern grafik tarzin bazi ilkelerini
yeniden tanimlayarak fotokopilerden kolaj yapmak gibi ucuz yontemler
sayesinde tiretimde bagimsizlig1 ve demokratiklesmeyi canlandirmig ve
grafik sanatinin teknik beceri ve begeniden ziyade yaratici ve ideolojik
yonlerine agirlik vermeyi tegvik etmisti. Bugiin “viral” ve “gerilla” olarak
tanimladigimiz bircok davranig bi¢iminin kokleri Reid’in gelistirdigi
kavramlara uzanir; Reid, yetmislerde Londra’nin merkezini tartigmalara
yol acan ¢tkartmalariyla donatmigti ve yerel bir provokatif anarsist
gazete olan Suburban Press’in kurucu ortaklarindandu. Reid, bina
isgalcileri, siyasi mahkmlar, siyahi ve feminist hareketlerin destegiyle
kendi afislerini, dergilerini ve el ilanlarini Giretmigti. Suburban Press’in
ruhu zaman icinde 6rnek olusturmusg ve 1977'de Londra’da ¢ikmaya
baslayan ilk punk fanzinlerine esin kaynagi olmustu; ti¢ temel gitar
akoru semasini yayimlamig ve insanlari kendi iglerini “Kendi baglarina
yapma”ya tesvik eden (ki “Kendin Yap” sézi, nihilist “Gelecek yok”
sozlyle birlikte en sitiiasyonist punk bildirisi haline gelmisti) Sniffin’
Glue bu fanzinlerden biriydi.

Bu baglamda, dada/sitiiasyonizm ile punk arasindaki iligkiler
konusunda Amerikali yazar Greil Marcus’un Ruj Lekesi (1989) (Lipstick
Traces) isimli kitab1 6nemli bir bagvuru kaynagidir. Marcus bu
kitabinda sanat ile miizik mecralarinin ¢akistigi kiltiir hareketleriyle
ilgili Foucaultcu bir soy aragtirmasina girisir, gorsel sanatci ve
miizisyenlerin {itopya ile siyaseten yanlis alanlara dogru kaydigi

o anlar (genelde cok kisa bir zaman dilimini kapsar bu) izerinde
ozellikle durur. Marcus’un bu kitabi, punk’s McLaren gibi “biiyiik

rock ‘n’ roll dolandiricihig” olarak gérmekten cok artik onu postiila

ve ikonografileri Mike Kelley (Destroy All Monsters ve Sonic Youth ile
birlikte caligmistir), Raymond Pettibon (Black Flag ve Sonic Youth ile
birlikte caligmistir), Kendell Geers, Banks Violette, Claude Leveque,
Steven Parrino, Olaf Breuning ve Marc Bijl gibi belli bir siniflandirmaya
sokulamayan sanatcilarinkine benzer bir estetik ve etik tanimlayan

bir hareket olarak kabul eden bircok gorsel-isitsel sanatci i¢cin hala bir
bagvuru kaynagidir.

Months later he designed the sleeve for the band’s first LP, entitled
Never Mind the Bollocks, Here’s The Sex Pistols (1977), which was a
deliberate imitation of soap powder ads. The sleeve was the object of
an obscenity case at the Nottingham Magistrates’ Court, due to the use
of the word ‘bollocks’. Even so, sales of the album continued to rise. In
his designs for Sex Pistols, Jamie Reid redefined some of the principles
of the modern graphic idiom, thereby stimulating independence and
democratization of production through cheap procedures such as
collage based on photocopies and fostering creative and ideological
aspects as opposed to those of technical skill and good taste. Many

of the forms of conduct we would now define as ‘viral’ or ‘guerrilla’
have their origins in the concepts developed by Reid, who back in

the seventies plastered the center of London with his controversial
stickers and co-founded Suburban Press, a local provocative anarchist
newspaper. Reid produced his own posters, reviews and pamphlets

in support of squatters, political prisoners, and the black power and
feminist movements. The spirit of Suburban Press eventually set a
precedent and came to constitute a source of inspiration for the first
punk fanzines that began to circulate in London in 1977, like Sniffin’
Glue, which published the diagrams for the three basic guitar chords
and encouraged people to ‘Do It Yourself’, which together with the
nihilist ‘No future’ became the most situationist of punk proclamations.
In this context, an essential reference point when it comes to
articulating relations between Dada/Situationism and punk is Lipstick
Traces (1989) by the American writer Greil Marcus, in which the author
establishes a Foucaultian genealogy of cultural movements in which a
convergence exists between the art and music scenes, laying especial
emphasis on those moments - of very short duration in general - in
which both visual artists and musicians moved in the territory of utopia
and of the politically incorrect. Marcus’ book is still a point of reference
for many audio-visual creators who no longer regard punk as that ‘great
rock ‘n’ roll swindle” as McLaren called it, but rather as a movement
whose postulates and iconography define an aesthetics and an ethics,
as in the case of unclassifiable artists like Mike Kelley (a collaborator
with Destroy All Monsters and Sonic Youth), Raymond Pettibon
(collaborator with Black Flag and Sonic Youth), Kendell Geers, Banks
Violette, Claude Leveque, Steven Parrino, Olaf Breuning and Marc Bijl.
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Downtown 81, yon. Edo Bertoglio,

oyuncular: Jean-Michel Basquiat ve Debbie Harry, 1981
Downtown 81, dir. Edo Bertoglio,

cast: Jean-Michel Basquiat and Debbie Harry, 1981

Marc Masters ve Dominic Molon’un (2007) ifade ettigi gibi, altmiglarin
sonlarinda Andy Warhol ile The Velvet Underground arasindaki
ortakliktan sonra Patti Smith ve Richard Hell gibi kisiler ile Television,
The Ramones, Blondie ve Talking Heads gibi gruplar ortaya ¢ikana
kadar New York’taki avangart sanat ile rock miizigi sahneleri arasinda
belirgin bir yeniden uzlagsma gerceklesmedi. Smith ve Richard Hell
beraberlerinde bir sanat ve edebiyat temeli ve Robert Mapplethorpe’un
stilize fotograflari ile (bu fotograflar Patti Smith ve Television’in ilk
albimlerinde kullanilmigti) Roberta Bailey’nin sokak enstantanelerinin
(The Ramones ve Richard Hell & The Voivoidsun bir¢ok albimiinde
kullanilmisti) gorsel olarak tanimladigi ilk New York punk sahnesinin
yaratilmasini saglayan miizikal bir odak getirdiler.

New York punk rock’inin ne yaptiginin en ¢ok bilincinde olan “sanatsal”
grubu no wave idi. Birgok kisi onu, elli yillik etkilesim stireci icinde
sanat ile rock miizigi arasindaki igbirliginin en gii¢lii noktasi olarak
kabul eder. No wave, adeta ilkel bir saldirganliga sahip Lydia Lunch’s
Teenage Jesus & The Jerks’ten ahenksiz punk-funk ezgileriyle taninan
James Chance & The Contortions’a, caz-elektro flizyonlariyla bilinen
DNA ve Mars’tan, Glenn Branca, Rhys Chatham ve Phillip Glass gibi
klasik miizik egitimi almig deneysel miizisyenlere ve The Residents
(San Francisco kékenli bir grup) ve miizigi elektronik miizigin

radikal bir bicimini iceren ve biraz fluxus'un miizigini andiran

Suicide grubundan Alan Vega gibi gorsel-isitsel avangart ¢evresinden
kisilere kadar envai cesit performansgi, besteci ve gorsel sanatciyla
(cogu zaman bu ticii bir aradaydi) 6zdeglestirilen bir tiirdii. Vega,

kent ¢oplerini kullanarak grubun pargalarinin sagliksiz atmosferini
cagrigtiran 151k enstalasyonlari da gerceklestirmisti. Biitiin bu grup

ve sanatcilar bugiin efsanevi punk gece kuliipleri olarak anilan CBGB,
The Mudd Club ve Max’s Kansas City gibi yerlerde gerceklestirilen
etkinliklerde bir araya gelmekteydi. No wave’in ve onun o “keskin
atonal ve ahenksiz miizigi’'nin (Dominic Molon, 2007) ortaya ¢ikisiyla
birlikte etkinlikler Artists Space, The Kitchen ve White Columns gibi
performans ve gorsel sanatlarla baglantili alternatif kuruluslarda,
hatta sanat galerilerinde diizenlenmeye bagladi. The Kitchen gibi
mekanlarda plak, video, kitap ve performanslar Christian Marclay,
Laurie Anderson, Robert Ashley, Charles Atlas, Beastie Boys, John Cage,
Joan Jonas, Meredith Monk, Steve Reich, Arthur Russell, Talking Heads,

As Marc Masters and Dominic Molon (2007) have noted, after the
collaboration between Andy Warhol and The Velvet Underground at
the end of the sixties, rapprochement between the avant-garde art and

rock music scenes in New York was not significantly reactivated until
the emergence of figures such as Patti Smith and Richard Hell and
bands like Television, The Ramones, Blondie and Talking Heads. Smith
and Richard Hell brought with them grounding in art and literature
and a musical focus that served to create the first New York punk
scene, defined by the iconographic, stylized photographs by Robert
Mapplethorpe - used for the first albums by Patti Smith and Television
- and the more street snapshots by Roberta Bailey - featured on several
albums by The Ramones and Richard Hell & The Voivoids.

The most self-consciously ‘arty’ faction of New York punk rock was
known as no wave, a strand that in the opinion of many was the most
rigorous collaboration between art and rock music of their fifty years

of interaction. It was associated with a motley group of performers,
composers and visual artists (often the three things at the same time)
ranging from the almost primitive aggression of Lydia Lunch’s Teenage
Jesus & The Jerks and the dissonant punk-funk of James Chance & The
Contortions to the jazz-electro fusions of DNA and Mars (made famous
thanks to the LP No New York, produced by Brian Eno), via classically-
trained experimental musicians like Glenn Branca, Rhys Chatham

and Phillip Glass and figures from the audio-visual avant-garde such

as The Residents (who came from San Francisco) and Alan Vega, of
Suicide, whose music incorporated a radical form of electronics vaguely
reminiscent of Fluxus. Vega also created light installations using urban
garbage that evoked the unhealthy atmosphere of the songs by his
band. All these bands and artists came together in performances that 73







Jean-Michel Basquiat ve Keith Haring
tarafindan tasarlanan albim kapaklari
David Arranz 6zel koleksiyonu

Record sleeves designed by Basquiat

and Keith Haring

Private collection of David Arranz

, Test Pressing, 1982
, First Record, 1984
, Duck Rock, 1983
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Steina ve Woody Vasulka ile Bill Viola gibi 6nemli sanatcilar tarafindan
retilmekteydji; biitiin bu eserler, bugtiin Electronic Arts Intermix video
dagitimcilarinin argivlerinde bulunuyor.

New York punk ve no wave ile baglantili cogu sanatci farkh
disiplinlerden gelmekte ve kendilerini baglarda performans ve yeni
gorsel-isitsel araglarla ifade etmekteyse de, East Village’de yasayan
bircok yeni digsavurumcu ressam da bu kiiltiir sahnesine aktif bicimde
dahil olmustu. Bu ressamlar arasinda Jean-Michel Basquiat (Gray

ile birlikte calmis ve Rammellzee ve The Offs gibi deneysel hip-hop
gruplarinin albim kapaklarini tasarlamistir), Keith Haring (Malcolm
McLaren’a albiim kapaklari tasarlamig ve Grace Jones’un video klipleri
ile konserlerinin sahne tasarimlarini gergeklestirmistir) ve Robert
Longo [Richard Prince ile birlikte Menthol Wars grubunun bir tyesiydi,
Glenn Branca’nin ilk albiimlerinden birinin kapagini Men in the

Cities sergi dizisindeki fotograflardan biriyle tasarlamis, ayrica Golden
Palominos (1982), World Saxophone Quartet (1982), Megadeth (1986),
R.E.M. (1987) ve New Order (1988) gibi gruplarin miizik videolarini
cekmistir] gibi 6nemli isimler sayilabilir. Cesitli miizisyen ve sanatciy1
bir araya getirmis olan bu ilham verici ortam, yonetmenligini Edo
Bertoglio'nun yaptig1, Basquiat ve Debbie Harry’nin rol aldigi Dowtown
81 adl filmde yansitilmaktadir. Ayni baglamda Roberto Longo,
arkadaslarini The Contortions ve Bertoglio’nun filminde sahneyi
Basquiat ile paylasan DNA gibi no wave gruplarinin konserlerinde
gordikleri spazmodik dans hareketleri yaparken cektigi fotograflarla
Men in the Cities (1980) (Kentlerdeki Insanlar) baslikl ikonik

dizisini yaratmistu.

isvicre kokenli gorsel-isitsel sanatc1 Christian Marclay de seksenlerdeki
no wave hadisesiyle birlikte ortaya ¢ikanlardan biriydi. Marclay, The
Bachelors, Even (grup Duchamp’a ithafen bu ismi almigt1) ve Mon

Ton Son gibi gruplarda calmisti. O donemlerde vinil plaklarin ve

eski “doniisturilmiig” pikaplarin cesitli bicimlerde manipiilasyonu,
tahrip edilmesi ve yeniden kullanima sokulmasi temeline dayal
performanslar ve miizik kayitlar gerceklestirmisti. Fast Music (1982),
Record Players (1984) ve cesitli mekanlarda tiim zemini yiizlerce vinil
plak dégeyerek gerceklestirdigi ve iceri girenlerin kaginilmaz olarak
plaklari ezdigi (punk ve no wave sahnesinden oldugu kadar fluxus ve

Punk ve no wave albiim kapaklari, 19771981
Sleeves for punk and no wave records, 1977-1981

, Marquee Moon, 1977, by Robert Mapplethorpe
, Blank Generation, 1977, by Roberta Bayley

, Off White, 1979

, Queen of Siam, 1980, by George Dubose

, The Ascension, 1981, by Robert Longo

took place in a network of what are now legendary punk nightclubs,
such as the CBGB, The Mudd Club and Max’s Kansas City, although
with the advent of no wave, with its ‘sharply atonal and dissonant
music’ (Dominic Molon, 2007), performances began to be held in
alternative institutions linked to the performing and visual arts like
the Artists Space, The Kitchen and White Columns, and even in art
galleries. At venues such as The Kitchen albums, videos, books and
performances were produced by key artists such as Christian Marclay,
Laurie Anderson, Robert Ashley, Charles Atlas, Beastie Boys, John
Cage, Joan Jonas, Meredith Monk, Steve Reich, Arthur Russell, Talking
Heads, Steina and Woody Vasulka and Bill Viola, now available from the
archives of Electronic Arts Intermix video distributor.

Although most of the artists linked to New York punk and no wave
were multi-disciplinary and expressed themselves above all through
performance and the new audio-visual media, a number of famous
neo-expressionist painters who lived in the East Village actively
participated in the cultural scene, including such significant figures as
Jean-Michel Basquiat (who played with noise group Gray and produced
record sleeves for experimental hip-hop bands like Rammellzee and
The Offs), Keith Haring (who designed sleeves for Malcolm McLaren
and contributed to the mise en scéne for video clips and performances
by Grace Jones ) and Robert Longo (who formed part of the band
Menthol Wars with Richard Prince and illustrated, with one of his
paintings from the Men in the Cities series, one of the first albums by
Glenn Branca, as well as producing music videos for bands like Golden
Palominos (1982), World Saxophone Quartet (1982), Megadeth (1986),
R.E.M. (1987) and New Order (1988). This stimulating scene that
brought together musicians and artists of all kinds is reflected in the
experimental film, Downtown 81 by Edo Bertoglio, starring Basquiat
and Debbie Harry. In this same context, Robert Longo created his
iconic series of drawings Men in the Cities (1980) on the basis of a set
of photographs taken of his friends performing the spasmodic dances
they saw in concerts by no wave bands like The Contortions and DNA,
who in Bertoglio’s film appear sharing the stage with Basquiat himself.

Christian Marclay, sound and visual artist of Swiss origin, was another
figure to emerge from the no wave phenomenon in the eighties.




RICHARD MELL
<THE VOIDQIDS

beden sanatrndan etkilenmis bir performansti bu) miidahaleleri bu
soyagacina ait caligmalardir. Seksenlerin baslarinda Marclay, Laurie
Anderson’in viofonograf1 (1976) ile Charlotte Moorman’in ¢aldigi TV
Cello'nun (1969) organolojik kuzeni fonogitar (1982) adli melez bir
enstriiman kegfetmis, boylece kendi gitarlarini yapan Sonic Youth
iiyeleri Thurston Moore ve Lee Ronaldo veya eski kirik Telecaster’ini
tamir eden ve onu The Clash (1977) albiimiinde calan Joe Strummer
benzeri gitaristler gibi punk’in “Kendin Yap” ilkesini kendine mal
etmisti. Fonogitar, Marclay’in omzuna asili bir gitarmis gibi ¢aldig
“ayarlanmig” bir pikap; onunla Jimi Hendrix’in ruhunu ¢agirdigi ve
gitar1 bir orkestra gibi ¢alan bu gitar kahramaninin riiyasina alayci
bi¢imde cevap veriyormus gibi yaptigi Ghost. I Don’t Live Today (1985)
(Hayalet. Ben Bugiin Yagsamiyorum) baglikli video performansinda da
gordtigiimiiz gibi, rock yildizlarinin tinlii sahne kligelerinin parodisini
yapmaktaydi: “Ghost, Jimi Hendrix’e ithafen yapilmisg bir calismaydi [...].

He performed in bands like The Bachelors, Even (a name that pays
homage to Duchamp) and Mon Ton Son, and dating from that period
are his first performances and music recordings based on varying
degrees of manipulation, destruction and re-utilization of vinyl and
old ‘transformed’ record players. Belonging to this genealogy are
works such as Fast Music (1982) and Record Players (1984) and his
interventions in immersive spaces with floors tiled of hundreds of vinyl,
which were inevitably trodden on by everyone who entered, actions
equally influenced by movements like Fluxus or body art as well as by
punk and the no wave scene. In the early eighties, Marclay invented

a hybrid instrument, the phonoguitar (1982), an organological cousin
of Laurie Anderson’s viophonograph (1976) and the TV Cello played by
Charlotte Moorman (1969), and he appropriated for himself the punk
precept “Do It Yourself” in a way reminiscent of guitarists Thurston
Moore and Lee Ranaldo of Sonic Youth, who built their own guitars, or
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Hendrix’in plaklarini caldim, pikabin kolunu ileri geri hareket ettirerek
pikap ignesiyle onlari ¢izdim ve ¢ikan sonucu amfiye gonderip feedback
aldim. Bir de wah-wah pedali kullandim. Cikan ses ¢ok giicliydi.
Taginabilir pikap ¢evremde doniip Hendrix’in hareketlerini taklit
etmeme imkan tanidi. Hendrix’in hoguma giden tarafi, enstriimaninin
sinirlarini tanimamast, yeni sesler pesinde olmasiydi, bu gitarini
yakmak anlamina gelse bile|...]. Ger¢cek anlamda bir ayindi. Bir
anlamda Jimi Hendrix olmustum.” Marclay’in, sanatin rock’a ihtiyaci
olan elestirel sdylemleri dile getirme yetenegini iade etmesini saglayan
kapasitesini vurgulamayi bagardigi calisma, Guitar Drag (2000)

(Gitar Stirtikleme) adli video enstalasyonu oldu. 1998’de Teksas’ta bir
kamyonetin arkasinda stiriiklenerek oldiirtilen Afrika kokenli Amerikali
James Byrd, Jr’a ithafen yapilmisg, “punk siiri” olarak nitelendirilebilecek
bir caligmaydi bu. Videoda bir amfiye bagli Fender Stratocaster marka
bir elektrogitar bir kamyonetin arkasinda Teksas cayirlari boyunca
uzanan, James Byrd, Jr’un katline tanik olmusg otoyolda strtiiklenir.
Birkac dakika icinde gitarin biitiin telleri paralanip govdesi titregerek
arada sirada Sonic Youth gibi gruplarin miziklerindekine benzer yogun
ve siddetli ses dokulart meydana getirir. Fender’in parcalanmig gévdesi
saniyeler i¢inde rock tarihiyle ilgili biitiin trajik efsaneleri uyandirir

ve elektro gitarin parcalanmig imgesiyle birlesen ses siddeti elektro
gitarin bu gértintiistinii duygu katmak i¢in siiresi uzatilarak verilmig bir
insan bedeni gortntisiine dontstiirerek ABD’nin giiney eyaletlerindeki
siyahilere yonelik ling olaylarini hatirlatir; ayni sekilde bu goriintd,
Hendrix, Townshend, Cobain ve diger gitar parcalayanlarin [Largen

ve Bread’in efektist video enstalasyonu Crash’te (2008) (Carpisma) de
goriilen bir durumdur bu] sehvani teshirciligini de akla getirir. Guitar
Drag’de Marclay Punk’1 Blues’un hamligiyla birlestirir ama onun o
sayisiz eserlerine tanidik olanlar bu ¢aligmasinin ayni zamanda fluxus

Fonogitar performansi, 1982
Phonoguitar performance, 1982

of Joe Strummer, who was happy to fix up the old smashed-up Telecaster
he plays on the album The Clash (1977). The phonoguitar is a ‘tuned’
record player that Marclay played as if it were a guitar hanging from his
shoulder, which allowed him to parody the famous stage stereotypes of
rock stars, as we appreciate in his video performance Ghost (I Don’t Live
Today) (1985), a performance that invokes the ghost of Jimi Hendrix
and seems to respond cynically to the dream of the guitar hero who
played guitar as if it were an orchestra: ‘Ghost was a tribute to Jimi
Hendrix [...]. I played records by Hendrix, scratched them with the stylus
by rubbing the player arm over the grooves and sent the result to the
amplifier to get feedback. I also used a wah-wah pedal. The sound was
very strong. This portable record player allowed me to move around and
appropriate Hendrix’s movements. What I liked about him was the way
he disregarded the limits of his instrument, looking for new sounds,
even if this meant burning his guitar [...]. It was a genuine ritual. In a
way, [ became Jimi Hendrix’. But the piece in which Marclay managed to
express art’s capacity to restore rock’s needed force to articulate critical
discourses is the video installation Guitar Drag (2000), a ‘punk poem’
that pays homage to James Byrd, Jr., an Afro-American who was dragged
to death behind a pick-up truck in Texas in 1998. A Fender Stratocaster,
connected to an amplifier, was dragged behind a truck over the same
fields and desert highways in Texas that had seen the murder of James
Byrd, Jr. In a matter of minutes, all the strings broke and the guitar

body vibrated, creating excruciating sound textures that occasionally
recall bands like Sonic Youth. The damaged body of the Fender evoked
in seconds all the tragic legends associated with the history of rock

and sonic violence united to the image of the disintegration of the
instrument converted the guitar into an emotive prolongation of the
human body, reminiscent of black lynching in the American south,

to the same extent that it reminds us of the orgiastic exhibitionism of
Hendrix, Townshend, Cobain and other guitar batterers (also present in
the effective video installation Crash [2008] by Largen & Bread). In Guitar
Drag, Marclay connects punk with the rawness of blues, although those
familiar with his extensive oeuvre will also perceive that it also owes
much to movements like Fluxus and body art.

Another key figure in New York’s eighties scene was Tony Oursler,
member of The Poetics, a band formed by students at the California




ve beden sanati gibi hareketlere de ¢ok fazla sey bor¢lu oldugunu
anlayacaklardir.

Seksenlerin New York sahnesinin 6nemli isimlerinden biri de The
Poetics grubu tyesi Tony Oursler’di. The Poetics, yetmislerin sonlarinda
performans, avangart miizik, dans ve imgelerle yeni medya araclarini
kullanarak deneysel caligmalar yapmaya merakli California Institute of
the Arts’tan (Kaliforniya Glizel Sanatlar Fakiiltesi) bir grup 6grencinin
kurdugu bir miizik grubuydu. Grubun iiyelerinden biri de Mike Kelley’di
(bu gruba katilana kadar yetmigli yillarda Destroy All Monsters ile
birlikte ¢aligmigti). Oursler icinde resim, heykel, fotograf, video ve

The Poetics’in etkinliklerinden olusan miizik kayitlarinin oldugu ve
sonunda The Poetics Project (1977-1997) (Poetics Projesi) bagligiyla
tamamlanan devasa bir gérsel-isitsel enstalasyon cergevesinde
neredeyse yirmi y1l boyunca Kelley ile zaman zaman bir araya gelerek
ortak caligmalar yapmisti. Oursler 2004te, icinde kuklalarin yer

aldig1 Don’t Trust Anyone over Thirty adli rock operada Dan Graham ve
post-punk grubu Japanther ile birlikte calismis, esere projeksiyonlarla
katkida bulunmusgtu. Bugiin Viyana'daki Thyssen-Bornemisza Art
Contemporary Koleksiyonu'nda yer alan ve rock operayla ayn1 adi
tasiyan enstalasyona onun bu projeksiyonlari da dahil edilmistir. Rock
ve avangart miizigi bir araya getirmesi bakimindan Oursler’in Tony
Conrad, Tkue Mori, Zeena Parkins, James Thirlwell, Steven Vitiello,

Kim Gordon ve Sonic Youth’tan Lee Ronaldo gibi miizisyenlerin insan
boyutunda yedi projeksiyonunu iceren Sound Digressions in Seven

Colors (2006) (Yedi Renkte Ses Sapmalari) baglikli o anitsal video
enstalasyonu da soz etmeye deger. Oursler miizisyenlerin her birine
miiziklerinin video enstalasyonunda diger alt1 miizisyenin miizigiyle
karisik olarak ¢alinacag bilgisini verdikten sonra onlardan tek
baslarina dogaclama yapmalarini istemis. Hoparlérler onlar gelisigiizel
calistiran bir aygitla beraber ekranlarin yiizlerine gdmulmiis. Bu
sekilde Oursler enstalasyonuna, hem John Cage’in teorilerini, hem de
gercekiistilctlerin leziz cesetlerini akla getiren bir sans unsuru katmis.
Sahneye her konusunda bu enstalasyon onu ziyaret edenlere farkl bir
deneyim sunuyor.

Yedi Renkte Ses Sapmalari, video enstalasyon, 2006

Sound Digressions in Seven Colors, video installation, 2006
Dominic Molon, Sympathy for the Devil. Art and Rock and Roll
since 1967, Yale University Press, 2007

Art School in the late seventies, who shared the same curiosity for
experimenting with new media through performance, avant-garde
music, dance and image. Another member of the band was the artist
Mike Kelley (who in turn had been collaborating with Destroy All
Monsters since the seventies). Oursler worked intermittently with
Kelley over almost twenty years on a monumental audio-visual
installation that included painting, sculpture, photography, video and
recorded music based on the activities of the band and eventually
entitled The Poetics Project (1977-1997). In 2004 Oursler collaborated
with Dan Graham and the post-punk band Japanther on the rock

opera Don’t Trust Anyone over Thirty, featuring puppets, to which he
contributed a number of projections that were finally included in the
installation of the same title, which now forms part of the Thyssen-
Bornemisza Art Contemporary collection. Furthermore, by virtue of

its mixture of rock and avant-garde music, also worth noting is his
monumental video installation Sound Digressions in Seven Colors (2006),
seven human-scale projections of musicians like Tony Conrad, Tkue
Mori, Zeena Parkins, James Thirlwell and Steven Vitiello, together

with Kim Gordon and Lee Ranaldo of Sonic Youth. Oursler asked each
of them to improvise alone, in the knowledge that their music would
subsequently be mixed with that of seven more players in the video
installation. The loudspeakers are integrated into the surface of the
screens with a device that activates them at random. Oursler thus
introduced a chance element that recalls both the theories of John Cage
and the exquisite legacy of the Surrealists, and once placed on stage, the
installation is always a different experience for the people who visit it.
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Joan Morey

Nueva Ola o Desencert (kisa versiyon), video, 2004
Sanatginin izniyle

Nueva Ola o Desencert (short version), video, 2004
Courtesy of the artist

Bu acidan degerlendirildiginde, post-punk ve no wave’in gorsel
sanatlarda yarattig1 sok dalgasinin hala bir sekilde etkisini
stirdiirdiigiing, hatta sanatlarinda miizigin énemli bir rol oynadigi
farkli iilkelerden geng sanatgilar tizerinde de etkili oldugunu
soylenebilir. Marc Bijl (Hollanda), Olaf Breuning ve Pipilotti Rist
(isvicre), Rita Ackermann (Macaristan), Jonathan Messe (Almanya),
Tobias Bernstrup (isvec), Terence Koh (Cin), Kendell Geers (Giiney
Afrika), Banks Violette, Kembra Phaler, Nick Zinner ve Fischerspooner
(ABD) bu sanatcilar arasinda sayilabilir; ayrica ispanya’dan (6zellikle
video sanati alaninda) Carlos T. Mori, Chema Alonso, Enrique Marty,
Joan Morey, Pepo Salazar, Aitor Saraiba, Salvador Cidréas, Ana Laura
Alaez ve Carles Congost gibi uzun bir isim listesi siralanabilir. Bu sok
dalgasinin ilk etkileri (ki 1960 ile 1970 yillar arasinda dogan ¢ok
sayida Ispanyol sanatcinin bu tiir estetikle ilgilenmesinin nedenini
kismen agiklar bu) ilging bigcimde Movida (1979-1989) yillarinda
Madrid’de, Palomo Chamorro’nun sundugu La Edad de Oro gibi sanat
ile mizigi birlestiren televizyon programlarinda, multimedya sanatgisi

en

Seen in perspective, the shockwave of post-punk and no wave in relation
to the visual arts is still in some way active, even for artists of younger
generations from different countries, for whom music plays a crucial
role in their art. Such artists include Marc Bijl (Holland), Olaf Breuning
and Pipilotti Rist (Switzerland), Rita Ackermann (Hungary), Jonathan
Messe (Germany), Tobias Bernstrup (Sweden), Terence Koh (China),
Kendell Geers (South Africa), Banks Violette, Kembra Phaler, Nick Zinner
and Fischerspooner (USA) and a long list of Spanish video artists in
particular - like Carlos T. Mori, Chema Alonso, Enrique Marty, Joan
Morey, Pepo Salazar, Aitor Saraiba, Salvador Cidras, Ana Laura Alaez
and Carles Congost. Its most immediate impact was seen (and this
would partially explain the considerable number of Spanish artists born
between 1960 and 1970 interested in this kind of aesthetics), curiously
enough, in Madrid during the years of the Movida (1979-1989), to the
point where television programs that combined art and music like La
Edad de Oro, presented by Paloma Chamorro, alternative venues like
Espacio P, run by the multi-media artist Pedro Garhel, and concert halls
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ALASKAY LOS PEGAMOIDES
(GRANDES EXITOS

Pedro Garhel'in iglettigi Espacio P gibi alternatif mekéanlarda ve
miidevimlerini sanatcilarin, performanscilarin, miizisyenlerin ve film
yonetmenlerinin olusturdugu, bazilarinin New York’taki The Kitchen ve
CBGB'nin Ispanya versiyonu olarak gérdiigii La Via Lactea ve Rock-Ola
gibi konser salonlarinda goriilmiisti.

Movida ile ilgili anlatilan efsanelerde o renkli hareketin dogum
yerinin, Las Costus adiyla bilinen ressam grubunun ev/stiidyosu
oldugu belirtilir. Burasi, gecig doneminde Madrid’in alternatif
bohemlerinin hepsinin miidavimi oldugu, bir cesit “cingene The
Factory” diyebilecegimiz bir yerdi. Alaska, Los Pegamoides adli
grubuyla soyledigi Quiero ser un bote de Colon (1980) adli sarkisinin
klibi i¢cin kendisine bir elbise ¢izecek birilerini aramaktaymis. Ona

o ressamlarin stiidyosunu énermisler ve orada bagka bir ressam,
Guillermo Pérez Villalta, Olvido Gara’ya (Alaska) La Manchali bir
film yonetmeninin (o siralarda heniiz taninmayan Pedro Almoddvar)
bir film i¢in geng bir punkgi kiz aradigini séylemis... gerisi herkesin
malumu zaten. Efsaneler bir yana, isin asli o hareketin en sahici Rock
gruplarindan bazilari arasinda yakin ortak ¢aligmalar vardi. Movida

Grandes éxitos albiim kapagi, 1982
Grandes éxitos album cover, 1982
Gorka Duo

like La Via Lactea and Rock-Ola, frequented by artists, photographers,
performers, musicians and film directors, were seen by some as our
particular version of The Kitchen and the CBGB in New York.

The ‘mythology’ of the Movida identifies as the birthplace of that
variegated movement the home/studio of the group of painters known
as Las Costus, a kind of ‘gypsy The Factory’ frequented by the entire
Madrid alternative bohemia during the transition years. Alaska needed
someone to paint her a dress for the video clip of the song Quiero ser un
bote de Colon (1980), performed with her group Los Pegamoides. She
was advised to visit those painters’ studio and it was there that another
painter, Guillermo Pérez Villalta, told Olvido Gara that there was a
filmmaker from La Mancha (the then unknown Pedro Almoddvar) who
was looking for a young punk girl to star in a movie... the rest is history.
Mythologies apart, the fact is that close collaboration certainly took
place between some of the most genuine rock bands of that movement
- Alaska y Los Pegamoides, Radio Futura, The Zombies, Aviador Dro,
Derribos Arias and Paralisis Permanente - with painters — Guillermo
Pérez Villalta (Personajes saliendo de un concierto de rock, 1979)




hareketinde yer alan grup ve sanatcilarin bazilari sunlardi: Alaska y Los
Pegamoides, Radio Futura, The Zombies, Aviador Dro, Derribos Arias ve
Paralisis Permanente; ressamlar, Guillermo Pérez Villalta (Personajes
saliendo de un concierto de rock, 1979) ve Herminio Molero (orijinal
Radio Futura’nin Brian Eno’su), fotografcilar, Garcia-Alix, Ouke Lele

ve Pablo Pérez Minguez (Alaska, Parélisis Permanente, Ana Curra,
Gabinete Caligary, Poch, Coyotes, Ilegales ve digerlerinin ikonik albiim
kapaklarinin yaraticilari) ve Almodévar ile [van Zulueta gibi film
yonetmenleri. Bununla beraber, Héctor Fouce’nin belirttigi gibi, Modiva
bir Madrid hareketiydi ¢iinkii o donemlerde miizik endiistrisi oraya
odaklanmigty; buna ragmen bu harekette Endlis, Katalonya, Galigya,
Bask Bolgesi ve bagka yerlerden miizisyen ve sanatgilar da yer almig ve
Madrid’le paralel olarak Vigo, Valensiya, Gijon, Barselona ve Le6n gibi
kentlerde son derece ilgin¢ miizik sahneleri olugturulmusgtu.

and Herminio Molero (the Brian Eno of the original Radio Futura) -,
photographers — Garcia-Alix, Ouke Lele and Pablo Pérez Minguez (the
creators of iconic album sleeves for Alaska, Paralisis Permanente, Ana
Curra, Gabinete Caligary, Poch, Coyotes, llegales and others) — and
filmmakers, like Almodévar and Ivan Zulueta. Nonetheless, as Héctor
Fouce has pointed out, the Movida was a Madrid phenomenon because
at that time the music industry was centered in the Spanish capital;
even so, it involved musicians and artists from Andalusia, Catalonia,
Galicia, the Basque Country and elsewhere, and parallel to Madrid,
highly interesting music scenes were generated in cities such as Vigo,
Valencia, Gijon, Barcelona and Leon.

Sahne. Rock Konserinden Gikanlar, 1979
Scene. Figures Leaving a Rock Concert, 1979
Museo Nacional Centro de Arte Reina Sofia Collection






Sonic Youth Sensational Fix sergi
katalogu, Roland Groenenboom (ed.),
Walter Kénig, 2009

Sonic Youth Sensational Fix exhibition
catalogue, Roland Groenenboom (ed.),
Walter Konig, 2009

Rock miizigin yillardir bir¢ok sanatcinin igleyip geligtirdigi akustik

ve gorsel niteliklerinin bu fiizyonu bugiin seksenlerin baglarinda

no wave sahnesinde ortaya ¢ikan Sonic Youth grubuyla birlikte
doruga ulagmigtir. Dominic Molon ve Roland Groenenboom’dan,
avangart sanat ile ana akim miizik arasindaki ugurumu birlegtirme
bakimindan Rock & Roll fenomeninin hicbir Girtiniintin Sonic Youth
ile boy 6lcligemeyecegini 6greniyoruz. Gerek deneysel ses stratejilerini
uygulama bigimleri bakimindan gerekse albiim kapaklari, mtzik
videolar: ve ortak sanat enstalasyonlari araciligiyla gérsel kimliklerini
yaratirken Judith Barry, Richard Kern, Mike Kelley, Raymond

Pettibon, Richard Prince, Jeff Wall, Gerhard Richter, Tony Oursler,

Rita Ackermann, Marnie Weber ve Dan Graham gibi taninmis ¢cagdag
sanatcilarla kesintisiz bir iligki icinde olmalari bakimindan Sonic Youth
essizdi. Grubun etkinlikleri fluxus, beat siiri, The Factory, punk ve no
wave, kavramsal ve avangart sanat, seksenlerin baglarindaki hardcore,
deneysel noise rock, ¢cagdas miizik ve bagimsiz sinemayi birlegtirir.
Thurston Moore’un seksenlerin baglarinda no wave sahnesiyle derin
iligki icinde oldugu ve Christian Marclay gibi miizisyen/sanatcilarla
ortak caligmalar yaptigi, Lee Ranaldo'nun Glenn Branca’nin grubunun
tiyesi oldugu ve Kim Gordon’in kariyerinin baslarinda Artforumun

en

This fusion of the acoustic and visual qualities of rock music, cultivated
by a number of artists for decades, has today reached a kind of
apotheosis with the band Sonic Youth, which emerged from the no
wave scene in the early eighties. As we learn from Dominic Molon and
Roland Groenenboom, possibly no other product of the rock ‘n’ roll
phenomenon equals Sonic Youth when it comes to bridging the gap
between the artistic avant-garde and mainstream music, both in their
application of experimental sound strategies and in their permanent
dialogue with acknowledged contemporary artists like Judith Barry,
Richard Kern, Mike Kelley, Raymond Pettibon, Richard Prince, Jeff Wall,
Gerhard Richter, Tony Oursler, Rita Ackermann, Marnie Weber and
Dan Graham, to create their visual identity through album sleeves,
music videos and collective art installations. The band’s work combines
Fluxus; beat poetry, The Factory, punk and no wave; conceptual and
avant-garde art; the hardcore of the early eighties; experimental noise
rock; contemporary music and indie cinema. This need not surprise us
if we bear in mind Thurston Moore’s deep involvement in the no wave
scene in the early eighties and his many collaborations with musician/
artists such as Christian Marclay, Lee Ranaldo’s membership of Glenn
Branca’s group, and Kim Gordon’s beginnings as an artist and art critic
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sanatcilarindan ve sanat elestirmenlerinden biri oldugu ve sergi
kiratorliigl yaptigi diisiiniliirse bu bizi sagirtmamali. David Byrne
Diiseldorf’taki Sensational Fix sergisini ziyaret ettiginde, “Sonic

Youth bir rock grubundan ¢ok bir sanat¢i grubu” demisti. Bu grubu
olaganiistii yapan sey (ki bu 6zelligi onu grup tiyelerinin kendilerine
yakin gérdiigli The Velvet Underground ile esit bir seviyeye yerlestirir)
miiziklerinin deneysel dogast ticari dolagima girmesine engel oldugu

icin hicbir zaman milyonlari bulan satig rakamina ulagmamasina
ragmen, son yirmi yilin ilging sanat ve rock olaylarinin ¢ogunu énemli
olctide etkilemis olmasidir. Grup Kurt Cobain’in entelektiiel modeliydi,
Neil Young gibi 6nceki jenerasyondan hayranlari vards, elektro gitar
sound’unu tekrar tanimladigi ve noise rock’in tohumlarini ektigi
stiphesizdi. Bugiinden geriye bakildiginda: Sonic Youth olmasaydi
glinimiiz miizigi ¢ok farkli olurdu denebilir.

Sonic Youth Sensational Fix sergi
katalogu, Roland Groenenboom (ed.),
Walter Konig, 2009

Sonic Youth Sensational Fix exhibition
catalogue, Roland Groenenboom (ed.),
Walter Konig, 2009

en

for Artforum and as an exhibition curator. When David Byrne visited
the Sensational Fix exhibition in Dusseldorf, he commented that ‘Sonic
Youth are a group of artists rather than a rock band’. The extraordinary
thing about this band - which places them practically on a par with
The Velvet Underground, in whom they mirrored themselves - is that
although they never sold millions of records, because the experimental
nature of their music kept them apart from the commercial circuit,
they have exerted a pivotal influence on most of the interesting art and
rock phenomena of the past twenty years. They were Kurt Cobain’s
intellectual models, had fans from preceding generations like Neil
Young, undoubtedly redefined the sound of the electric guitar and
sowed the seeds for noise rock. Surely we are now in a position to say
that today’s music would be very different if Sonic Youth had

never existed.

Raymond Pettibon, Mike Kelley, Richard Kern, Gerhard
Richter ve Kim Gordon tarafindan hazirlanan Sonic Youth
posterleri, LP kapaklari, video ve tanitim malzemeleri
David Arranz 6zel koleksiyonu

Artwork for Sonic Youth posters, LP sleeves, videos and
merchandising by Raymond Pettibon, Mike Kelley,
Richard Kern, Gerhard Richter and Kim Gordon

Private collection of David Arranz
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Dance Music Culture and Politics of Sound (2003) isimli etkileyici
kitaplarinda Jeremy Gilbert ile Ewan Pearson dans miiziginin
bireysel ve kolektif iitopik 6zgiirliik mekanlari yaratan bir araci olma
potansiyeline biiyiik oranda sahip oldugunu iddia eder. Gercekten
de, ¢cok sayidaki miizik altkiiltiirtiniin bariz bi¢imde fallokratik

rock estetigine ve “Art Rock” adiyla bilinen miizik tiiriintin bazi
temsilcilerinin [6rnegin, Glenn Branca gibi bazi miizisyenlerin
Rock’in kompozisyon yapisindan R&B koklerini atma niyetini (ki

bu niyetleri yanls anlagilmigtir) ilan ediglerini hatirlayalim] elitist,
kendini begenmisg tavirlarina muhalefeten, yetmigli ve seksenli yillarda
hedonist ve gortiniirde i¢i bog dans mtizigi vizyonu ortaya ¢ikmust,
oysa bu, isci sinifiyla ve Afrika kokenli Amerikalilar ile gay azinligin
toplumsal cinsiyet ve 1tk talepleriyle baglantili bir miizik bicimiydi.

“Funk, disko miizigi, break-dance, hip-hop ve techno ile electro’nun farkl
versiyonlari gibi dans tiirlerinde ickin olan 6z agkinlik ve toplumsal birlik
arzularini yansitan doksanlara ait birkac ¢alismadan s6z edecegim”

Afrika kokenli Amerikal feminist sanat¢1 Adrian Piper, Funk Lessons’da
(1983) (Funk Dersleri) izleyiciyi bircok didaktik dans gosterisine davet
eder. Burada Piper, Siyahi toplulugun yarattigi ve James Brown ve
Booty Collins gibi sanatcilarin poptilerlestirdigi, ritim ve hareketlerini
The Rolling Stones, Talking Heads ve The Clash gibi “beyaz rock”
gruplarinin benimsedigi funk’in kendini ifade etme imkanlarini
ortaya koyar. Yetmiglerin baglarinda dillere pelesenk olan “beyazlar
dans etmesini bilmez” sz, Funk Lessons’in ana motifini olugturur.
Piper, orta sinifa mensup beyaz 6grencilerden olugan izleyicilerin
ontinde funk’in temel hareketlerinden bazilar hakkinda bilgi verirken
funk’in tarihsel anlamina ve Afro-Amerikal popiiler kiltiir icindeki
roliine de deginir. Adrian Piper, yetmiglerin sonlarinda beyazlarin

Funk Dersleri, video, 1983

Adrian Piper Research Archive APRA
Foundation, Berlin izniyle

Funk Lessons, video, 1983

Courtesy of Adrian Piper Research Archive
APRA Foundation, Berlin

In their influential book Dance Music Culture and Politics of Sound
(2003), Jeremy Gilbert and Ewan Pearson claim that this music

has great potential as an agent that generates utopian spaces of
individual and collective emancipation. Indeed, in opposition to

the overtly phallocratic rock aesthetics of a significant number of
music subcultures and to the elitist, self-satisfied behavior of some
representatives of so-called ‘Art Rock’ — we should recall, for example,
the declared (though misunderstood) intention by musicians like Glenn
Branca to banish the R&B roots from the compositional structures

of rock -, during the seventies and eighties the hedonistic and only
apparently frivolous vision of dance music emerged, a form of music
linked to both the working class and to the gender and race demands by
the Afro-American and gay minorities.

I refer below to a number of works from the nineties that reflect the
self-transcendence and social union aspirations embodied in dance
styles such as funk, disco music, break-dance, hip-hop and the

different variations of techno and electro. In Funk Lessons (1983) the
Afro-American feminist artist Adrian Piper invites us to a number of
didactic dance demonstrations in which she reveals the self-expression
possibilities of funk, a genre created by the Black community and
popularized by artists like James Brown and Bootsy Collins, the rhythms
and movements of which have been appropriated by ‘white rock’ bands
such as The Rolling Stones, Talking Heads and The Clash. The saying

so much in vogue in the early seventies, ‘the whites don’t know how

to dance’, is the central motif for Funk Lessons. The artist, before an
audience of middle-class white students, imparts notions on some of
the basic movements of funk, while talking about its historical meaning
and its role in Afro-American popular culture. Adrian Piper attempts

to question the social identity of her audience by placing within

their reach a means of communication (funk) that was apparently
inaccessible to the whites at the end of the seventies and to mitigate

the hostility and lack of comprehension that characterized interracial
relations in American society.

James Clar, an artist of Philippine origin who divides his time between
New York and Dubai, also combines technology and popular culture
to explore their effects on the individual and society. His recent
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erisim imkanina sahip olmadigi iletisim araclarini (funk) 6nlerine
koyarak izleyicisinin toplumsal kimligini sorgulamaya ve Amerikan
toplumundaki irklar arast iligkileri karakterize eden diigmanligi ve
anlayis eksikligini gidermeye caligir.

Zamaninin bir bolimiint New York’ta bir b6limtini Dubai’de gegiren
Filipin kokenli sanat¢i James Clar da teknoloji ile poptiler kiilttri
birlestirerek bunlarin birey ve toplum tizerindeki etkilerini aragtirir.
Yakin zamanlarda gerceklestirdigi Dance Therapy (Dans Terapisi)
baslikli enstalasyonu, dansin irk ve toplumsal cinsiyet sinirlarinin
Gtesine gecme potansiyelini gdstermesi ve dans eden genclerin
gortintiilendigi eski ev yapimi filmler ile yetmisli ve seksenli yillarin
diskoteklerinin belirleyici 6zelliklerinden olan arketip aynali kiire
motifini birlegtiren bir enstalasyon Break-Dance gibi danslarin bélgesel
ve mekansal unsurunu vurgulamasi bakimindan Adrian Piper’in

Funk Lessons’inin bir yeniden yorumlanmasi gibidir. Clar ¢caligmasini
davranig ortintiileri iizerine kurarak sanat eseri ile halk arasinda olmasi
gereken mesafeyi “dikte eden” ortiik sinirlarla oynar ve tuhaf bir efekt
kullanarak, ekranda dans eden insanlarin yiizlerini aynali kiireyle
izleyiciden gizleyerek anlatida izleyenleri “bir durug benimseme”ye
cagiran bir gerilim ve yabancilagtirma alani yaratir.

Benzer bicimde tasarlanmig ama ondan farkl olarak toplumsal cinsiyet
konusunu ele alan John Di Stefano’nun etkileyici filmi (Tell Me Why) The
Epistemology of Disco (1991), [(Bana Nedenini Séyle) Disko Epistemolojisi]
disko miiziginin erkek egcinsel kimliginin bi¢imlenisindeki rolini

analiz eden bir belgesel. Film, diskotekin basit bir eglence mekéni olup
olmadigini sorgular ve onu escinsellige yonelik kamu baskisindan ortaya
cikan kiiltiirel bir mekén olarak sunar. Film gay filmleri ile konusunu
disko miiziginden alan filmlerin semiyotik analizlerini birlegtirir

ve filmde cinsel arzu, Stonewall isyanlari ve AIDS kargiti aktivist

Dans Terapisi, video enstalasyonu, 2011

Sanatg¢inin ve Galeria Senda, Barselona'nin izniyle
Dance Therapy, video installation, 2011

Courtesy of the artist and Galeria Senda, Barcelona

ince Buz Ustiinde Yiiriimek, video ve duvar resmi, 2003
Berlin, Peres Projects'in izniyle

Walking on Thin Ice, video and drawing, 2003

Courtesy of Peres Projects, Berlin

installation Dance Therapy seems, in a way, to be a reinterpretation of
Adrian Piper’s Funk Lessons in that it reveals the potential of dance
when it comes to going beyond race and gender barriers, and stresses
the territorial and spatial component of dances such as break-dance
through a singular installation that combines old home-made films of
young people dancing with the archetypal motif of the mirror balls so
characteristic of discotheques in the seventies and eighties. Clar bases
his work on behavior patterns to play with the tacit limits that dictate
the appropriate distance between the work of art and the public and,
through a strange effect, he uses the mirror ball to hide the faces of

all the people who appear dancing on the screen from the observer,
thereby generating a space of tension and estrangement that invites us
to ‘adopt a stance’.

In a parallel setting, that in this case approaches issues of gender,
John Di Stefano’s influential film (Tell Me Why) The Epistemology of
Disco (1991) is a documentary that analyzes the role of disco music
in the formation of the male gay identity. This video questions the
discotheque as a simple venue for entertainment and presents it as a
cultural space that emerged from the public expression of homoerotic
sexuality. The video combines semiotic analyzes and fragments from
gay and classical films of disco music, while celebrating sexual desire
as the guiding thread that traces a historical and political lineage of the
gay liberation movement that emerged after the Stonewall riots and
activist protests against AIDS.

Within a setting that derives in equal parts from dance culture, the
transgender phenomenon and psychedelic iconography, Assume Vivid
Astrofocus is a group of artists of Brazilian origin who take their name
from the album Assume Power Focus by Throbbing Gristle and from
the British band Ultra Vivid Scene. They develop seductive immersive
installations that work as temporary emancipation spaces combining
video, music, dance, design and expanded painting. Walking on Thin
Ice (2002) may be understood in this context, an installation that
functions as a homage to the song recorded by Yoko Ono in the eighties
and to The Cockettes, a psychedelic group of drag queens formed in
San Francisco in 1969. The video also has elements inspired by the
video clip for Peter Gabriel’s Sledgehammer and stars Carla Machado, a
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protestolardan sonra ortaya ¢ikan escinsel 6zgiirliik hareketinin tarihsel
ve siyasal kokenlerinin izini siiren bir ana unsur olarak kullanilir.

Dans kdltiirti, cinsiyet degistirme konusu ve saykodelik ikonografiden
esit oranda etkilenen bir hayal giiciiyle beslenen Assume Vivid Astro
Focus, Brezilya kokenli bir sanat¢i toplulugu. Topluluk adini Throbbing
Gristle’n Asume Power Focus albiimi ile Britanyali mtzik grubu Ultra
Vivid Scene’nin isimlerinden almis. Grup video, miizik, dans, tasarim
ve genigletilmig resmi birlegtiren ve gecici 6zgtrliik alani olarak islev
goren etkileyici ve bastan ¢ikarici enstalasyonlar gelistiriyor. Yoko
Ono’nun seksenlerde kaydettigi sarkiya ve 1969°da San Francisco’da
kurulan, travestilerden olusan miizik grubu The Cockettes’e bir saygi
durusu niteligindeki enstalasyonlar1 Walking on Thin Ice (2002) (ince
Buz Ustiinde Yiirimek) bu baglamda kavranabilir. Bu videoda ayrica
Peter Gabriel'in Sledgehammer klibinden esinlenilmis unsurlar da
mevcut. Videoda rol alan transseksiiel sanat¢i Carla Machado videonun
saykodelik imgelerini toplumsal cinsiyet siyasetinin muglak bir niyet
bildirisine “déniistiirtir.” Britanyali sanat¢1 Mark Leckey’nin ise 19.
yiizyil flaneur’iiniin giniimiizde viicut bulmus hali, kent gece hayatinin
yorulmak bilmez kasifi oldugu soylenir. Filmleri ile videolari, kent
altktltiiriintin rittellerini yakalayan bulunmus kayitlar ile orijinal
gortntiler igerir. Fiorucci Made Me Hardcore (1999) (Fiorucci Beni

Fiorucci Made Me Hardcore, video, 1999
Goetz Koleksiyonu, Munih izniyle
Courtesy of the Goetz Collection, Munich

transsexual who ‘transforms’ the psychedelic images of the video into
a declaration of intentions on gender politics. Of the Englishman Mark
Leckey, it has been said that he is the contemporary embodiment of
the nineteenth-century loafer, a tireless explorer of urban nightlife. His
films and videos combine both recycled and original footage to capture
the rituals of urban subcultures. Fiorucci Made Me Hardcore (1999) is

a piece that has attained the status of a cult movie and was decisive




Hardcore Yapti) kiilt statiistinii kazanmig ve Leckey’nin 2008'de
prestijli Turner Odiilinii kazanmasinda etkili olmus bir film. Film, Dan
Graham’in Rock My Religion’daki kendine mal etme stratejilerini andiran
gorsel-isitsel kolaj biciminde sunulan bir ¢esit kolektif haliisinasyon.
Film, Ingiliz televizyonunda yayinlanan arsiv goriintiileri ile 1970 ile
1990 yillar1 arasinda ingiltere’deki dans miizigiyle alakal altkiiltiirlerin
hareketsiz ve yavaslatilmig cekim goriintiilerinden olusturulmus.
1960’1arda Northern Soul miizigiyle dans eden genclerin sahnelerinin
lizerine montajlanan doksanlardaki rave partilerinde cekilmis
gortintiilerde ayni hareketleri tekrar ederek acid house mtzigiyle
cilginca dans edenleri gértiyoruz. Filmin miizigi, miizik fragmanlars,
ses efektleri ve geng holigan seslerinin fiizyonundan olusuyor, bu

arada bir dig ses genclerin gozde giysi markalarini siraliyor: Ellesse,
Sergio Tacchini, Lacoste, Fiorucci... Leckey, seksenlerdeki Acid House

ile doksanlarin baglarindaki rave kiilttiriiniin bagka geylerin yani sira
duygulari costuran ekstazinin de etkisiyle belli bir toplumsal dontisiim
potansiyeline sahip oldugu fikrini onaylar. Simon Reynolds’'in o ufuk
acict Androgyny in the UK: Rave Culture, Psychedelia and Gender (1992)
(Birlesik Krallik’ta Androjeni: Rave Kiiltiirt, Saykodeli ve Toplumsal
Cinsiyet) baglikl yazisinda belirttigi gibi, miizik ile uyusturucularin
arasindaki sinerji belirli cemaat bicimleri ve gerceklikten kacig yaratma
glicline sahipti: “bu direnis ve kabullenis miizigi, Gitopya idealizmi ve
nihilist hedonizmi, hem bir kacig yolu hem bir ¢cikmaz..”. Gercekten de,
buradaki celigkiler gliniimiz siyasal anin celigkileriyle aynidir. Ne var
ki, 1989'da ingiltere’de ikinci bir “ask yaz1” vards, giiliimseyen yiizlerin
simgesel olugu bu ytzdendir ve ayni yil, Berlin Duvarr'nin yikilisi gegici
titopik 6zgiirlik alanlar1 yaratmistir (Bahtin’in inceledigi karnavalsi
6zgutrliik anlaminda), tipki Ask Gecidi Festivali (Dogu ile Bati Berlin'deki
genclerin birlikte dans ettigi) ve toplumsal cinsiyet sinirlarinin

ortadan kalktig1 ve dans miizigi sayesinde her ttrli siyasal talebin dile
getirildigi escinsellerin onur yiirtiylsi gint gibi.

Leckey’nin arkadas: olan ve Bourriaud'nun iliskisel Estetik teorilerini
(1998) sahneye koyan sanatcilardan biri oldugu anlagilan Jeremy
Deller'in eserlerinde Leckey’nin eserlerindekine benzer bakig agilarina
rastlariz. Bu durum ozellikle onun o essiz The History of the World
(Diinya Tarihi) isimli enstalasyonunda bariz bi¢imde gériiliir. 1997 ile
2004 yillar arasinda gerceklegtirdigi bu enstalasyonda Deller, kékleri

to Leckey’s being awarded the prestigious Turner Prize in 2008. The
video is a kind of collective hallucination in the form of an audio-visual
collage that recalls the appropriation strategies applied by Dan Graham
in Rock My Religion. It was composed from archive images broadcast by
British television in combination with fixed and slow motion images
that expose the subcultures associated with dance music in England
between 1970 and 1990. Thus, superimposed on scenes of young people
dancing the particular Northern Soul of the sixties, repeating the same
steps, we see sequences of frenzied dancing to acid house filmed during
rave parties from the nineties. The soundtrack is a fusion of music
fragments, sound effects and the voices of young hooligans, while a
voice off recites a list of the young people’s favorite makes of clothes:
Ellesse, Sergio Tacchini, Lacoste, Fiorucci... Leckey subscribes to the
idea that acid house in the eighties and rave culture in the early nineties
enjoyed a certain social transformation potential, by virtue among other
things to the affective component of ecstasy. As Simon Reynolds tells

us in his seminal text Androgyny in the UK: Rave Culture, Psychedelia and
Gender (1992), the synergy between music and drugs had the power

to generate specific forms of community and escapism: ‘it is music of
resistance and acceptance, utopian idealism and nihilist hedonism,
both an escape route and a dead end.... Indeed, the contradictions

here are the same as those of the current political moment. The fact

is, though, that in 1989 there was a second ‘love summer’ in the UK,
hence the symbology of smiling faces, and that same year, the fall of the
Berlin Wall generated utopian spaces of temporary liberation - in the
carnivalesque sense studied by Bakhtin - like the Love Parade (which
allowed youngsters from the East and the West to dance together)

and Gay Pride Day, on which gender barriers dissolved and all kinds of
political demands were made through dance music.

We find a similar approach to Leckey’s in the work of his fellow
Englishman Jeremy Deller, one of the artists who seem to stage
Bourriaud’s Relational Aesthetics theories (1998). This is particularly
evident in his exceptional installation The History of the World, on
which Deller worked between 1997 and 2004, which attempts to
reveal the points of contact and spheres of influence between two
apparently incompatible music styles whose origins are separated
by almost one century: acid house and the music of the brass bands
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neredeyse yiz yildir birbirinden ayrilmisg olan, goriiniirde birbiriyle
bagdasmayan iki miizik tiirt (acid house ile kent sokaklarinda ¢alinan
bando miizigi) arasindaki temas noktalarini ve etki alanlarini ortaya
koymaya caligir. Duvara yansitilmis bir ¢izelge tizerinde Deller bu iki
miizik hareketi arasinda bag olusturan toplumsal ve siyasal yansimalar
oldugunu ileri siirer. Bir kere, acid house 20. ylizyilin sonlarindaki
sanayi sonrast kiilttirel olaylarin bir 6rnegi iken, bandolar 19. yiizyilin
sanayi donemini temsil etmektedir. Projenin en tekil (ve en iligkisel)
boliimii, mitevazi Williams-Fairey Bandosuwnun birkag ay boyunca 808
State ve The KLF gibi gruplarin acid house parcalarindan olugan bir
repertuar icin prova yapmasini ve bu repertuardan olusan parcalarla
Ingiltere’nin cesitli kasaba ve kentlerini kapsayan bir turneye ¢ikmasini
icermekteydi (Williams-Fairey Bandosu'nun internet sitesinde hala bir
asid repertuari mevcut). Will Bradley (1998) Deller’in, “madencilerin
1984’deki grevi ile acid house sahnesinin ortaya cikisini Iingiltere’de
son on beg yilin en 6nemli iki olay1” olarak gordiigtini belirtir. The
History of the World bu iki olay1 gérliniiste birbirine zit iki miizik
bi¢imiyle iligkilendirir. Bu iki miizik bi¢iminin birlesmesi popiiler
miizigin yurttaslarin protestolarini dile getirme ve muhalefet ve {itopya
alanlari yaratma potansiyelini agiga cikartir. Deller, bando liyelerinde
belirgin olan giiclii onur ve yoldaglik duygularini polis tarafindan
hunharca bastirilan 1984’teki madenci grevi gibi halk isyanlarini
yaratan sendika ve is¢i sinifi dayanigmasi ile iliskilendirir. 1992°de
Spiral Tribe’in Castelmorton’da diizenledigi yasadist rave partisi,
kamusal alanlarda tekrar eden ritimlerden olugan bir miizik egliginde

Williams Fairey Bandosu, video, 2005
Art Concept, Paris izniyle

Williams Fairey Brass Band, video, 2005
Courtesy of Art Concept, Paris

that play in city districts. By means of a diagram spread out on a wall,
Deller suggests that there are social and political echoes that generate
links between these two music movements; to begin with, acid house
would be an example of late twentieth-century post-industrial cultural
phenomena while the brass bands would represent the industrial era
of the nineteenth century. The most singular - and relational - part

of the project consisted of getting the modest Williams-Fairey Brass
Band to spend some months rehearsing a repertoire of acid house
songs by bands like 808 State and The KLF, and then tour with them
to several towns and cities in the UK (the Williams- Fairey Brass Band
continues to offer an acid repertoire on its website). Will Bradley (1998)
pointed out that for Deller ‘the two most important phenomena of

the past fifteen years in England are the miner’s strike of 1984 and

the advent of the acid house scene’. The History of the World relates
these two events through two apparently antagonistic forms of music
which, when joined together, reveal the potential of popular music
when it comes to articulating citizens’ protests and generating spaces
of dissidence and utopia. Deller associates the strong sense of pride
and comradeship characteristic of brass band members with trade
union and working class solidarity that generates popular revolts like
the 1984 miner’s strike, which was brutally repressed by the police.
Similarly, the illegal rave organized at Castlemorton by Spiral Tribe in
1992 led to the enactment of a repressive law, the Criminal Justice and
Public Order Act, which stipulates that concentrations of more than one
hundred people in public places with background music characterized




yiizden fazla insanin toplanmasina yasak getiren baskici bir yasanin,
Ceza Yargilamasi ve Kamu Diizeni Yasasrnin yirtirliige girmesine

yol agmigti. Dansin, Sitliasyonistlerin 1968 Mayisr'nda savunduklar:
ve 15M gibi hareketlerin festivale benzer aktivizmlerini éngéren
“sokaklari ele gecirme”yi hedefleyen 6zgiirlestirici potansiyeli Charley
Case’in Friday, June 18, 1999, City of London (18 Haziran 1999, Cuma,
Londra) isimli filminde siirsel bicimde yansitilmaktadir. Friday, June
18, 1999, City of London, karnavalin yikici potansiyelini benimsemis ve
kamusal alanlari isgal edip bu alanlarin yeniden siyasallagtirilmalarini
techno rave’ler araciligiyla gerceklestirmeyi amaclayan Sokaklar1 Geri
Al (Reclaim the Streets) toplulugunun dizenledigi bir sokak partisini
(bu tiir etkinliklerle iinlenen bir topluluktu bu) gériintiileyen (tango

ritmi egliginde!), super-8 ile siyah-beyaz ¢ekilmis bir belgesel.

Diinya Tarihi, duvar resmi, 1997-2004

Art Concept, Paris izniyle

History of the World, mural painting, 1997-2004
Courtesy of Art Concept, Paris

by repetitive beats are strictly forbidden. This liberating potential of
dance for ‘taking the streets’, which the Situationists defended in May
1968 and anticipated the festive activism of movements like 15M, is
also poetically reflected in Charley Case’s Friday, June 18, 1999, City of
London, a black-and-white film shot in super-8 which documents -

to the rhythm of a tango! — A street party by the Reclaim the Streets
association, famous for this kind of activity, who appropriated the
subversive potential of carnival and techno raves for occupation and re-
politicization of public space.







1997 Eyliil'ii Royal Academy of Arts'daki (Kraliyet Akademisi) Sensation:
Young British Artists from the Saatchi Collection (Sansasyon: Saatchi
Koleksiyonu'ndan Geng Britanyal Sanatcilar) baglikh sergiye tanik oldu.
Serginin acilisinda protestolar gerceklesmis, Akademi'nin bazi tyeleri
istifa etmis ve sergilenen bazi objelere saldirilar olmustu. Ertesi yil

New York’ta diizenlenen sergi yine benzer saldirilarin hedefi olmustu.
Muhtemelen 6nceden planlanmis olan bu skandal kisa bir siirede,
sergide yer alan sanatcilar icin uluslararasi diizeyde taninmalarini
saglayan cok zekice bir kampanya haline geldi. Sensation, Damien Hirst,
Tracey Emin, Gavin Turk, Sam Taylor Wood ve Jake ve Dinos Chapman’i
inli yapmakla kalmamus, onlar1 uluslararasi sanat piyasasina da
sokmus ve ulusalci imalar tagiyan yeni bir etiket sahibi de yapmusti:
Geng Britanya Sanati. Hemen ardindan onlara Sensation’a katilmamis
olmakla birlikte calismalari halis ingiliz damgas: tagtyan baska
sanatgilar da katildi: Miizik diinyasiyla aktif baglantilar olan birkaginin
ismini vermek gerekirse, Julian Opie, Darren Almond, Jenny Saville ve
Cerith Wyn Evans.

“Cool Britannia,” benzer nitelikteki Swingeing London sloganini
desteklemek amaciyla tiiretilen ve homojen bir miizik veya sanat
trendinden cok kiiresel ¢apta bir kiilttr hareketini niteleyen turizm
amagli bir slogan. Sensation’in basin aciklamasinda “gorsel sanatlardaki
bu yeni yaraticilik ve cosku patlamasi altmiglardaki pop art’in ortaya
cikisindan beri ilk kez yasaniyor” denilerek bu hareketin kiiresel ¢apta
bir kiltiir hareketi oldugu vurgulanir. Bu baglamda, Britpop gruplari

ile Young British Artists (Geng Britanyali Sanatgilar) arasinda 6nceki
jenerasyonlarda gortilene benzer bir ruhla ortak calismalar ytritildi;
gerci Oasis ve onlarin akil hocasi Paul Weller 6rneginde bu ortak
calismalarda belirgin bir retro havasi sezilir, ozellikle de albiimlerinin
tasarimini The Beatles'in Unli Stg. Pepper’in albtim kapagini tasarlamig
olan Peter Blake’e siparis etmelerinde bu hava daha acik bir bicimde
hissedilir. Gercekten de Oasis, Blur ve Suede miizikleri i¢in tartigmasiz
retro referanslar benimsemiglerdir (Oasis The Beatles’1, Blur The Kinks’i,
Suede David Bowie’yi, The Smiths ise istisnasiz hepsini andirir).

Titizlikle planlanmis bir strateji olsun veya olmasin su bir gergek ki,
1990larda Londra'nin pop sahnesinde (adeta Ingiliz popunun altin
yillarini yeniden canlandirmak istercesine) miizik ile gorsel sanatlar

September 1997 witnessed the incident at the Royal Academy of Arts
exhibition Sensation: Young British Artists from the Saatchi Collection.
The opening was the scene of protests, resignations by members of the
Academy and vandalism directed against some of the exhibits, which
were repeated the following year when the exhibition was shown in
New York. The scandal, which was probably orchestrated, very quickly
became the most brilliant international publicity campaign for the
group of artists who took part in the show. Sensation put Damien

Hirst, Tracey Emin, Gavin Turk, Sam Taylor Wood and Jake and Dinos
Chapman not only on the map but also on the international art market,
as well as a new label of nationalistic overtones: Young British Art. These
were immediately joined by other artists whose work, though they had
not been involved with Sensation, had an unmistakably British stamp;
namely Julian Opie, Darren Almond, Jenny Saville and Cerith Wyn Evans,
to mention only those who had active links with the music world.

‘Cool Britannia’ was the tourist slogan coined to promote this calculated
equivalent of Swinging London, which regarded itself as more akin to

a global cultural movement than to a homogeneous music or art trend.
The press release for Sensation stressed this fact by stating that ‘this
recent explosion of creativity and enthusiasm in the visual arts has

not been seen since the advent of Pop Art in the sixties’. In this context,
collaborations took place between Britpop bands and the Young British
Artists (YBAs) in a spirit similar to that of earlier generations, although
in the case of bands like Oasis and their mentor, Paul Weller, such
collaboration acquired a significantly retro air when they commissioned
the artwork for their albums from Peter Blake, who had been
responsible for The Beatles’ famous Sgt. Pepper’s sleeve. Indeed, Oasis,
Blur and Suede adopted unequivocally retro references for their music
(The Beatles for Oasis, The Kinks for Blur, David Bowie for Suede and
The Smiths for practically everyone).

Whether or not that was a meticulously calculated strategy, the fact is

that in the nineties an entire new generation of art students emerged

on the London pop scene who - as if in an attempt to revive the

golden years of British pop - divided their interests in quite natural

collaborations between music and the visual arts. What might be

the most outstanding and coherent case in point is Blur’s Damon 97
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Geng Britanyali Sanatgilar'in (YBA) tasarladigi Britpop albiim kapaklari:

Britpop album sleeves designed by Young British Artists:

, Blur, The Best of Blur, 2000
, Suede, Coming Up, 1996
, Pulp, This is Hardcore, 1998
, The Hours, Back When You Were Good, 2007
, Dirty Funker & Danger Mouse, Let’s Talk Dirty, 2003




Britanyali grup The Hours'in Narcissus Road albiimii, 2007 ve
See the Light LP'si i¢in 2008 hazirlananlar

Artwork for the album Narcissus Road, 2007 and

the mini LP See the Light, 2008 by the British band The Hours

arasinda gayet dogal ortakliklar kurabilen yepyeni bir sanat 6grencileri
kusagi ortaya ¢ikmisti. Bunun en agik ve en uygun 6rnegini Blur'den
Damon Albarn olusturur. Goldsmiths, Londra Universitesi Sanat
Boliimii (Goldsmiths, University of London) (Malcolm McLaren ve
John Cale’in mezun oldugu okul) mezunu olan Albarn, 1987 ile 1990
yillart arasinda Damien Hirst’le okulda tanigmis, arkadas olmus. Okulda
ayrica Liam Gillick, Fiona Rae, Sarah Lucas, Gary Hume, Mat Collishaw,
Abigail Lane, Gillian Wearing, Sam Taylor-Wood ve Mark Wallinger gibi
(cogu daha sonra mtizisyenler ve miizik gruplariyla ortak caligmalar
yiirlitecekti) o zamanlar hentiz cicegi burnunda sanatgilarla da
tanigmig. Séhretlerinin dorugundayken Blur en taninmis par¢alarindan
olan, 1995 Mercury Odiili'nii alan Country House’un (Benny Hill'den

ve Queen’in Bohemian Rapsody’sinden alintilarin kaynastirildig

Ingiliz kliselerinden olusan bir cesit pastisti) video cekimini Damien
Hirst’e siparis etti. 2000 yilinda Blur, en hit parcalarinin toplandigi
albimlerinin kapaginda kullanilmak iizere grubun dort tiyesinin
portreleri i¢in ressam Julian Opie ile anlagti. Pop/minimal tarzda
cizilmis bu portreler daha sonra Londra National Portrait Gallery'de
(Ulusal Portre Galerisi) sergilendi. Bir y1l sonra Blur, Think Tank
albimiiniin kapak tasarimi icin tartigmalar yaratan sokak ve grafiti
sanatcisi Banksy’e (muhtemelen ortak arkadaglari Damien Hirst
aracihigiyla) bagvurdu. Sonradan Damien Hirst’in Eurythmics’ten Dave
Steward, [Greetings from the Gutter albimiiniin (1995) kapak tasarimi
ve reklam iriinleri icin] Red Hot Chili Peppers [I’'m With You (2011)
albiimiiniin kapak tasarimi i¢in], Even Better than the Real Thing (2011)
parcasinin video klibini ¢ektigi ve 2011 Glastonburry konserlerinin
acilisindaki gorselleri tasarladigi U2 gibi cesitli Britanyali ve Amerikali
sarkici ve rock gruplariyla yakin temaslari oldu. Biitin bunlara

ragmen bir rock grubuyla en yakin ve bir anlamda en “sembiyotik”
ortakhigi The Hours’la, grubun ilk albiimii Narcissus Road’la (2007)
oldugu soylenebilir. Hirst bu grupla 6zdeglesmis sayilirds, ¢linkii bu
albimiin ve albiimden single olarak piyasaya siiriilen biitiin parcalarin
kapaklarini, ¢cok sayida reklam tirlintinii tasarlamig, grubun tanitimi
icin bircok tag baski ve The Observer Music Monthly’nin diizenledigi
yarigmada birinci olan bir yagliboya tablo yapmisti. Bu da yetmiyormusg
gibi Damien Hirst, See the Light isimli parca i¢in oyuncu Sienna
Miller'in rol aldig1 bir video klip (Tony Kaye yardimc1 yonetmendi) gekti,
ki bana gére bu klip sanat¢inin en miikemmel eseridir.

Albarn. A graduate from the BA Fine Art department at Goldsmiths (as
Malcolm McLaren and John Cale had been), Albarn was Damien Hirst’s
friend and fellow student between 1987 and 1990, as well as having
coincided at the school with other budding artists like Liam Gillick,
Fiona Rae, Sarah Lucas, Gary Hume, Mat Collishaw, Abigail Lane,
Gillian Wearing, Sam Taylor-Wood and Mark Wallinger, many of whom
would collaborate with musicians and bands. At the height of their
popularity, Blur commissioned Damien Hirst to produce the video clip
for one of their most famous songs, Country House (a kind of pastiche
of British clichés combining quotes from Benny Hill with Queen’s
Bohemian Rhapsody), which was nominated for the 1995 Mercury Prize.
In 2000, Blur commissioned the portraits of the four band members
for their Greatest Hits album from painter Julian Opie. The portraits in
Opie’s characteristic pop/minimal style; were subsequently acquired
by the National Portrait Gallery in London. One year later, they asked
the controversial street and graffiti artist Banksy (possibly through
their mutual friend Damien Hirst) to design the sleeve for their album
Think Tank. Since then, Damien Hirst has been closely involved with
different British and American singers and rock bands, ranging from
Dave Stewart of Eurythmics (sleeve and merchandising for Greetings
From the Gutter, 1995) to Red Hot Chili Peppers (sleeve for 'm With

You [2011]) via U2, for whom he produced a video clip for a remix of
Even Better than the Real Thing (2011) and the visuals for the opening
of their Glastonbury concert in 2011. Even so, his closest and in a way
most ‘symbiotic’ association with a rock band was with The Hours, on
the occasion of the release of their first album Narcissus Road (2007).
Hirst would have identified very closely with this band, since he
created the sleeves for the album and all the singles from it, a host of
merchandising items, and a set of lithographs and an oil painting as the
first prize for a competition organized by The Observer Music Monthly
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Pulp, This is Hardcore, albiim kapagi, 1998
Pulp, This is Hardcore, album cover, 1998
Island Records

Pulp grubunun lideri ve Fringe Sanat asig1 Jarvis Cocker, bu sanat
tarzina olan derin ilgisini televizyon icin ¢ekilen bir belgeselde

dile getirmis ve bu ilgisini Museum of Everything’de diizenlenen
sergilerden birinin kiiratorliigiini yaparak, grubunun bircok
videosunun yonetmenligini bizzat istlenerek, This Is Hardcore’un
sanat caligmalarini ressam John Curring ile tasarimci Peter Saville’in
ellerine teslim ederek ve 2003’te Pulp Hits’in kapak tasariminda
Simon Periton ile birlikte calisarak gostermisti. Ressam Jenny Saville’in
Strategy (South Face/Front Face/ North Face) (Strateji, Gliney Cephesi/
On Cephe/Kuzey Cephesi) isimli calismasi Manic Street Preachers’in
The Holy Bible (1994) isimli albiimiiniin kapaginda kullanilmisti;
grup 2009’da Journal for Plague Lovers albimleri i¢in tekrar onun
yardimina bagvurmustu.

Video sanatgisi Chris Cunningham ile elektronik miizisyen ve

besteci Aphex Twin arasindaki iligki “sembiyotik” bir iligki olarak
tanimlanmustir, ¢linkii Twin parc¢alarinda (Come to Daddy, 1997,
Windowlicker, 1999) Cunningham’in gorsellerinden yararlanirken,
Cunningham da video enstalasyonlarinda (Flex, 2000; Rubber Johnny,
2005) Twin’in miziklerinden yararlanmigti. Aphex Twin ayrica Darren
Almond’a 2005’te prestijli Turner Odiilinii kazandiran If I Had You
(Benim Olsaydin) isimli video enstalasyonunun miizigini de yapmist.

Pop miizikle dogrudan veya kismen iligkisi olan taninmig Geng
Britanyal Sanatcilar’dan (Young British Artists) biri de kurulug
doneminde Teenage Fan Club’da calmig ve Primal Scream’in iiyeleriyle
bir dairede birlikte yasamis olan isko¢ sanatci Jim Lambie’dir. Tasarim
ile saykodeliyi birlestiren enstalasyonlari Rock tarihine géndermelerle
doludur. Massive Attack iiyelerinden ve birikimli bir ressam olan
Robert del Naja; Florian Hecker, Bernd Jestram ve Ronald Lippok gibi
Berlin elektronik sahnesinden cesitli miizisyenlerle ortak caligmalar
yiiritmiis olan Kanada kékenli Angella Bulloch; Pet Shop Boys ile ortak
calismalarda bulunmus olan Sam Taylor-Wood ve Andy Warhol'un
1963 tarihli Elvis resimlerindeki poza 6ykiinerek yaptigi Sid Vicious™u
tabanca ¢ekmig halde tasvir eden insan boyutunda balmumu heykeliyle
(1993) iinlenen Gavin Turk sayabilecegimiz diger isimler... Bir de bu
sanatci kusagindan kendi albiimlerini ¢cikarma cesareti gostermis
olanlarin yer aldig1 Jake ve Dinos Chapman, David Shrigley, Douglas

to promote the band. And as if this were not enough, Damien Hirst
produced a magnificent music video (co-directed with Tony Kaye) for
the song See the Light, featuring actress Sienna Miller, which to my way
of thinking is one of this artist’s most outstanding works.

Jarvis Cocker, leader of Pulp and a fringe art lover, revealed his deep-
rooted enthusiasm for this kind of art in a documentary for television
and by curating one of the exhibitions held at the Museum of
Everything, as well as by personally directing a number of videos for his
band and commissioning painter John Currin and designer Peter Saville
to do the artwork for This Is Hardcore, and in 2003 engaging Simon
Periton to design the sleeve for Pulp Hits. Painter Jenny Saville’s Strategy
(South Face/Front Face/ North Face) was exploited as the sleeve for
Manic Street Preachers’ The Holy Bible (1994); the band requested her
services again in 2009 for their Journal for Plague Lovers.

The relationship between video artist Chris Cunningham and electronic
musician and composer Aphex Twin has been described as ‘symbiotic’,
in that while Twin uses visuals by Cunningham for his songs (Come to
Daddy, 1997; Windowlicker, 1999), Cunningham exploits Twin’s music for
his video installations (Flex, 2000; Rubber Johnny, 2005). Aphex Twin also
provided the music for the melancholic video installation If T Had You,
with which Darren Almond won the prestigious Turner Prize in 2005.

Other prominent YBAs who established either a direct or partial
relationship with pop music are Scotsman Jim Lambie, who played
in the embryonic Teenage Fan Club formation and shared a flat with
members of Primal Scream. His installations, which combine design




Bootleg (Bigmouth), video, 1996
Migros Miizesi, Ziirih izniyle
Courtesy of Migros Museum, Zurich

Gordon, Tim Noble & Sue Webster ve Martin Creed gibi isimlerle dolu
upuzun bir isim listesi var.

Bugtlinden degerlendirildiginde, John Harris’in Britpop: Cool Britannia and
the Spectacular Demise of English Rock (2004) (Britpop: Havali Britanya
ve Ingiliz Rock’inin Muhtegem Diisiisii) isimli kitabinda belirttigi

gibi, Britanya sanat piyasasi “Geng Britanyali Sanatcilar” etiketinde o
donemlerde miizik sahnesinde Britpop bi¢ciminde belirmeye baglayan
bir sanatsal kimligin yeniden olusturulmasinin arayigina girmis gibi
goriiniiyor. Miizisyen ve sanatcilarin yani sira Isles’ karakterize eden bu
degisim ve senlik ortaminda Danny Boyle (Trainspotting, 1996), Michael
Winterbottom (9 Songs, 2004), Nick Hornby (High Fidelity, 1995),
Alexander McQueen ve Stella McCartney gibi yeni bir film yonetmeni,
yazar ve moda tasarimcisi kusagi kendini gostermeye basladi ve bu
kusagin eserlerinde miizik istisnasiz 6nemli bir rol oynuyor.

JOUANAL FOA P

Manic Street Preachers, Journal for
Plague Lovers, albiim kapagi, 2009
Manic Street Preachers, Journal for
Plague Lovers, album cover, 2009
Columbia Records

with Psychedelia, are charged with references to the history of Rock.
We also have Robert del Naja, a member of Massive Attack and an
acknowledged painter; Angella Bulloch (of Canadian origin), who has
collaborated with several musicians on the Berlin electronic scene like
Florian Hecker, Bernd Jestram and Ronald Lippok; Sam Taylor-Wood,
who has collaborated with Pet Shop Boys; and Gavin Turk, famous

for his life-size wax sculpture of extreme pop realism (1993), which
portrays Sid Vicious wielding a pistol and emulating Elvis’s pose taken
from Andy Warhol’s paintings of 1963... Lastly, and by no means
exhaustively, there is the long list of artists from this generation who
have been bold enough to record their own albums, such as Jake and
Dinos Chapman, David Shrigley, Douglas Gordon, Tim Noble & Sue
Webster and Martin Creed.

In retrospect, as John Harris says in his book Britpop: Cool Britannia and
the Spectacular Demise of English Rock (2004), it seems that the British
art market sought in the ‘Young British Artists’ label a reformulation of
an artistic identity which at that time was emerging on the music scene
in the form of Britpop. Alongside musicians and artists, however, a new
generation of filmmakers, writers and fashion designers like Danny
Boyle (Trainspotting, 1996), Michael Winterbottom (9 Songs, 2004), Nick
Hornby (High Fidelity, 1995), Alexander McQueen, and Stella McCartney
was coming to the fore in the ambience of change and festivity that
characterized the Isles, and music has invariably played a significant
role in their work.
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Babil Serisi, yedi kanalli video enstalasyonu, 1997-2004
Thyssen-Bornemisza Art Contemporary

Koleksiyonu, Viyana izniyle

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

Contemporary Collection, Vienna

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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




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

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

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

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

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

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






1987 yilinda yayimlanan Cut’N “Mix: Culture, Identity and Caribbean Music
(Kes-Karigtir: Ktltiir, Kimlik ve Karayip Mtizigi) baglikl kitabinda Dick
Hebdige, hip-hop, reggae, jamaican dub ve sonrasinda biitiin elektro
varyasyonlarinin seksenlerden beri savunuculugunu yaptigi versiyon

ve geridoniiglim estetiginin kiiltiirel degerini vurgular. Resmi kiilttr
(yani “modern” kiiltiir) orijinallige ve tarz birligine deger verirken, bu
tarzlar artik “hi¢ kimsenin kendi ritim ve soundu olmadigi’ni gésterir.
“Miizisyenler parcalarinda bagka sanatcilarin sarki sézlerinden
alintilar yaparken, onlarin sarkilarindan béliimler kullanirken artik
orijinalliklerinden 6diin verdiklerini diiginmiiyorlar, ‘onlari 6diing
aliyoruz, kullaniyoruz ve onlari biraz birlestirilmis halde tekrar

halka veriyoruz, diyorlar...”. Versiyon estetigi, tinlti metinlerarasilik
ilkesinin popiiler kiiltirdeki esdegerini olusturur. Hebdige soyle

diyor: “Versiyon tiretmek demokratik bir ilkedir, ¢linki hi¢ kimsenin
son s6zU soyleme hakkinin olmadigini, herkesin tiretme ve katkida
bulunma imkéanina sahip oldugunu ima ediyor. Ayrica hicbir versiyona
kutsiyet atfedilmiyor” Gelecekte retroya alternatif bir tarzin ortaya cikip
¢tkmayacagi konusunda ne diigiindiigt soruldugunda Simon Reynolds,
“Bir sonraki seviyeye ulagmak i¢in pop kiltiiriiniin biraz sarsilmaya
ihtiyaci var belki ve bu sarsilma teknoloji kaynakli olabilir... veya Bati
kiltirtntn disindan gelen bir seyle gerceklegebilir,” cevabini verir.
Giiniimiize yakin tarihlerde ise, Nicolas Bourriaud The Radicant (2008)
baglikli kitabinda 21. yiizyilda farkh kiiltiirlere yolculuk eden ama o
kilttrlerle tam bir 6zdeslik kurmayan, bir ara bolgede... havalimanlari,
bienaller veya sanat fuarlarinda bir cesit gocebe veya siirgiin hayati
stirdliren yeni bir yerinden edilmis sanat¢t modeli 6ngorr.

1986’da Britanya muzik piyasasi The Smiths’in The World Won't Listen
albiimiiniin cikigina tanik oldu. Grubun en begenilen parcalarindan
olusan bu albimiin baghg: grubun Birlesik Krallik disinda taninmamig
olmasindan duydugu hiisrani dile getiriyordu. Phil Collins 2004’te bu
albiimii yankilayan kendi The World Won'’t Listen versiyonunu ¢ikardi.
Cekimleri ardarda Bogota (El mundo no escuchard), istanbul (Diinya
Dinlemiyor) ve Cakarta’da (Dunia Tak Akan Mendengar) yapilan bir video
tclemeydi bu. Gittigi bu ii¢ kentin her birinde Collins kentlerin cesitli
yerlerine asilan afiglerle yerel radyolar: ve The Smiths’in s6z konusu
albiimiinde en sevdigi pargay1 karaokede soylemek isteyen herkesi davet
etmisti. Ortaya her fanin seksenlerin video kliplerini andiran tropik bir

In his 1987 text Cut’N "Mix: Culture, Identity and Caribbean Music,

Dick Hebdige stresses the cultural value of version and recycling
aesthetics that genres like hip-hop, reggae and Jamaican dub, and
subsequently all the variations of electro, have been championing
since the eighties. While official culture (which would be ‘modern’
culture) values originality and stylistic unity, these styles denote the
fact that now ‘nobody has their own rhythm or sound. Musicians now
do not regard their originality as being compromised when they fill
their recordings with quotations and fragments from songs by other
artists: we borrow them, use them and give them back to the people

a little combined..” The aesthetics of the version constitute a popular-
cultural equivalent of the famous principle of intertextuality. ‘Producing
versions’, says Hebdige, ‘is (...) a democratic principle because it implies
that nobody has the last word, everybody has the opportunity to make
and contribute. And no version is treated as gospel”’ When asked in

an interview whether in the future he saw an alternative to the retro
fashion, Simon Reynolds replied ‘Perhaps pop culture needs a shake
to reach the next level, which may be technological... or something
that simply comes from beyond Western culture... Looking closer to
the present time, in his book The Radicant (2008) Nicolas Bourriaud
foresees for the twenty-first century the new model of an uprooted
artist who travels through different cultures without ever fully
identifying with any of them, a kind of nomad or exile who lives in a
no-man’s-land... in ‘non-places’ like airports, biennales or art fairs.

In 1986, the British market saw the release of The Smiths’ The World
Won’t Listen, a compilation of greatest hits the title of which refers to
the frustration the band felt for their lack of recognition outside the
United Kingdom. Echoing this, in 2004 Phil Collins released his own
particular version of The World Won'’t Listen, a trilogy that would be shot
consecutively in the cities of Bogoté (El mundo no escuchara), Istanbul
(Diinya Dilemiyor) and lastly Jakarta (Dunia Tak Akan Mendengar). In
each of them, the British artist invited the local radios and, through
posters placed throughout the city, everybody who wanted to sing at

a karaoke their favorite song from the The Smiths’ album. The result

is three videos that last exactly the same length of time as the LP, in
which each fan sings his/her favorite song against a highly kitsch
tropical backdrop, reminiscent of the scenarios that typified a number 107
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dekor 6ntinde The Smiths’in en sevdigi par¢asini séyledigi ve tam soz
konusu albiim kadar stiren ii¢ video ¢ikmusti. Ayrica, cekimleri boyle
canly, ¢ok kiiltiirlii kentlerde gerceklestirerek Collins grubun potansiyel
fanlarina farkl bir perspektif sunmustu: Collins, The Smiths’in genelde
“cok cekingen ve ciddi” olarak tanimlanan fanlarini birkac dakikaligina
gercek idollere déniistiirerek onlari anonimlikten kurtarmigti.

Bugiin Helsinki'de yasayan ve caligmalarini siirdiiren Irak kékenli
sanatc¢1 Adel Abidin, Arap kiiltiirtinden gelen, baski ve savagtan
kacarak ¢cogunlukla Avrupa kentlerine yerlegen sanatci kusaginin
temsilcilerinden biri. Bu sanatcilarin eserleri, geldikleri iilkelerin
kiltiirel ve duygusal nitelikleri ile yerlestikleri tilkelerin kiilttrel ve
duygusal nitelikleri arasindaki farkliliklarla (ve bu niteliklere olan
elestirel mesafeleriyle) tanimlanir: sanatlarindaki ilhami tam da bu
deneyimlerden alirlar. Adel Abidin’in mekénsal ve kiiltiirel gcebelik
cercevesinde tanimlanan ¢aligmalari medyadaki maniptilasyon,
sanstr, toplumsal cinsiyet meseleleri ve Bat'nin Arap diinyasina
olan kligelesmis, 6nyargil bakigi gibi kavramlari arastirir. Bu tarzin
miizikteki benzerini, Cezayirli sanat¢i Rachid Taha gibi sanatgilarin
miziklerinde bulabiliriz. Rachid Taha, rock kodlarini rai ve tekno ile

of video clips from the eighties. On the other hand, by shooting in such
tumultuously multicultural cities he offered a different perspective on
the potential fans of the group: Collins rescued followers of the English
band, generally described as ‘too timid and serious’, from anonymity to
transform them for a few moments into genuine idols.

Adel Abidin, an artist of Iraqi origin who currently lives and works

in Helsinki, belongs to a generation of artists from the Arab cultural
scene who have fled from repression and war and now live mostly in
European cities. Their work is defined by the counterpoint - and also by
the critical distance - between the cultural and emotional traits of their
countries of origin and those of their country of adoption: it is precisely
from this experience that they derive their artistic inspiration. His work
is defined in a framework of spatial and cultural nomadism and, with
biting irony, explores concepts such as manipulation on the part of the
media, censorship, gender issues and the West’s stereotyped, prejudiced
view of the Arab World. If we had to look for a musical simile, we would
find it in artists like Algerian Rachid Taha, a musician who reworks
rock codes by combining them with rai and techno and including in

his songs bitter comments on the political situation in his countries of




Ug Ask Sarkis, ii kanalli

video enstalasyonu, 2010
Sanatg¢inin izniyle

Three Love Songs, three-channel
video installation, 2010
Courtesy of the artist

birlestiren ve sarkilarinda geldigi iilke ile yerlestigi tilkedeki siyasal
durumlarla ilgili keskin yorumlara yer veren bir miizisyen. 2002’de
albim ¢ikarmadan once kariyerine gorsel sanatgi ve tasarimci olarak
baslayan Srilanka Tamil kokenli Britanyali sarkici, besteci, ressam ve
film yonetmeni M.LA. de bu sanatgilar arasinda sayilabilir. M.IA’in
kompozisyonlari elektronik miizik, dans miizigi, alternatif rock, hip-hop
ve “Diinya Miizigi’nin unsurlarini birlegtirir. Farkli dénem ve farkli
miizik tiirlerinden romantik sarkilarla 6zdeglesmis gorsel kligeleri
canlandiran ti¢ kadin sarkicinin yer aldigi, eszamanl oynatilan ¢
miizik videosundan olusan bir enstalasyon olan Three Love Songs (2008)
(Uc Ask Sarkis1) Adel Abidin’in en iyi calismalarindan biridir. Kadinlarin
icii de sar1 sachdir ve dig gortiniigleri Anglosakson 6zelliklere sahiptir.
Her videonun sahne diizeni farklidir ve calinan miizikle 6zdeglesmis
kliseler barmdirir. ilk videoda, Julie London’m bir cesit platin sach
versiyonu olan bir sarkici sik bir restoranda caz tarzinda bir balad
soyler; ikinci videoda turuncu mini etekli ve beyaz cizmeli, sag stili
altmiglara 6zgii bagka bir sarigin sarkici silindirik bir platformda

sarki soyler ve bu haliyle hemen akla Nancy Sinatra’y: getirir; Gi¢lincii
videonun tath melodisi ile cafcafli atmosferi Britney Spears ve diger
ergen miizik idollerini cagrigtirir. Buraya kadar her sey basit bir

stilistik aligtirma gibidir ama kadinlar sarki séylemeye baslayinca

Irak lehgesiyle Arapca soylediklerini, duygusal agk sarkisi sandigimiz
parcalarin ise Saddam Hiiseyin rejimini 6ven sarkilar oldugunu fark
ederiz. Kadinlarin higbiri ne séylediginin farkinda degildir ve seyirci
bunu ancak kadinlar ekranin altinda beliren klasik Arapca ve ingilizce
altyazilari karaoke salonundaymis gibi okuduklarinda anlar. Canly,
cezbedici romantizm ile Irak rejiminin gaddarhigiyla 6zdeslestirilen
sarki sézlerinin yan yana getirilmesi, pop miizigin kolayca incelikli
ideolojik manipiilasyonun 6znesi olabilecegini ortaya koyar.
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origin and adoption, or like M.L.A., a British singer, composer, painter
and film director of Sinhalese Tamil origin who began her career as a
visual artist and designer before starting to make records in 2002. Her
compositions combine elements of electronic music, dance music,
alternative rock, hip-hop and ‘world music’. A preeminent work by

Adel Abidin is Three Love Songs (2008), an installation with three
synchronized music videos featuring three female singers characterized
by the iconic stereotypes associated with romantic songs from different
eras and different music genres. The three women are blonde with
Anglo-Saxon features and each video has a different mise en scéne,
which is also archetypically associated with the music being performed.
In the first, a kind of platinum blonde version of Julie London sings
ajazz-style ballad in an elegant restaurant; in the second, another
blonde, this time in typical sixties hairstyle, orange mini skirt and white
boots, sings on a cylindrical platform and immediately brings Nancy
Sinatra to mind; and in the last video, both the sugary melody and the
glamorous atmosphere recall Britney Spears and other teenager idols.
Up to this point, everything seems to be a simple stylistic exercise, but
when the women begin to sing, we realize that the language they use

is an Iraqi dialect of Arabic and that what seem to be syrupy love songs
are in fact songs that exalt the regime of Saddam Hussein. None of

the three women seem to know what she is singing and the audience
discovers it only when they read the subtitles in classical Arabic and
English that appear at the bottom of the screen, as if at a karaoke. The
juxtaposition between exuberant, glamorous romanticism and the
association of the lyrics with the brutality of the Iraqi regime reveals
the ease with which pop music may be subject to subtle ideological
manipulation.
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Vogue, yon. David Fincher, miizik videosu, 1990
Vogue, dir. David Fincher, music video, 1990

Bugin bize aradan bir asir ge¢mis gibi gelebilir ama bazilari o donemi
carpict bir farkindalik ani olarak yasadilar: 1 Agustos 1981°de, gece
yarisini bir dakika gece, kablolu yayin yapan televizyon istasyonu MTYV,
Britanyali grup The Buggles’in Video Killed the Radio Star adli par¢asinin
Russell Mulcahy imzali klibiyle (24 saat sinirsiz miizik) yayinina bagladi.
Birkag yil 6nce yazilan bu parcanin adi, pop miizigin gorsel isitsel
dilinde yasanacak degisimlerin bir énsezisi niteligindeydi. Ondan

sonra hi¢bir sey eskisi gibi olmadi. Video klip, plak endistrisinin hizl
bir bityiime yasadigi 80’lerdeki formatina sadik kalarak her seyi yiyen,
sinema, resim, video sanati, performans, ¢izgi roman, moda, reklam
veya dijital gortintli alanindaki en yeni fikirleri “vampir gibi” emen
devasa bir canavara dontstii. MTV gibi televizyon kanallari video klibini,
gorsel kligelerin siirekli tekrarlandigi, tek amacinin miizik Griinlerini
satmak oldugu anlasilan bir vitrine doniigtiirdii. Ne var ki bu format,
gorsel isitsel sanatin reklam 6zelligiyle alay eden ve son donemde

gorsel sanatlari her gecen giin daha fazla etkileyen kii¢lik bagyapitlar
yaratmay1 bagaran Chris Cunningham, Michel Gondry, Spike Jonze,
Mark Romanek, Jonathan Glazer gibi cesur yénetmenlerin katkilariyla
zamanimizin en biiylk gorsel isitsel deney laboratuvari haline geldi.

Bolonya Universitesi Sanat Semiyolojisi béliimii égretim tiyesi Omar
Calabrese, 1989 yilinda postmodernligin rahminde olusan farkli
kiiltiirel ve sanatsal olaylari nitelemek i¢in yeni bir terim ortaya atti:
“neo barok.” Bu terim biitiin kdltiirel yapilarda kendini gosteren ama
diger formatlar icinde en iyi miizik videolarinda gerceklesen bir dizi
semptom ve ikili 6zellikte karakterize edilmistir: “ritim ve tekrar,”
“sinir ve agirilik,” “ayrinti ve fragman,” “istikrarsizlik ve metamorfoz,”
“kargasa ve kaos,” “kavgak ve labirent,” “karmasiklik ve ayrigsma,”
“tahrifat ve bozulma” ve (benim en begendigim) “az veya ¢ok” ve “kim
bilir” internetin ortaya cikisina kadar miizik klibi, neo barok temsilin
belki de en etkili ve en cazip makinesiydi. Tipik drnekler olusturan
Michael Jackson’in Thriller (yon. John Landis, 1983), Duran Duran’in
Wild Boys (yon. Russel Mulcahy, 1985), Madonna'nin Vogue (yon.
David Fincher, 1990) ve Nine Inch Nails’in Closer (yon. Mark Romanek,
1994) adh pargalarinin klipleri gibi 1980’ler ile 1990’larin en popiiler
miizik videolarindan bazilarinin unsurlari izerinde yapilacak ayrintili
analizler, bu tiirtin Calabrese’nin neo baroka atfettigi 6zelliklerin her
birine uydugunu ortaya ¢ikaracaktir.

Today, it may seem like more than a century has gone by but some
people lived that moment as an epiphany: one minute after midnight
on August 1st 1981 the television cable station MTV started their

first broadcast —24 hours of nonstop music— with a video clip by the
British band The Buggles: Video Killed the Radio Star, directed by Russell
Mulcahy. The title of the song, which had been written a few years
before, was a premonition of the upcoming changes in the audiovisual
language related to pop music. As we all know, things since then have
never been the same. A loyal format of the record industry during its
period of maximum expansion in the 80s, the music video has grown
like an omnivorous monster, limitless in its capacity to ‘vampirize’
ideas from cinema, painting, video art, performance, comic books,
fashion, advertising or the newest experiments in the field of digital
image. Television channels such as the aforementioned MTV have
turned the music video into a repetitive showcase of visual stereotypes
that apparently have the sole aim of selling music products. However,
this format has become one of the largest audiovisual experimentation
labs of our time, nourished by a group of bold filmmakers such as Chris
Cunningham, Michel Gondry, Spike Jonze, Mark Romanek or Jonathan
Glazer, who mocking the promotional nature of the genre, have been
able to create little masterpieces which have increasingly influenced the
visual arts in the past decades in a significant way.

Omar Calabrese, professor of Semiology of the Arts at the Bologna
University, introduced a new term in 1989 to refer to different cultural m
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Video klipten soz ederken, sinirsiz oburlugundan dolay1 onun bir
“makro tiir” oldugu séylenebilir. Neredeyse biitiin tiirlerden beslenir
ve onlari krize sokar (onlar1 dontistirir ve alintilar). 1980’lerden
glinlimiize kadar imgelerin ¢ok yonli ve rasgele dolagima sokuldugu,
sanat diinyasi ile kitle kiiltiriiniin birbirini karsilikli olarak besledigi
bir doneme taniklik ettik. Bu nedenle, farkli donemlerden érneklere
bakildiginda Dara Birnbaum, (Fire, 1982, MTV: Artbreak, MTV
Networks, 1987), Rybczynski, (Imagine, 1985), Pipilotti Rist (Sip My
Ocean, 1996), Cory Arcangel (Sweet 16, 2006), Ai Weiwei (Gangnam
Style, 2012) gibi pop ve rock mtizigi tarihinden tnli pargalar: 6nemli
mesajlar vermek i¢in video eserlerinde kullanan sanatgilara rastlanir.
1992’de medyada U2’ nun The Fly (1992) ve Van Halen’in Right Now
adl parcalarinin video kliplerinin kendi truisms (bilinen gerceklikler)
calismalarindan intihal edildigini duyuran Jenny Holzer gibi daha
sorunlu durumlar da cabast.

Ayni baglamda, 1980’ler ve 1990’1arda miizik videosu, video sanatinin
bazi dnctileriyle pazarliklar, degis tokuslar ve hak ihlalleriyle dolu
gergin ama verimli iligkiler yagadi, bu 6nciilere MTV’nin reklam
boliimlerinde caligma veya bazi miizik markalarina klip cekme teklifleri
sunuldu. Nam June Paik, video sanatinin kegiflerini poptlerlestirdigi
icin MTV’ye ilgi duydugunu defalarca gosterdi. 1984 yilbasi glintiniin
erken saatlerinde Paik, New York’taki WNET TV ile Paris’teki Centre
Pompidounun ortak ¢aligmasiyla uydudan yayinlanan televizyon
programi projesi Good Morning Mr. Orwell’e Ryuichi Sakamoto, Laurie
Anderson, Peter Gabriel ve David Bowie'nin performanslarini dahil etti.
80’lerin video klip estetiginde; 6zellikle de David Mallet (Ashes to Ashes,
David Bowie, 1980) Bruce Gowers (Bohemian Rhapsody, Queen, 1975,

Good Morning Mr. Orwell, uydu yayini, 1984
Good Morning Mr. Orwell, satellite event, 1984

and artistic phenomena that had been generated in the womb of
postmodernity: ‘neo-baroque’. This term was characterized by a series
of symptoms and binary features that are manifested in all cultural
orders but are better materialized in music videos than any other
format: ‘thythm and repetition’; limit and excess’; ‘detail and fragment,
‘instability and metamorphosis’; ‘disorder and chaos’; ‘node and
labyrinth’; ‘complexity and dissolution’; ‘distortion and perversion’;
and —my personal favorites— ‘more or less’ and ‘who knows’. Until the
arrival of the Internet the music video was probably the most effective
and seducing machine of neo-baroque representation. A detailed
analysis of the components of some of the 80s and 90s most popular
music videos, such as the paradigmatic example of Thriller by Michael
Jackson (directed by John Landis in 1983), Wild Boys by Duran Duran
(directed by Russell Mulcahy in 1985), Vogue by Madonna (directed by
David Fincher in 1990), or Closer by Nine Inch Nails (directed by Mark
Romanek in 1994), would prove that this genre meets each one of the
characteristics Calabrese assigned to neo-baroque.

Referring to the music video, we can speak of a ‘macro-genre’” because
of its unlimited voracity. It is nourished by almost all genres and

puts them in crisis (transforming and citing them). However we

must also recognize that from the 80s until today we have observed a
multidirectional promiscuous circulation of images in which the art
world and mass culture have gained reciprocal feedback. Therefore,
we find artists like Dara Birnbaum, (Fire, 1982, MTV: Artbreak, MTV
Networks, 1987), Rybczynski, (Imagine, 1985), Pipilotti Rist (Sip My
Ocean, 1996), Cory Arcangel (Sweet 16, 2006) or Ai Weiwei (Gangnam
Style, 2012) —examples from different decades— who have taken
famous songs from the history of pop and rock music and used them
in video art pieces to send critical messages. Not to mention more
problematic cases like artist Jenny Holzer, who in 1992 denounced in
the media that the music videos of the songs The Fly by U2 (1991) and
Right Now by Van Halen plagiarized her famous truisms.

In the same context, during the 80s and 90s, the music video
maintained a tense —but fruitful— negotiation, exchange and
encroachment with some of the pioneers of video art, who, in addition
to inspiring dozens of producers, were also asked to work in MTV’s




Can You Feel It, The Jacskon Five, 1980), Russell Mulcahy (Video Killed the
Radio Star, The Buggles, 1979) gibi MTV’nin ilk donem yapimcilarinin o
“resimsel” eserlerinde Koreli sanatcinin etkileri hissedilir.

1984’te Andy Warhol, Don Munroe ile birlikte The Cars’in Hello Again
adli parcasi i¢in ¢ekilen bir klibi yonetti; bu klipte Warhol’un Kiss
(1963) adli filminden goriinttler kullandilar. Klipte Warhol barmen
roliindeydi; iki y1l sonra Warhol ayni stratejiyi Curiosity Killed the
Cat’in Misfit parcasinda da uygulads, ayrica italyan sarkici Loredana
Berte (Movie, 1981), ispanyol sarkici Miguel Bosé (Fuego, 1983) gibi
baska sanatcilarin kliplerine de The Factory araciligiyla yapimci olarak
katkida bulundu. 1985’te MTV’de bir program baslatti: Andy Warhol’s
Fifteen Minutes. Her bélimt (her biri on beg dakika uzunlugundaydi)
miizik ve pop kdltiirii karisimindan olugan bu yapimda video kliplerin
yani sira Debbie Harry, Jerry Hall, Grace Jones veya The Cars’la yapilan
soylesiler de yer aliyordu.

S6z edilmesi gereken baska video sanati onciileri de var. Onlardan

biri, Art of Noise (Close to the Edit, 1984), Simple Minds (All the Things
She Said, 1986), Propaganda (P. Machinery, 1984), Pet Shop Boys
(Opportunities, 1986) gibi gruplarin video kliplerini yéneten Polonyali
sanatc1 Zbigniew Rybczynski John Sanborn da diger kliplerin yani

sira Dean Winkler ile birlikte Philip Glass Ensemble’in ACT III (The
Photographer’dan, 1986), Kid Creole and the Coconuts’in Endicott
(1985), King Crimson’in Heartbeat (1985), Sammy Hagar’in Hands and
Knees (1987) parcalarinin kliplerini yonetmis, ayrica Grace Jones ve
Adrian Belew gibi bagka sanatgilarin projelerine katkida bulunmustu.
William Wegman, New Order’in Blue Mondey ’88 (1989) adli par¢asinin
klibini yénetmisgti. Bilgisayar sanatinin énciilerinden John Whitney,
Mick Jagger'in Hard Woman (1986) adli parcasinin klibini ¢cekmisgti;

bu klip, tamamen bilgisayarda tiretilen ilk miizik videosuydu. Chris
Marken, 1990’da Electronic’in parcasi Getting Away With It'in klibini
yonetmisti. Paul Simon’in Rene and Georgette (1983) adli parcasinin o
muhtegem klibinin yonetmeni ise (bu klipte Magritte’in resimlerinden
esinlenmisti) Joan Logue’dur. Judith Barry 1986’da Richard Kern ile
birlikte Sonic Youth’un Death Valley 69 adli parcasinin klibini yonetmis,
Tony Oursler dort yil sonra ayni grubun Song for Karen (1990) adl
parcasinin klibi ile yakin zamanlarda David Bowie'nin Where Are We

advertising department or to direct music videos by some music labels.
Nam June Paik repeatedly showed interest in the way MTV was
popularizing the discoveries of video art. In the early hours of New
Year’s Day in 1984 he included performances by Ryuichi Sakamoto,
Laurie Anderson, Peter Gabriel and David Bowie in his project Good
Morning Mr. Orwell, a television program that was broadcasted via
satellite through collaboration between WNET TV in New York and the
Centre Pompidou in Paris. The influence of this Korean artist is in fact
very present in the 80s music video aesthetic, especially the ‘pictorial’
works by MTV’s first period producers such as: David Mallet (Ashes to
Ashes, David Bowie, 1980) Bruce Gowers (Bohemian Rhapsody, Queen,
1975; Can You Feel It, The Jacskon Five, 1980) or Russell Mulcahy (Video
Killed the Radio Star, The Buggles, 1979).

In 1984 Andy Warhol directed with Don Munroe a music video for

a tune by The Cars, Hello Again, in which they inserted images from
Warhol’s movie Kiss (1963). Warhol himself appears in the video as a
barman; two years later he repeated the strategy with Misfit by Curiosity
Killed the Cat. In addition, he collaborated as a producer through The
Factory in videos for other artists such as Italian Loredana Berte (Movie,
1981) or Spanish Miguel Bosé (Fuego, 1983). In 1985 he started a
program for MTV: Andy Warhol’s Fifteen Minutes. Each episode (fifteen
minutes long), offered a mix of music and pop culture in which the
broadcast of videos was accompanied by interviews with Debbie Harry,
Jerry Hall, Grace Jones or The Cars.

Other video art pioneers who deserve to be mentioned are the Polish
Zbigniew Rybczynski who has directed dozens of videos for bands
such as Art of Noise (Close to the Edit, 1984), Simple Minds (All the
Things She Said, 1986), Propaganda (P. Machinery, 1984) or Pet Shop
Boys (Opportunities, 1986). John Sanborn who has directed many
among others: Act III (from The Photographer, 1986) for the Philip Glass
Ensemble in collaboration with Dean Winkler, Endicott (1985) for Kid
Creole and the Coconuts, Heartbeat (1985) for King Crimson, Hands and
Knees (1987) for Sammy Hagar, as well as projects for Grace Jones and
Adrian Belew, etc. William Wegman directed Blue Monday "88 (1989)
for New Order. John Whitney, pioneer in computer art, was responsible
for Hard Woman (1986) by Mick Jagger, the first music video produced
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Now (2013) adli parcasinin klibini yénetmisti. R.E.M’in aralarinda Talk
About the Passion (1989), E-Bow The Letter (1989), Country Feedback
(1991) ve Nightswimming’in (1995) yer aldig1 cesitli parcalarinin

klipleri ile Fugazi, Buttole Surfers ve Blonde Redhead gibi alternatif rock
gruplarinin parcalarinin klipleri ise Jem A. Cohen imzasini tagimaktadir.

Bu anlamda video klibin resim, fotografcilik, fotomontaj, performans,
deneysel sinema ve video sanatindan 6diing aldig1 sanat pratiklerinin
ona, adina “yiiksek kiiltiir” denen mecrada bir “megruiyet alani” sagladigi
ifade edilir. Gercekten de, video kliplerde Man Ray, ].P. Whitkin, Giorgio

de Chirico, Bacon ve Magritte gibi sanatcilarin ve Dada fotomontaji,
disavurumecu ve gercekdistiicli sinema gibi tarzlarin etkilerini gérebiliriz.
Bu sanat pratikleri video kliplerce sonuna kadar alintilanmaigtir.

1991’de Hintli yénetmen Tarsem, R.E.M.in Losing my Religion adli
parcasina cektigi klip nedeniyle MTV Miizik Odiilleri yarismasinda
Yilin Video Klibi Odiilivnii kazand. Bu, hem Caravaggio’nun resimlerine
hem de Tarkovski ve Derek Jarman’in filmlerine bire bir gondermelerde
bulunan hareketli resim konseptinde ¢ekilmig gortintiilerin estetik
bigimde art arda siralanisindan olusan bir klipti.

1994’te Mark Romanek bagyapitlarindan biri olan Nine Inch Nails’in
Closer adl par¢asinin video klibini yonetti. Resimsel bir dokuya sahip,
resmi andiran kusursuz sahnelerden olusan tekinsiz ve klostrofobik
bir videoydu bu. Sahneler Francis Bacon, Rudolf Hausner, Paul Saudek,
en ¢ok da Joel-Peter Whitkin gibi 20. yiizyil sanatcilarinin resim ve
fotograflarindan alintilar ve “rekonstriiksiyonlar”la doludur. Biitiin
video kliplerinde resimlere referanslarla dolu genis bir repertuar
sunmay1 bagaran Romanek, Madonna’nin Bedtime Story (1995) adl
parcast i¢in cektigi karmagik bir hareketli resim 6rnegi ve cok daha neo
barok olan klibinde ayni re-konstriiksiyon/de-konstriiksiyon stratejisini
uygulamay1 siirdiriir. Bu klip, Leonora Carrington, Leonor Fini,
Remedios Varo gibi ressamlarin o biiytli ve gercekiistiicli evreninden
alintilarla doludur ve Romanek onlarin resimlerini klibin biitiin
sekanslarinda kullanarak bunlari bir film haline getirir.

Fransiz yapimci Stéphane Sednaoui’nin yonettigi R.E.M.in Lotus (1998)
adli parcasinin klibi, Michael Stipe’in Bacon’in tinlii resimlerinden

Closer, yon. Mark Romanek, miizik videosu, 1994
Closer, dir. Mark Romanek, music video, 1994

exclusively with a computer. Chris Marker directed in 1990 the video
of the song Getting Away with it by Electronic. Joan Logue is the author
of a magnificent music video (inspired in Magritte’s iconography) of
the song Rene and Georgette (1983) by Paul Simon. Judith Barry, in
collaboration with Richard Kern, directed Death Valley 69 for Sonic
Youth in 1986, and Tony Oursler directed four years later Song for Karen
(1990) for the same band and recently Where are We Now (2013) for
David Bowie. Jem A. Cohen is the creator of various videos for R.E.M.,
among which are Talk About the Passion (1989), E-Bow The Letter (1989),
Country Feedback (1991) and Nightswimming (1995), and for alternative
rock bands Fugazi, Buttole Surfers or Blonde Redhead.

In this sense it has been said that the artistic practices the music video
has borrowed from painting, photography, photomontage, performance,
experimental cinema and video art itself, have allowed a kind of
‘legitimization space’ in the sphere of so called ‘high culture’. In fact, in
music videos we can find the influence of artists such as Man Ray, J.P.
Whitkin, Giorgio de Chirico, Francis Bacon or René Magritte and styles
like the Dada photomontage or expressionist and surrealist cinema.
These artistic practices have been quoted —one could even say high
jacked— by the music video until exhaustion. Let’s see a few examples:

In 1991 the Indian director Tarsem won the prestigious Video of the
Year Award in the MTV Music Awards for the music video of the song
Losing my Religion by R.E.M., an aesthetic succession of shots conceived
as paintings in movement with literal references to Caravaggio, but also
referencing the cinema of Tarkovsky and Derek Jarman.




bazilarinin kahramani haline geldigi ve her karesinde Bacon’in 50’ler
ile 60’larda yaptigi o iirpertici anatomi caligmalariyla kargilastigimiz
bir bagka carpici klip. Klipte ayrica Bacon’in yaptigi, Velazquez’in X.
Innocenzio portresinin farkli versiyonlari da yer almaktadir.

Bir bagka ilging 6rnek ise, Floria Sigismondi’nin yonettigi David
Bowie'nin Dead Man Walking (1997) adli parcasinin klibidir. Bu klipte
Bacon’in Uinli 6kiiz karkasi calismasina géndermelere rastlanir. Bu
klibin yénetmeni 2001°de en iyi eserlerinden birini gerceklestirmistir:
Incubus'un Megalomaniac adli parcasinin Almanya’nin iki diinya savagi
arasindaki dénemdeki sanatina, 6zellikle de Heartfield, Hanna Hoch ve
Max Ernst’in fotomontajlarina atifta bulunan, her yanini animasyonlar
sarmisg klibini.

Sanat ve kitle iletisim medyasinin tarihinden alintilar ve
sahiplenmelerle dolu bu neo barok sahneleme tarzi, video klibin

estetik kimliginin bir parcasi haline gelmistir. Bu tarz basit bicimde
gecmise nostaljik bir doniis veya fikir yoksunlugunun bir sonucu olarak
goriilemez, bu daha ¢ok David Salle gibi ressamlar ile Cindy Sherman
gibi fotografcilarin uyguladigi ve 80’ler ile 90’1arda Benjamin Buchloh ve
Graig Owens gibi teorisyenlerin tizerinde ¢aligmalar yaptigi alintici sanat
pratikleriyle kiyaslanabilecek alegorik bir strateji olarak goriilmelidir.

Internetin daha da hizlandirdig1 yeni bir sanat baglamindan

s0z ediyoruz. Bu yeni baglamda, artik hicbir sey resim, fotograf,
sinemayvideo ile sinirli degil, yalnizca imge; bagka bir deyisle, “bagka
bir imgenin imgesi” Bu baglamda, video klibin tarihi, tipki 20. yiizyilda
sanat veya sinema tarihinin bagina gelenler gibi, yeniden cevrimlerin,
ustalara saygi eserlerinin, parodilerin, sahiplenme ve ¢alintilarin
nesnesi haline gelmistir. Britpop grubu Blur’iin Damien Hirst imzali
Country House (1995) klibinin son béliimlerinde Queen’in Bohemian
Rapsody adli parcasinin klibinin (yén. Bruce Growers, 1975) bir parodisi
yer alir. 2003’te fotograf sanatgisi David La Chapelle, Jennifer Lopez’in
I'm Glad adh par¢asinin klibini yonetti. By, iki yil énce Gus Van Sant’in
Hitchock’un Sapik filmini bire bir yeniden ele aldigi filminde kullandig
stratejinin bir benzerinin kullanildig1 ve Adrian Lyne’in yonettigi
Flashdance (1983) adli filmin en ¢ok akilda kalan sahnelerini (bire bir!)
tekrar eden bir klipti.

In 1994 Mark Romanek directed one of his master works: Closer for Nine
Inch Nails, a sinister and claustrophobic video with pictorial texture
and impeccable shots resembling oil paintings; shots are filled with
citations and ‘reconstructions’ from twentieth-century paintings and
photographs by artists such as Francis Bacon, Rudolf Hausner, Paul
Saudek and above all, Joel-Peter Whitkin. Romanek —who manages

an extensive repertoire of pictorial references in all his music videos—
continues with the same strategy of re-construction/de-construction
of a painting in movement in the complex, and even more neo-baroque,
Bedtime Story (1995) for Madonna, filled with citations from the
hermetic and surrealist universe of painters such as Leonora
Carrington, Leonor Fini or Remedios Varo, which Romanek remakes
into a film using their paintings in practically all of the sequences

of the video.

Lotus (1998) by R.E.M., directed by the French producer Stéphane
Sednaoui, is another striking video in which Michael Stipe becomes
the protagonist of some famous paintings by Bacon and where, shot by
shot, we are confronted with the unnerving anatomical studies done
in the 50s and 60s by this British artist. The clip also includes Bacon’s
different version of the portrait of Innocencio X by Diego Velazquez.

Another interesting example is Dead Man Walking (1997) by David
Bowie, directed by Floria Sigismondi, in which we find references to
the famous open oxen Bacon did on the same subject. This director
also created in 2001 one of her finest works: Megalomaniac, for
Incubus, a video plagued by animations with references more or less
literal to German interwar art and in particular the photomontages by
Heartfield, Hanna Hoch and Max Ernst.

This neo-baroque staging packed with citations and appropriations
from the history of art and mass media has become part of the music
video’s aesthetic identity. This style cannot simply be seen as a nostalgic
return to the past —or as a consequence of lacking ideas—, rather as

an allegorical strategy comparable to the citations and appropriating
artistic practices applied by painters like David Salle and photographers
like Cindy Sherman, and studied by theorists like Benjamin Buchloh or
Graig Owens in the 80s and 90s.
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Tm bu anilan eserler, “bog sayfa” gibi mitlerin artik var olmadigini ve
cagimizin sanatcisinin daha ¢ok, “isaretler arazisi’nde yolculuk eden
anlamina gelen “semionaut” kategorisine dahil oldugunu kanitliyor. Bu
isaretler (Barthes’in yazarin liimiiyle ilgili diigtincelerinde 6ngordiigi
gibi) diyalog, parodi veya uyusmazlikla kargilikli iligki kurar. Soztint
edecegimiz, bu modele karsilik gelen sondan bir 6nceki gorsel isitsel
iriin, sahne adinda hem alintiy1 hem de parodiyi barindirir: Lady
Gaga, miizigi ve kliplerinde resmedilen imgesiyle, ¢iktigi televizyon
programlarindaki gériintisiiyle David Bowie’'den Madonna’ya,
Warhol'dan Elton John’a, Freddie Mercury, Grace Jones, Cyndi Lauper,
Cher, Marilyn Manson, Donatella Versace, Leigh Bowery, Alexander
McQueen’e ve onlar kadar poptiler olmayan bine yakin sanat¢lya uzanan
genis bir sanatci topluluguna borglu oldugunu kabul eden New Yorklu
ikonik bir sanatc1.

2009 MTV Odiilleri Téreni sirasinda sarkici Bad Romance adli
sarkisinin klibi (yonetmen, Francis Lawrence) i¢cin kazandig1 dokuz
6diilden birini almak tizere sahneye ¢ig et parcalarindan yapilmisg bir
elbiseyle cikti ve herkesin ilgi odagi oldu. Sarkicinin yakin ge¢cmisteki
ikonografik esin kaynaklarini aragtirmig olanlar bu elbiseyi Jana
Sterback’in 1987'de gerceklestirdigi Vanitas: Flesh Dress for an Albino
Anorexi (Vanitas: Bir Albino Anoreksigi icin Etten Elbise) eseriyle
iligkilendirdiler. Ne var ki, Lady Gaga’nin punk ikonografisine

olan diigktnligiint goz éntinde bulundurarak bu etkilenmenin

bu eserden de eskiye uzanan bir eserden (imaj danigmanlarinin
muhtemelen bildigi bir eserden) kaynaklanabilecegini tahmin
edememislerdi: Uzerinde etten bir elbise, boynunda sosisten bir kolye
bulunan bir modelin yer aldig1, Kuzey irlandali punk rock grubu The
Undertones’un 1983 tarihli All Wrapped Up albimiiniin kapagi. Ondan
da 6nce, 1978'de Britanyali sanat¢i Linder Sterling’in Manchester’daki
efsanevi kuliip The Hagienda'nin sahnesinde, izerinde Lady Gaga'nin
MTV Odiilleri Téreni'nde giydigine cok benzer etten bir elbise oldugu
halde Ludus adli grubuyla gergeklestirdigi performans vardi. Kiibal
sanat¢1 Tania Bruguera (El peso de la culpa, 1997), Cinli sanat¢1 Zang
Huang (My New York, 2002) gibi sanat¢ilarin performanslarinda
bununla ilgili cok daha fazla referansa rastlanabilir; The Beatles'in
Yesterday and Today (1966) adli albimintn o muhtesem kapagini da
unutmamak gerekir.

We are referring to a new artistic context that has been speeded up by
the Internet. In this new context nothing is exactly a painting anymore,
or photography, or cinema, or video... but simply an image; or rather,
‘image of another image’. In this context the music video’s own history
has become the object of remakes, tributes, parodies, appropriations
and plagiarisms up to a degree similar to what happened in the
twentieth-century with the history of art or history of cinema. In

the video of the song Country House (1995) by the Brit-Pop band Blur
directed by Damien Hirst, a parody of the music video of the song
Bohemian Rhapsody by Queen (Bruce Gowers, 1975) is introduced in the
last sequences. In 2003 the photographer David La Chapelle directed
I'm Glad for Jennifer Lopez, a music video which repeats (Shot by shot!)
the most memorable sequences from the film Flashdance (1983) by
Adrian Lyne, following an equivalent strategy to the one used two years
before by Gus Van Sant in his literal remake of Psycho by Hitchcock.

The works we have cited so far prove that the romantic myths such

as ‘the blank page’ no longer exists and that the contemporary artist
fits more into the category of the ‘semionaut’, meaning someone who
travels through a ‘landscape of signs’. These signs —as Roland Barthes
anticipated in his reflections on the death of the author— establish
mutual relationships of dialogue, parody or controversy. The second
to last audiovisual product responding to this model carries both
citation and parody in its artistic name: I am referring to Lady Gaga.

A shrewd New York artist who, through her music and through the
image portrayed in her videos, as well as her premeditated television
appearances, recognizes her debt to a lineage ranging from David Bowie
to Madonna, Warhol, Elton John, Freddie Mercury, Grace Jones, Cyndi
Lauper, Cher, Marilyn Manson, Donatella Versace, Leigh Bowery or
Alexander McQueen... and a thousand other less popular references.

During the 2009 MTV Awards the singer appeared on stage to receive
one of nine awards she received for the video of the song Bad Romance
(Directed by Francis Lawrence) with a dress made out of pieces of

raw meat that, as expected, left no one indifferent. Those accustomed
to search the recent past for the singer’s iconographic sources of
inspiration quickly related the dress to the famous work Vanitas:

Flesh Dress for an Albino Anorexi, created in 1987 by Jana Sterback.




Son drnekten de anlagilacagi gibi, pop kiiltiird piyasast seyirciler,
miizisyenler, yapimcilar ve sanatgilar arasindaki karsilikli onaya
dayanan simgesel bir “6diil sistemi” kurmus gibidir. Bu nostaljiyle
veya fikir yoksunluguyla degil, daha ziyade Nicolas Bourriaud'nun
Postproduction (Postprodiiksiyon) baglikli kitabinda soziint ettigi
“bicimlerin uygunlugunu hiikimsiiz kilma” fiilinin simgesel diizeyde
gerceklestirilmesiyle ilgilidir. Bu anlamda, Lady Gaga’nin her klibinin
sahne sahne yapisini sokerek bu kliplerde bulasici bir alinti, kendi igini
kendin yap, parodi, yeniden cevrim, pastij ve geridéntisiim agi1 gibi
calismayan tek bir sahnenin bile olmadigini kesfetmek keyiflidir. Bu
yontem bir anlamda, fan topluluklarinin internetin ilk zamanlarindan
beri yaptiklari remiks ve mash-up uygulamalarini ¢okuluslu sirketlerin
yeniden hatirlamasini saglamustir. Ornegin Jonas Akerlund’in yonettigi
Telephone klibinin dokuz dakikalik siiresi boyunca daha énce igerigi
bosaltilmis ikonografik referanslarin abartili ve hummali bir cabayla
hatirlatildigina tanik oluruz. Gaga ve Akerlund, klibi say1siz “link”le
doldurup tagirarak bizi pop kiiltiiriine bir bilgi kaynagi olarak degil

de Batman, Kaptan Amerika, Wonder Woman gibi ¢izgi roman
karakterlerinden, Thelma & Louise, Katil Doganlar, Kill Bill, Pulp Fiction,
Lock & Stock gibi filmlere, David LaChapelle, Erwin Olaf veya Del
Lagrace Volcano'nun cinsel kimligiyle ilgili fotograf ¢calismalarina,
Michael Jackson, Cindy Lauper veya Madonna'nin kliplerinde

en

The Undertones
All Wrapped Up albiim kapagi, 1983
All Wrapped Up album sleeve, 1983

However, they did not suspect that this work had earlier influences,
probably known to her image advisers, taking into account Lady Gaga’s
inclination towards punk iconography: the cover of the CD from 1983
All Wrapped Up by the Northern Irish punk rock band The Undertones,
where a model wore a meat dress and a sausage necklace. Another even
earlier influence was the 1978 performance by the British artist Linder
Sterling at legendary Manchester club The Hagienda with her band
Ludus wearing a meat suit —completed by a menacing dildo— very
similar to the one Lady Gaga also wore at the MTV Awards. Even more
references could be found in performance artists such as Cuban Tania
Bruguera (El peso de la culpa, 1997) or the Chinese Zang Huang (My New
York, 2002), not to forget the great cover of The Beatles’ album Yesterday
and Today (1966).

As we can see in the last example, it is as if the pop culture market
had established a symbolic ‘system of rewards’ based on the reciprocal
recognition between spectators, musicians, producers and artists. This
is not necessarily related to nostalgia or the lack of ideas but with the
symbolic act of “abolishing the propriety of forms’ to which Nicolas
Bourriaud refers to in his book Postproduction. In this sense, there is
nothing more entertaining than deconstructing, sequence by sequence,
each one of Lady Gaga’s music videos to discover that there is not a
single shot that does not work as an infectious network of citations,
DIY, parodies, remakes, pastiches and recycling. This has, in a certain
way, brought to multinationals the remix and mash-up practices fan
communities have been making spontaneously since the beginning

of the Internet. For example, during the nine minute long music video
Telephone directed by Jonas Akerlund, we see a hyperbolic and frantic
recollection of iconographic references previously emptied of their
content. Gaga and Akerlund saturate the clip with an infinite number
of ‘links’ forcing us to look at pop culture not as a source of knowledge
but as a ‘tool box’ in which citations and references slide to comic
book characters such as Batman, Captain America or Wonder Woman,
movies like Thelma & Louise, Natural Born Killers, Kill Bill, Pulp Fiction or
Lock, Stock and Two Smoking Barrels, photographic work based on the
sexual identity of David LaChapelle, Erwin Olaf or Del Lagrace Volcano
and narrative and choreography clichés exploited in music videos of
Michael Jackson, Cindy Lauper or Madonna.
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kullanilan éykiileme ve koreografi kliselerine kadar cesitli alint1 ve
referanslarla dolu bir “alet ¢antas1” olarak bakmaya zorlar.

Lady Gaga'nin bir¢ok klibi MTV’nin altin yillarini takdirle anar. Ne var
ki, 21. ylzyilin baglarinda miizik videolarinin normal ekosistemi artik
MTV ve VH1 gibi kablolu yayinda gosterilen televizyon kanallar1 degil,
internettir. 2000 yilinda (miizik endstrisi iizerinde dalgalanan krizin
hissedilmeye bagladigi donemlerde) tasarimei toplulugu eStudio, The
Buggles'in 1981’de MTV yayinini baglatan inli parcasini parodize eden
Internet Killed the Video Star baglikli bir animasyon yapti. Bu videoda 21.
yiizyilda internetin iktidardaki araci, yani televizyonu ve uzmanlagmig
miizik video kanallarini yok edecegi kehanetinde bulunuluyordu.
1980’lerde miizikte uzmanlagmisg televizyon kanallarinin biytik bir
boliimii zamanlarinin ¢cogunu televizyon sovlarina ayirmaktaydi. Bu
durum 21. yiizyilin baglarinda video klip tiretiminde kii¢tik bir krize
neden olduy, ¢linki plak sirketleri televizyonda pek yayinlanmadiklari
icin kliplere biiylik paralar harcamay1 kesmisti. Ne var ki, beklenenin

Many of Lady Gaga’s videos pay tribute to the golden years of MTV.
However, in the beginning of the twenty-first century the regular
ecosystem for music videos is no longer the cable television channels
MTV or VH1 but the Internet. In the year 2000 —when some people
already sensed the crisis that was hovering over the record industry—,
the designer collective eStudio made an animated parody about that
famous Buggles song that inaugurated MTV emissions in 1981 now
titled Internet Killed the Video Star. The parody was prophesying that

in the twentieth-century the Internet would wipe out the medium

in power, television, and the specialized music video channels. The
majority of television channels that specialized in music during the
80s currently occupy most of their hours with TV shows. This has
created a small crisis in terms of music video production at the start of
the twenty-first century because record labels have stopped spending
large amounts of money on them since they would rarely appear on
the TV grid. However, contrary to what was expected, the music video
has not perished without these TV stations and evidence demonstrates




aksine, miizik videosu bu televizyon kanallari olmadan da varligini
stirdiirdd, ayrica her ne kadar geleneksel medya kokli bir déniisim
gecirmisse de yeni medyanin eski medyayi yok etmedigi de kanitlandi.
Aslinda miizik videolarinin tretim ve tiikketiminde, Prensky gibi
yazarlarin igaret ettikleri gibi, dijital yerliler ile go¢cmenler arasinda bir
ayrilik gdzlemlenir. Video klibinin ¢ikmazda oldugunu diisiinenlerin
internetle arasinin iyi olmadigini varsayabiliriz.

Web 2.0, video klibe bir zamanlar televizyonun sagladigina denk

bir alan saglamistir. YouTube’un da bu formatin ilk dénemlerinde
MTV’nin oynadigi rolii iistlendigini séyleyebiliriz. VCR sinema igin
neyse, internet de video klip icin odur (Austerlitz, 2007). Video
kliplerinin ortaya cikigiyla birlikte ansizin biitiin sinema tarihi
seyircilerin erigimine agilmigti: halk sinemada, filmlerin dogal
ortaminda seyretme imkani bulamadigi filmleri videoda “gozden”
gecirebilmekteydi. Internet, biiyiik bir miizik videolar arsivi olarak da
tarif edilebilir (Sedefio Valdellés, 2010). Ornegin, Music Video Database
kullanicilarina farkli bagliklarla (yonetmen, yil, miizik grubu veya
sanatcy, hatta plak sirketine gore) arastirma imkani sunuyor. internet,
sanat biciminin tarihinde en miikemmel jukebox haline gelmistir:
amator koleksiyoncular ve internet sitelerinde kigisel alan olugturma ve
upload ile download imkan1 saglayan araclar sayesinde video paylagimi
yapilan miizik siteleri ile BlipTv, Vimeo, Dailymotion, YouTube gibi
platformlar ¢cogalmistir.

internet video klibin format ve kimlik 6zelliklerini de belirlemektedir:
dykiisiinii ve tiirlerini oldugu kadar dogasi ve tanimini da. Ornegin,
hedef kitleye yonelik tanitim stratejileri, yapisi ve dili klibin kisisel bir
internet sayfasina konabilecek (videoblogging gibi uygulamalarla) ve
artik televizyonda degil, bilgisayar ekrani, tablet veya cep telefonlarinda
tiiketilebilecek sekilde olmalidir. Bazilari bu durumun video kliplerinin
reklam etkililigini azalttig1 disiincesinde. Ne var ki video klipleri,

buna karsilik olarak miithis bir yayginlik ve fanlarina sinirsiz ulasma
imkani kazanmigtir. Artik ayn1 zamanda hem bir icerik {ireticisi, hem
dagitimcisi haline gelen tiketicinin aktif roltintin artmasiyla birlikte
geleneksel kitle iletisim araclarinin hiyerarsik yapist bozulmustur.
YouTube’un ortaya ¢iktig1 2005 yilindan beri, 80’lerde DJ’lerin mutat
remix ve mash-up stratejileri amator video meraklilari i¢in yaratici bir

Video Killed the Radio Star,

y6n. Russell Mulcahy, muizik videosu, 1981
Video Killed the Radio Star, dir. Russell
Mulcahy, music video, 1981

the new media does not destroy the old, although traditional media
has been profoundly transformed. In fact, in the production and
consumption of music videos we observe a division between digital
natives and immigrants, as has been signaled by authors like Prensky.
The only thing that can be said to those who think the music video is
currently suffering a crisis is that they seem not to have an

Internet connection!

The Web 2.0 has brought about a field as relevant to the music video as
television was in its day, and we could say YouTube is carrying out the
role MTV developed at the beginning of this format. The Internet has
been to the music video what the VCR was to cinema (Austerlitz, 2007).
With the development of video clubs, all cinema history was suddenly
available for spectators: films could be (re)watched by the public who
had not seen them at the cinema, its natural medium. At the same time,
the Internet could be defined as a great archive of music videos (Sedefio
Valdellos, 2010). For example Music Video Database allows searching
them according to different criteria (director, year, music band or artist,
even record label). The Internet has become the most complete jukebox
in the art form’s history: video sharing music websites and platforms
such as BlipTy, Vimeo, Dailymotion or Youtube have grown because
they are great containers of video, thanks to the contribution of amateur
collectors and the facilities to build personal spaces and upload and
download web content.

Furthermore, the web is modifying the formats and the identity traits
of the music video: its narrative and genres, as well as its nature and
definition. For example, its promotion strategies, the public targeted,
its structure and language must allow the video to be inserted in a
personal webpage (with practices such as videoblogging), and to be
consumed not in television anymore but on computer screens, tablets
and mobile telephones. Some people consider this has diminished
their promotional efficiency. However, in exchange they have obtained
ubiquity and infinite availability for fans. The usual hierarchical
structure in traditional communication media has been broken with a
growing active role by the consumer, who is now also a producer and
distributor of content. Since 2005 when YouTube was born, the remix
and mash-up strategies, habitual during the 80s among DJs, have
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uygulama haline geldi. Video klibi de bu yeni “oyun alani”’ndan fayda
sagladi. Michel Gondry’nin yonettigi Liitfen Basa Sarin (2008) adli
filmin kahramani video kuliibiintin miisterilerini sevdikleri filmleri
ellerinde tutmaya, onlari silip herhangi bir para harcamadan, amator
kameralariyla, kendi yaptiklari kostimler, dekorlar ve 6zel efektlerle
ayni filmin kisa versiyonlarini (“sweded film”lerini) cekmeye tegvik
eder. Web 2.0’daki miizik video “prosumer”lari (Lev Manovich’'in
tirettigi, tireten titketici anlamina gelen bir terim) yeni anlam treticisi
degildirler; daha ¢ok var olan anlamlarin manipiilatériidirler. Bunun

sonucunda, kisisel yaraticiligi Gondry’nin filmindeki sweded filmlerine

benzer diistik kaliteli postprodiiksiyonla birlestiren, stirekli bir
yapisokiim halinde olan, parodi ile pastis arasinda gidip gelen, ¢cogu
zaman fanlarin dikkatini celbetme bakimindan orijinalini bile geride
birakan video klipleri ortaya ¢ikmigtir.

Plak endstrisindeki ¢cokuluslu sirketlerle yaptigi anlagsmalar geregi
YouTube telif haklari olan biitiin gorsel isitsel igerigini ve stirekli
yeniden yazilan ve yeniden olusturulan biitlin videolar: belleginde
sakliyor. Peverini’ye gore, ilk anda uzlagsmaz goriinen malzemeleri
yan yana koyan bu tiir bir “mash-up mantig1” daha etkilidir. Ornegin,
bir dans miizigi videosunu alir, onu bir heavy metal parcasina
uygun hale getirip yeniden tasarlayabiliriz veya tam tersi, bir heavy
metal parcasini alip onu bir dans miizigi videosuna uygun hale
getirebiliriz. Resmi videolar ytzlerce fanin kendi imkanlariyla
yaptig1 videolarla mikslenebilir, gise rekorlar1 kirmig bir filmin
sahneleri kult filmlerin sahneleriyle birlegtirilebilir. Kahramanlar
anti kahramanlara dontstiiriilebilir veya epik sahneler gtltiing hale
getirilebilir. Yapilabileceklerin sinir1 yok, ¢iinki burada “tabandan
gelen” stratejilerden, eglence endistrisinin dayattigi hiyerarsileri
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Liitfen Baga Sarin, yon. Michel Gondry, 2008
Be Kind Rewind, dir. Michel Gondry, 2008

become a creative practice for non-professional video enthusiasts. The
music video has benefited from this new ‘play field.

In the movie Be Kind Rewind (2008) directed by Michel Gondry, the
protagonists encourage the video club customers to take hold of

the movies they like, erase them and film their own short versions,
(sweded films’) without any budget, non-professional cameras and
improvised costumes, props and special effects. The musical videos’
‘prosumer’ (Lev Manovich’s neologism) in the web 2.0 isn’t exactly a
producer of new ways of understanding; rather he is a manipulator
of pre-existing significations. The result is music video in a state of
constant deconstruction that combine personal creativity with low-fi
postproduction similar to the sweded films in Gondry’s movie, which
fluctuate between parody and pastiche, even though many times they
surpass the originals in attracting the fans’ attention.

Due to agreements with multinationals in the record industry, YouTube
keeps memory of all the audiovisual content protected by copyright
and all the videos, which are constantly rewriting and reinventing.
According to Peverini, this kind of “mash-up logic’ is more effective
when at first seemingly irreconcilable material is juxtaposed. For
example we can find a dance music video that has been adapted
and remade to suit a heavy metal song or vice versa. Official videos
can be mixed with homemade videos made by hundreds of fans and
blockbuster movie sequences combined with sequences from cult
movies. Heroes can be transformed into antiheroes or epic scenes
ridiculed. The possibilities are endless since we are speaking of
appropriation, citation, remake, remix, sample, mash-up strategies
that grow ‘up from the ground’ —mainly by fans, but also artists

and activists— who not only break the hierarchies imposed by the
entertainment industry but also introduce subversive messages
inciting in viewers a critical response.

The Italian video artist Gabriel Pesci has realized a cycle of projects
under the title Hollywood Souvenirs (2006) in which he (illegally)
appropriates videos that Iraq marines upload to YouTube for their
friends and families and remakes them with video clip aesthetic
and pop music. He mixes explosions, humiliations of enemies and




kirmakla kalmayip seyircilerde elestirel bir tepki uyandiran rahatsiz
edici mesajlar veren bagta fanlarin ama ayni zamanda sanatgi ve
aktivistlerin geligtirdikleri, alinti, yeniden yapim, remiks, 6rneklem,
mash-up stratejilerinden soz ediyoruz.

Italyan video sanatcisi Gabriel Pesci, Irak’taki Amerikali askerlerin
arkadag ve aileleri i¢in YouTube’a yiikledikleri videolar: (illegal bicimde)
kendine mal edip pop miizigi egliginde ve video estetigine uygun
bi¢cimde yeniden diizenleyerek Hollywood Souvenirs (2006) bagligi
altinda bir videoya doniistiirdi. Pesci bu filmde, patlamalari, diigman
tarafinda yer alan insanlara yapilan agagilamalari iceren gorintileri ve
askeri hedeflerin sivil kayiplarla sonu¢lanan uzun mesafeden yapilan
atiglarla yok edilme géritintiilerini bir araya getirip karigtirir.

Cinli sanat¢1 Al Weiwei, Gliney Koreli rap¢i PSY’1n Gangam Style
parcasinin bagarisindan yararlanarak 2012’de YouTube’a bu parcanin
parodisini yapan bir video yiikledi. Weiwei bu videoda, parcanin bazi
dortliiklerinin sézlerini ve koreografisini degistirerek kalabalik bir grupla
birlikte Cin hitkkimetinin igledigi zuliim ve sanstiriin duyurusunu yapti.

21 Subat 2012’de, Vladimir Putin’in Ortodoks Klisesi'ne verdigi destegi
protesto etmek icin punk grubu Pussy Riot'un ¢ kadin tyesi Christ

the Savior Katedrali’nde bir sarki yorumladi ve bir dakika icinde
tutuklandilar. Daha sonra bu parcanin ev ortaminda yapilan videosuna
grubun konserde cekilen goriintileri de eklenerek Virgin Mary, Put Putin
Away adli video klibi yapildi.

Oliver Laric’in ¢ektigi 50 50 (2007) adli video, YouTube
kullanicilarinin yaptigi 50 Cent yorumlarindan alinan 50 parganin
titizlikle montajlanmasindan olusuyor. Sonunda, israilli sanatc1
Kutiman’in farkl ekran formatlarini, cok sayida gitar performansi

ve caz perkiisyonlarini bir araya getiren ThruYou adli eserinde
gerceklestirdigine benzer bicimde muntazam sekilde senkronlanmis
bir cesit “ortak caligmayla gerceklestirilmis bir karaoke” (Juan Martin
Prada) ortaya ¢ikmisti. Yakin tarihlerde Belcikali sarkici Gotye kendi
sitesine poptiler sarkis1 Somebody That I Used to Know’un farkli
versiyonlarinin senkronize miksinden olusturulmus duygusal bir video
klibi ytkledi. Klibin baghgi Youtube Orchestra.

Pussy Riot: A Punk Prayer, yon. Mike Lerner
ve Maxim Pozdorovkin, belgesel, 2013
Pussy Riot: A Punk Prayer, dir. Mike Lerner
and Maxim Pozdorovkin, documentary, 2013

military targets destroyed from a long distance that inevitably produce
collateral damage.

Taking advantage of the success of the song Gangam Style by the South
Korean rapper PSY, the Chinese artist Ai Weiwei uploaded in 2012

a YouTube parody of this song. He changed the lyrics in some of the
stanzas and introduced new choreography posing with other people
in order to denounce persecution and censorship under the

Chinese government.

On February 21, 2012, as part of their protest against Vladimir Putin’s
support of the Orthodox Church, three women from the punk group
Pussy Riot entered the Cathedral of Christ the Savior and interpreted a
song. A minute later they were arrested. The home version of the video
was remixed later with images from the band performing to create the
music video of the song Virgin Mary, Put Putin Away.

The video 50 50 (2007) by Oliver Laric is characterized by a careful
montage of 50 fragments of video taken from 50 Cent interpretations by
YouTubers. The result was a kind of ‘collaborative karaoke’ (Juan Martin
Prada) that was perfectly synchronized, very similar to the one realized
by Israeli artist Kutiman in his work ThruYou, combining different
screen formats, dozens of guitar performances and jazz percussionists.
More recently the Belgium singer Gotye has uploaded on his website

a sensational music video made out of a synchronized mix of different
versions of his popular song Somebody That I Used to Know. The video is
titled Youtube Orchestra.
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Bu UMV’ler (Ingilizce’de Kullanici Miizik Videolar: anlamina gelen
User’s Music Videos’un bag harfleri ~Amator Mizik Videolar1) fanlar
tarafindan onceki yillarda olmayan bir yanki yaratir, bu tiriinleri ilk
ciktiklart donemden itibaren takip eden plak sirketleri de bu yankidan
yararlanir. Bir kere, ortamin hipermetinselligi bu video klipleri
geleneksel kliplerinden daha interaktif hale getirir, ¢linki izlendikten
sonra yorum yapmaya veya ilgili videolara referans yapmaya imkan
saglar. ikincisi, bu videolar anonim ve iicretsizdir, dolayisiyla fanlarin
sanatciyla iligki icinde oldugu yeni tanitim tarzlari belirlerler (Sedefno
Valdell6s, 2011). Bu tiir videolarin sonunda parodisini yaptiklari veya
6vgiide bulunduklari sarkicilarin internet sitelerine konulmalari hic de
olagandisi bir durum degildir.

Ingiliz miizik grubu Coldplay 2008°de Lost? adh parcalari icin cekilecek
bir klip yarismasinin duyurusunda bulundu. Yarigmanin 6dilg,
Coldplay’in Londra’daki konserlerinden birine iki VIP biletti; ayrica
gerekli biitiin yol ve konaklama masraflari kargilanacakti. Yarigmanin
tek sarti, yalnizca kisisel icerigin kullanilmasi ve Coldplay’in
kliplerinden veya baska gruplarin kliplerinden higbir bicimde
yararlanilmamasiydi. Yarismanin duyurusu su ifadelerle yapilmisti:
“Yaratic1 olun. Kendi projenizi gerceklestirin. Istediginiz malzemeyi
kullanin, animasyon, video kameras, siiper 8, ¢izgi roman, fotograf..”
Yarigmanin gruba getirisi muhtegem oldu. Grup, hem kazanan klibi
cok ucuza kapatmig, hem de bu parga igin yapilmis yiizlerce klip
YouTube’da milyonlarca insan tarafindan izlenmisgti.

Internetteki interaktif videolarda (weboes) da benzer bir interaktivite
deneyimine rastlanabilir. Bunlar ézellikle internet icin tiretilmis olan ve
kullanicinin tretimlerine katkida bulunmasina izin veren videolardur.
Kullanicinin videoyu degistirmesine veya kendi remikslerini yapmasina
izin verirler. MTV webeos.com domainini alarak Busta Rhymes, Moby

ve Bjork icin interaktif video klipleri gelistirdi. Bjorkin I’ve Seen It All
(2000) adli sarkisinin klibini sonunda Floria Sigismondi yonetti. Bazi
uzmanlar, miizik endiistrisinin gelecekte ancak bu sekilde basarili
olabilecegi goriisiinde; bagka bir deyisle, sanatcilarin gorsel isitsel
eserlerine nesneden ¢ok oyun muamelesi yaparak.

These UMVs (English acronym for Users’ Music Videos -Non Official
Music Videos) generate a feedback from fans that was unknown

in previous decades, which has been quickly harnessed by record
companies who initially followed these productions. Firstly, the
hypertextuality of the medium makes them more interactive than
traditional music videos, since they allow making comments after
watching the video or posting references to other related videos.
Secondly, they are anonymous and free, therefore defining new modes
of promotion in which the fan is involved with the artist (Sedefio
Valdellos, 2011). It is not unusual that these types of videos will end up
being posted on the website of the singers they parody or pay tribute to.

The English band Coldplay promoted in 2008 a music video competition
for their song Lost? The prize was two VIP passes for one of Coldplay’s
concerts in London together with travel costs and lodging. The only
condition was that only personal content could be used, and it could

not include images from Coldplay’s or other band’s music videos. The
announcement for the competition read: ‘Be creative. Make your own
project. Use any material you want, animation, video cameras, super 8,
comic, photography..” The benefits of the competition were double. The
group obtained, in addition to the winning music video —created by Paul
O’Brien— for a very low cost, hundreds of parallel music videos for the
song that have been viewed on YouTube by millions of people.

Another interactive experience can be found with webeos (web
interactive videos). They are videos created specifically for the Internet
that allow the user to participate in their creation. It allows the user

to modify the video or to make their own remixes. MTV bought the
domain webeos.com and developed interactive music videos for Busta
Rhymes, Moby and Bjork, the latter’s video I've seen it All (2000) was
directed by Floria Sigismondi. According to some experts this is the
only way in which the music industry can prosper in the future; in other
words, to treat the audiovisual creations of artists more as a game and
less as a product.

The Scientist, yon. Jamie Thraves, miizik videosu, 2002
The Scientis, dir. Jamie Thraves, music video, 2002
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Pop Iginde Art in Pop,
Sanat, Sanat Pop in Art
Icinde Pop

Andy Warhol
Ronald Nameth
Nam June Paik
& Jud Yalkut
Eric Siegel
Yayoi Kusama



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

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

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

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

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

en

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

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

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

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

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

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

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

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

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

And
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Tests, 1964-66
d (1966)

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

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

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

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

The five Screen Tests of the members of The Velvet were filmed at The
Factory in 1966: Lou Reed, John Cale, Sterling Morrison, Maureen

Pop iginde Sanat, Sanat iginde Pop



The Velvet Underground tiyelerinin bu bes Deneme Cekimi, 1966’da The
Factory’de gerceklestirilmisti: Lou Reed, John Cale, Sterling Morrison,
Maureen Tucker ve Nico, farkli nedenlerle Warhol’'un kamerasina

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

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

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

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

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

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

Screen Tests.

Artin Pop, Pop in Art
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Andy Warhol'un Kaginilmaz Patlayan Plastigi, 196
Tek kanall1 video, siyah-beyaz ve renkli, sesli, 24’4”

Art Site in KB izniyle.

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

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

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

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

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

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

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

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

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

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

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

Plastic Inevitable.

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

izerine kinetik patlamalar yaratan renkli slaytlar yansitiyorlardi;

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

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

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

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

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

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

Beatles Electronigures, 1969

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

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

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

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

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

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

Pop iginde Sanat, Sanat iginde Pop
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Eric

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

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

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

yer aldig1 Einstine ve uzay cisimlerinin Caykovski'nin miizigiyle

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

en

ver Knows, 1968

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

Singl n ide
urtes ectroni

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

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

Festivalde Agk, 1968

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

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

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

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

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

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

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

en

by kut), 1967
ol he Group Image, 24’
icto iro gallery, London

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

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

be interpreted.

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

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

seyircilerin begenisini kazanmig, Avrupa ve Amerika Birlesik

Devletleri’nde cesitli 6diiller almigti.
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Dan Graham'’in Rock My Religion (inancimu Sars) (1983) baghkli gérsel-
isitsel ve yazili makalesinden yola ¢ikarak dayanarak hazirlanan bu
bolim rock’in iitopyalarinin hayal kirtkligini ve rock’in yabancilagtirict
unsurlarini igliyor, Douglas Gordon, Dan Graham, Tony Oursler ve
Laurence P. Berger’in eserlerini igeriyor.

inancimi Sars makalesinde Graham, din ve rock miizik iligkisiyle

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

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

en

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

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

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




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

inancimi Sars, 1982-84

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

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

MY
RELIGION

RIMBAUD WRITES™RIIS

en

1, sound, 55’ 277
w York

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

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

Histeri ve Din



Bootleg (Bigmouth), 1996

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

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

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

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

olmanin esiginde olan soyut bicimler olarak da algilanmaktadir.

Bootleg (Bigmouth), 1996

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

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

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

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

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

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

Hysteria and Religion
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Otuzunu Gegmis Hi¢ Kimseye Giv Don :

Canli performans ve orijinal mizik: Japanth Live i : Japanther

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

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

Sanatginin ve Electronic Arts Intermix (EAI)’in izniyle

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

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

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

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

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

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

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

Don’t Trust Anyone Over Thirty (Otuzun

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

"Miizisyen "Non-Musicians"
olmayanlar” vs "Non-Artists”
ile "sanatci

olmayanlar”

karsi kargiya

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

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

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

en

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

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

John Baldessari

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

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

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

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

Courtesy of Electronic Arts Intermix (EAI), New York

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

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

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

New York, Electronic Arts Intermix (EAI) izniyle

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

en

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

Courtesy of Electronic Arts Intermix (EAI), New York

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

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

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

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

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

ursie

olors, 2006

2’ 59”
(EAI), New York

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

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

always different.

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

Ses, 4'23”

Sanatc¢inin izniyle

Yoko Ono gibi sanatgilar, insanlari kafalarinda miizik dinlemeye

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

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

en

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

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

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

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

Gitar Stirikleme, 2000

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

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

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

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

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

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

itar Dra
e- nelvide
t Moderne Co of Mu

Mugée d’Art Moderne
Grand-Duc Jean, Luxembourg

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

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

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

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

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



Neska, 2005

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

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

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

Neska, 2005

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

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

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

Rock And Conceptual Art - “Non-Musicians” vs “Non-Artists"”
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"Rock ve Ikizi" "Rock and
- Its Double”

Bir "alet
cantasi” olarak Pop music
pop muzik as a "toolbox"

Candice Breitz
Adel Abidin
Tony Cokes
Scott Pagano
Largen & Bread
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Son 20 yilda, sanattan ilham alan rock ve bilingli olarak sanatla
iligkilendirilen rock, geride biraktig: tarihin melankolik unsurlariyla
ilgili anlik bir farkindalik saglar, yani Elizabeth Guffey’nin deyisiyle,
“halkin, tarihi profesyonel tarihcilerin elinden kapma girigimi”’ne
olanak tanir.

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

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

ve Largen & Bread’in video enstalasyonlari yer aliyor.

en

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

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

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

pirate reproducibility’.




Babil Serisi, 1999

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

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

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

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

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

Babel Series; 1999

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

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

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

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

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

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

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

Ug Ask Sarkisi, 2010

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

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

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

ortaya koyar.

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

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

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

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

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

Tony Cokes ve Scott Pagano

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

Tony Cokes

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

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

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

Dovwen This Road

en

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

%ﬂ;;ts

y CoKes & Scott Pagano

e-channel video, color, sound, 10’ 3”

rtesy af Electronic Arts Intermix (EAI), New York

Tony Cok

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

tist Tony Cokes belongs to an

nes the aesthetic of the music video

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

and class.

gist
acty

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

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

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



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

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

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

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

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

This isgNet a LovesSong (Character Appropriation), 2013

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

Crash!!!, 2008

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

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

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

“Rock and Its Double” - Pop music as a “toolbox"
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James Clar

Assume Vivid Astro Focus



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

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

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

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

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

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

Bu boliimde Jeremy Deller, Charley Case, John Di Stefano, Mark Leckey,
Adrian Piper ve Assume Vivid Astro Focus'un 1990’lardan giintimiize
kadar, 6z agkinlik ve toplumsal birlik arzularini dile getiren funk ve
disko mtizigi, 1970’ler ve 1980’lerdeki break dance gibi dans miizigi
tarzlari ve son yirmi yilda ortaya ¢ikan techno pop ve elektronik miizik
gibi mizik tarzlarini yansitan eserleri yer aliyor.

en

This section analyzes the emancipating power of dance music and its
ability to visualize identities, questions of race, gender, class, agit-pop
and some examples of civil rights demands through the festive re-
politicization of the public space.

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

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

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

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

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

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

Del

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

bu ¢aligmasi bu iki miizik hareketi arasinda bag olusturan toplumsal

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

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

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

Williams Fairey Bandosu, 2005

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

h orld, 1997-2004
M —
Cour Art

Williams Fairey Brass Band, 2005

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

cept, Paris

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

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

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

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

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

Dans Miizigi Politikalar
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18 Haziran 1999, Cuma, Londra, 1999

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

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

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

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

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

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

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

of carnival and techno raves in the practice of occupying and re-
politicizing public space.

Dans Miizigi Politikalari
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(Soyle Bana Neden) Disko Epistemo 9
Tek kanalli video, renkli, sesli, 24’

Sanat¢inin izniyle

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

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

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

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

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

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

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

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

The Politics of Dance Music




Fiorucci Made Me Hardcore, 1999

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

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

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

Fiorucci Made Me Hardc¢ore, 1999

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

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

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

Dans Miizigi Politikalar



Funk Dersleri, 1983

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

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

ve Amerikan toplumunda irklar arasi iligkileri karakterize eden

diigmanlhigi ve anlayis eksikligini gidermeye caligir.

Funk Lessons, 1983

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

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

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

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

The Politics of Dance Music




Dans Terapisi, 2011

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

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

cagiran bir gerilim ve sagirtma alani yaratir.

Dance Therapy, 2011

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

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

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

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

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

Dans Miizigi Politikalari
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ince Buz Ustiinde Yiiriimek, 2003

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

Dans kiiltiird, cinsiyet degistirme konus

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

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

okunabilir. Bu videoda ayrica Peter Gabriel'in Sledgehammer klibinden

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

en

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

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

The Politics of Dance Music
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Bu Bir Miizik
Videosu Degil

Sergide, yer alan video enstalasyonlari ve kayit endiistrisiyle
baglantili miizik videolarini farkli bir bakis araciligiyla
tamamlamak amaciyla 1980'lerden itibaren miizik videosunun
estetigini kendine mal eden ve yapisini s6ken ¢cagdas sanat¢ilarin
video eserlerinden olusan bir gésterim programi olusturuldu.

Bu tiir “anti miizik” videolari MTV gibi televizyon kanallarinin
tesvik ettigi gérsel-igitsel kliselere karsi ¢ikarak siyasal,
toplumsal ve kiiltiirel mesajlar yansitan ve/veya veren araglar
gelistirmistir.

en

This is Not a
Music Video

As a counterpoint to the video-installations exhibited in the
galleries and the programs of music videos linked to the
recording industry, a screening program has been put together
that includes a selection of works of video art by contemporary
artists who since the 1980s have appropriated the aesthetics of
the music video and have deconstructed it. This sort of ‘anti-
music-video' defy the audiovisual stereotypes promoted by
television channels like MTV to generate devices for reflecting
and/or projecting political, social and cultural messages.



Joseph Beuys

Sonne Statt Reagen, 1982

Renkli, sesli, 1’58”

Miizik: Die Deserteure

ARD TV / Bananas ve Koln, Westdeutscher
Rundfunk’un izniyle

Joseph Beuys’un miizigin sessizlik ile giiriiltii arasinda salindigini
diisiindiigi ileri siiriiliir; belki de “her insanin sanatg1” olduguna
inandig i¢indir ki Beuys, (inanmakla kalmayip bunu biiyiik seyirci
kitleleri oniinde gostermistir de) siyasi kararlari ¢ercevesinde pop
sarkiciliginda da sansini denedi. 1982’de Alman televizyon kanali
ARD’de (07/03/1982) Depeche Mode ve Foreigner gibi gruplarin da boy
gosterdigi bir miizik programi olan Bananas’a sizd. Biiyiik bir izleyici
kitlesine sahip bu televizyon programinda ve Almanya’daki pasifist
hareketlerin diizenledigi cesitli gosterilerle cakigan bir zamanda Die
Deserteure isimli grupla birlikte, ekolojik konularla ilgili kararlihigini
tekrar vurgulayan ve Ronald Reagan’in silah politikalarina saldiran
Sonne Statt Reagan’ soyledi. Bu par¢a daha sonra single olarak

satiga cikarildi.

Dara Birnbaum

Acid Rock, 1982

Renkli, sesli, 4’9”

New York, Electronic Arts Intermix (EAI) izniyle

Dara Birnbaum 1970’lerin sonlarindan beri farkli formatta video

ve enstalasyonlar gerceklestiriyor. Bu video ve enstalasyonlarda
Birnbaum, popiiler kilttirin ikonlari ile kitle medyasinin tiiketim
toplumu ve televizyondaki kligelerinin baglamlarini yeniden
olusturmaya ve onlar1 yikmaya ¢alisir. Bazi eserlerinin televizyon
filmleri, spor programlari, tanitim spotlari veya miizik videolarinin
bicimine biirinmesinin nedeni budur; sanatcl, bu eserlerine imgelerin
altinda yatan ideolojilerin ciddi bicimde yapisini séken alt metinler
yerlestirir. Birnbaum 1982’de, MTV miizik video kanalinin gelistigi

ve Amerikan miizik endiistrisinde en etkili oldugu donemlerde,
Kassel'deki Documenta 7 sergisi i¢in hazirladigi Acid Rock isimli
videoda da bu yaklagimi benimsemistir. Doors'un L.A. Woman par¢asini

en

Sonne Statt Reagan, 1982

Color, sound, 1'58”

Music: Die Deserteure

Courtesy of ARD TV / Bananas, Westdeutscher
Rundfunk Kéln

It has been said that for Joseph Beuys music swings between the
extreme positions of silence and din, and perhaps because he believed
that ‘every man is an artist’ - and what’s more shows it in front of large
audiences - he also tried his luck as a pop singer, as part of his political
commitment. In 1982, in a mixture of masquerade and activism, he
infiltrated the Bananas program on the German television channel
ARD (07/03/1982), on which bands like Depeche Mode and Foreigner
performed. Backed by the group Die Deserteure, he sang his song
Sonne Statt Reagan, an attack on Ronald Reagan’s arms policies and a
reaffirmation of his ecological commitment, on a program with a wide
audience broadcast to coincide with various demonstrations by
pacifist movements in Germany. The song was eventually released

as a single.

Acid Rock, 1982
Color, sound, 4’ 9”
Courtesy of Electronic Arts Intermix (EAI), New York

Since the end of the 1970s Dara Birnbaum has been making videos
and installations in different formats with which she tries to re-
contextualize and subvert icons of pop culture and mass- media
archetypes related to consumer society and television. This is why
her works sometimes take the form of tele-films, soap operas, sports
programs, publicity spots or music videos, into which she inserts
subtexts that critically deconstruct the underlying ideology of the
images. This is the approach taken in Acid Rock, a video made in 1982
for Documenta 7 in Kassel, during the period when the MTV music
video channel flourished and had most influence in the American
music industry. Dara Birnbaum recomposes the Doors song L.A.
Woman and appropriates elements from advertising as though they

This is Not a Music Video




yeniden besteler ve reklam unsurlarini, alintiladig bir {iriin havasina
biiriindiirerek onlari televizyon reklamciliginin cinsiyetciligini elestiren
feminist ve tiiketim karsit1 bir tirada déntistiiriir.

John Sanborn & Kit Fitzgerald

Yere Kulak Ver, 1982

Renkli, sesli 425”

New York, Electronic Arts Intermix (EAI) izniyle

John Sanborn video sanatinin énciilerinden biridir. Yere Kulak Ver'de
performans sanatcisi David Van Tieghem, Manhattan’i bir mtzik
enstriimani gibi kullanir, kaldirim, bina ve telefon kuliibelerinin
yuzeylerine vurarak yaratic perkiisyon sesleri ¢ikarir. Bu performans
cesitli ticari miizik videolarinda defalarca taklit edilmistir.

Pipilotti Rist

Bu Sarkinin Magduruyum, 1995

Renkli, sesli 5°6”

New York, Electronic Arts Intermix (EAI) izniyle

Isvicreli sanatci Pipilotti Rist, Amerikali sarkic1 Chris Isaak’in sarkist
Wicked Game’i alir ve 1950’lerin mirildanilarak séylenen klise miizik
tarzini taklit eden bu romantik sarkiy: haliisinojenik bir fanteziye
doniigtiiriir. Rist burada kisisel giinliigiinden imgeleri saykodelik
renklerle birlestirerek mzigi rityalar ve anilar diyarina gotiirtr. Sarkiy:
sanatg¢inin kendisi icra eder, ogullarindan biri sesini zaman zaman
bozarak korkutucu bir hal alacak derecede degistirir.

Bjgrn Melhus

Glinisiksiz, 1997

Renkli, sesli 5

Sanatginin ve Frankfurt, Anita Beckers Galerisi'nin izniyle

Bjern Melhus, kendisinin rol aldig1, masalimst kisa filmler yapan bir
sanatgl. Miizik videosu ve reklam filmlerinin estetiginden etkilenen
Ginisiksizda birbirine benzeyen dért karakter ciftler halinde

en

were ready-mades, turning them into a feminist and anti-consumer
tirade criticizing the sexism of television advertising.

Ear to the Ground, 1982
Color, sound, 4 25”
Courtesy of Electronic Arts Intermix (EAI), New York

John Sanborn is one of the pioneers of video art. In Ear to the Ground
the performer David Van Tieghem uses the landscape of Manhattan
as a musical instrument, drumming on the surfaces of pavements,
buildings and phone booths to produce an ingenious range of
percussion sounds. The performance has been copied several times
in dozens of commercial music videos.

I'm a Victim of This Song, 1995
Color, sound, 5’6”
Courtesy of Electronic Arts Intermix (EAI), New York

The Swiss artist Pipilotti Rist appropriates the song Wicked Game, by
the American singer Chris Isaak, and what was originally a romantic
performance imitating the archetypal crooner style of the 1950s
becomes a hallucinogenic fantasia in which images from his personal
diary are combined with psychedelic colors that lead the music into

a realm of dreams and memory. The song is performed by the artist
herself with her own voice with the collaboration of one of her sons,

who at times distorts his voice to extremes of horror.

No Sunshine, 1997
Color, sound, 5’
Courtesy of the artist and of Galerie Anita Beckers, Frankfurt

Bjorn Melhus makes videos that are conceived as fairy stories, featuring
himself. In No Sunshine, a video influenced by the aesthetic of the music
video and advertising, four identical-looking characters communicate

Bu Bir Muzik Videosu Degil



birbirleriyle pop miizik parcalarindan boliimleri seslendirerek iletisim
kurar ve arada sirada seyirciyi sorgular veya onunla flort eder gibi
kameraya dogrudan bakar.

Tuhaf, cocuklarinkini andiran vicutlari ile ayni zamanda i¢ diinyalar:
olan sanal bir mekanda stiziiliirler. Elektronik ortamda yaratilan bu
sanal diinyanin hakim rengi kirmizidir. Karakterlerin saglar1 peruktur
(Lego karakterleri gibi), tizerlerinde dar giysiler vardir ve bilimkurgu
dizilerindeki insan klonlarini andirirlar. Karakterler cinsiyetsiz gibidir
ama aralarinda bastirilmig arzulari agiga vuran bakiglar, dokunuslar ve
bastan ¢ikarici tavirlar sezeriz.

Charley Case

18 Haziran 1999, Cuma, Londra, 1999

Super 8 ile ¢ekilmis filmin DVD versiyonu, Siyah-beyaz,
sesli 812”Briiksel, Argos’un izniyle

Dansin, sitiasyonistlerin 1968 Mayisr'nda savunduklari ve 15M gibi
hareketlerin festivale benzer aktivist hareketleri tadindaki “sokaklar:
ele gecirme”yi hedefleyen ézgiirlestirici potansiyeli Charley Case’in
Friday, June 18, 1999, City of London isimli filminde siirsel bi¢cimde
yansitilmaktadir. Film, kamusal alanlari iggal etme ve bu alanlari
yeniden siyasallagtirma pratiginde karnavalin ve techno rave’lerin
yikicilik potansiyeline bagvuran Reclaim the Streets (Sokaklar1 Geri
Al) toplulugunun diizenledigi bir sokak partisini (bu topluluk bu tiir
etkinliklerle taninmugti) goriintiileyen ve bu gériintileri tango ritmi
esliginde sunan super-8 ile siyah-beyaz ¢ekilmis bir belgesel.

Olaf Breuning
Girkin Ciglik, 2000
Renkli, sesli, 421"
Sanat¢inin izniyle

Isvigreli fotografci ve video sanatcisi Olaf Breuning’in cektigi Ugly

Yelp (Cirkin C18lik), The Blair Witch (Blair Cadisi) gibi filmlerin
popiilerlestirdigi korku filmi estetigini iskandinavyal korkunc black
metal gruplarindan firlamig gibi goriinen karakterlerle birlegtiren bir
video. Bu karigimin parodi unsuru tagimasi videonun tehditkér havasini

en

in pairs through snatches of pop songs and occasionally look straight at
the camera as though questioning or flirting with the spectator.

Strange, childish-looking bodies seem to float in a virtual space, which
is at the same time their own inner world. Red is the dominant color in
this electronically created virtual world in which the characters have
artificial hair - like Playmobil figures - and tight clothes, bringing

to mind the human clones of science-fiction television series. The
characters seem to be sexually neuter but among them we can sense
looks, caresses and timidly seductive attitudes that speak of

repressed desires.

Friday, June 18, 1999, City of London, 1999
Super 8 transferred to DVD, black & white, sound, 8'12”
Courtesy of Argos, Brussels

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

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

of carnival and techno raves in the practice of occupying and re-
politicizing public space.

Ugly Yelp, 2000
Color, sound, 4'21”
Courtesy of the artist

Ugly Yelp, by the Swiss photographer and video artist Olaf Breuning, is a
video that mixes the aesthetic of the horror film made popular by films
like The Blair Witch Project with characters that seem to have been taken
from some freaked-out Scandinavian black metal band. The parody
nature of this mixture does nothing to lessen the threatening potential

This is Not a Music Video




azaltmaz, bazi yetigkinlerin eglence saydig1 birtakim kendine zarar
verme davraniglari ve ileri derecede giddet iceren sahnelere yer verir.

Cheryl Donegan

4 Versiyonlu Yayin, 2001

Renkli, sesli, 4’50”

New York, Electronic Arts Intermix (EAI) izniyle

Cheryl Donegan’in bu eseri deneysel video anlatisini, resim, ¢izim ve
enstalasyon gibi diger anlat1 bicimleriyle biittinlestirir. Donegan’in
videolar: toplumsal cinsiyet, sanat tarihi ve popiiler kiiltiir konularina
yikict bir unsur katar. 4 Versiyonlu Yayin, The Who’nun rock operast
Tommy'nin miizigi ve Ann-Margret’in basrol oynadig1 ayni ismi tagiyan
1970 yapimit filmle baglayarak televizyon komedisi ile saykodeliyi
birlestiren bir hayal diinyasi yaratir.

Ana Laura Alaez

Yiizeysellik, 2003

Mtzik: Girls on Film*, Cocd, Mario ve Ana Laura’dan olugan
miizik grubu, 626", Sanatginin izniyle

Sanatc¢inin da belirttigi lizere, “Sanatsal yaraticilikta yasanan en

keskin polemik, yiizeysel olan ile agkin oldugu diisiiniilen arasindaki
catigmadur. Fikirler diinyas: geleneksel olarak gerceklikten ziyade
soyutlamayla tanimlanir: birinci tekil gahis dykiilerinde bayagilik,
sanat¢inin damgasy, itiraf¢i ve bicimsel giizellik. Toplumsal cinsiyet
konusunda ise, tarih boyunca toplumun kadinlari, kendilerini
giysileriyle ifade etme ihtiyaclarindan dolay: ytizeysel olarak yaftaladig
soylenebilir. Estetik ile derinlik arasinda bir uyusmazIik olup olmadig1
konusunda hala bir belirsizlik var...”.

Yiizeysellik, bir miizik videosunun ortaya koydugu miizik/imge ritmiyle
sinirl kalmayip isi video sanatinin estetik ayrismasina kadar vardiran
bir video. Burada Alez, eserlerinde en sik tekrar eden ikonlardan birini
kullanir: bedenin ifade giict en yiiksek ve heykelsi béliimii olarak basg
veya biist kismi ve sanatta bir tabu olarak makyaj; makyaj sayesinde
kavramsal veya metafizik olana baskin ¢iktig1 sdylenen bir sehvet
unsuru ortaya ¢ikarir.

en

of the video, which presents scenes of self- destructive behavior and
wanton violence taken as entertainment by some adolescents.

Channeling in & Versions, 2001
Color, sound, 4'50”
Courtesy of Electronic Arts Intermix (EAI), New York

Cheryl Donegan’s work integrates experimental video narrative with
other forms such as painting, drawing and installation. Her videos

put a subversive spin on issues of gender, art history and pop culture.
Channeling in 4 Versions develops a dream fantasy that mixes television
comedy and psychedelia, starting with the music of the rock opera
Tommy, by The Who (1969), and the 1970s film of the same name
starring Ann-Margret.

Superficiality, 2003
Music: Girls on Film*, group formed by Coc6, Mario
and Ana Laura, 6’267, Courtesy of the artist

As the artist herself says, ‘One of the keenest polemics that crop up in
artistic creation is the confrontation between what is superficial and
what is supposedly transcendental. The world of ideas is conventionally
identified with abstraction rather than literality; the banal with first-
person stories, the mark of the artist, the confessional and formal
beauty. On the subject of gender, we might also say that society has
throughout history labeled women as superficial on account of their
need to express themselves through their attire. There are still doubts
about incompatibility between aesthetics and the profound...).

Superficiality is a video, which is not limited to the music/image
rhythm that can be achieved in a music video but goes on and
overflows the aesthetic resolution of video art. In it Aldez uses one of
her most recurrent icons: the bust or head as the most expressive and
sculptural part of the body, and make-up as a taboo in art, where a
sensuality is revealed that supposedly prevails over the conceptual

or metaphysical.

Bu Bir Muzik Videosu Degil



*Coco ve Mario (eski isimleriyle Silvania y Cielo) Ana Laura ile birlikte
Duran Duran’in pargasina ithafen Girls on Film baghkl bir elektronik
miizik albimi yapmistir.

Ana Laura Alaez
Ufuk, 2005

Miizik: Ascii.Disko, 5'48”
Sanatginin izniyle

Ana Laura Aldez 2005’te ¢agdas sanatla ilgili televizyon i¢in hazirlanan
bir pilot programa davet edilmisti. Ik fikir sanatciyla kendi stiidyosunda
soylesi yapmakti. Aldez, her sanat¢inin fiziksel bir stlidyoyla baglantili
oldugu 6n kabuliiyle hareket eden bu klige yerine soylesinin kendisinin
yazdig1 ve yonettigi bir miizik videosunun yapimini kapsamast teklifini
getirdi. Film materyalinden iki sekilde yararlanildr: i¢ine soylesi
serpistirilmis bir etkinligin yer aldig1 bir video ¢ekildi, ki bu kisim
televizyonda gésterilecekti ve bu video Ufuk isimli bir pop sarkisinda
fon olarak kullanild1. Video Madrid’de Philip Johnson’in tasarladig Kio
Towers’ta ¢ekilmisti bu nedenle belli bir zaman ve mekéan dokusuna
sahipti. Asik olunan bir kisinin odadan ¢iktiktan sonra biraktig1 izle
ilgili olan videoda yagmur yagmakta, adam yatakta yatmakta, kadinin
kokusuna sarilmaktadir. O andan itibaren her geyin yolunda gidecegini
hayal etmektedir. Askin bir ufuk olabilecegini. Gergek olabilecegini.

Carles Congost
Un Mystique Determinado, 2003
Renkli, sesli, 17°25”, Sanat¢inin izniyle

Carles Congost, farkli kitle iletigim araglarindan yararlanarak sanat
eserleri yaratma ve iiretme stireclerini ve bu eserlerin giindelik hayatla
harmanlanma bigimlerini inceler. Eserleri, tasarimdan miizige, genglik
alt killtiir modasindan reklam enddistrisine kadar cesitli sanatsal
ifadelerde yiiksek kiiltiir ile al¢ak kiiltiiriin bir araya geldigi anlar1 analiz
eder.

Un Mystique Determinado, “grup Astrud’un garkilarindan olusan kiigiik
bir rock opera” olarak tanimlanmuigtir. Videonun baginda mtzik
formatiyla ilgili bir atif yer alir; bu miizik formati bir sporcu/sanatginin
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*Coco and Mario (Ex - Silvania y Cielo) joined Ana Laura to make an
electronic music album under the name Girls on Film, as a tribute to the
song by Duran Duran.

Horizon, 2005
Video, music: Ascii.Disko, 548"
Courtesy of the artist

In 2005 the artist was invited to take part in a pilot TV program on
contemporary art. The original idea was to interview her in her studio.
She suggested changing this cliché, which takes it for granted that
every artist is connected to a material studio, and suggested that the
interview should consist of the production of a music video written
and directed by herself. The film material was made into two: on one
hand, an action interspersed with an interview, which is what was
broadcasted on television, and on the other, this video as the backing
for a pop song with the title Horizon; it was filmed in Madrid in one of
the Kio Towers by Philip Johnson. For that reason it has a certain touch
of time and place. The music is by Ascii.Disko. It talks about the mark
left by a lover leaving the room. And it’s raining. And he stays in bed
holding onto her scent. Dreaming that, from now on everything will
work out. That love can be a horizon. That it can be real.

Un Mystique Determinado, 2003
Color, sound, 17°25” , Courtesy of the artist

Carles Congost works with different media on the processes of creating
and producing art works and the way in which they are interwoven
with everyday life. His work analyzes the meetings between high and
low culture in artistic expressions ranging from design to music and
from the fashion of youth subcultures to the advertising industry.

Un Mystique Determinado has been described as ‘a small rock opera,
made up of songs by the group Astrud’. From the start there is a
reference to the musical format, which in this case serves to reveal an
existential drama marked by the identity crisis of a sportsman/artist.
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kimlik krizini konu alan varolugsal bir dramin agiga ¢ikmasina yardimci
olur. Bir futbolcu ansizin sanatsal bir ilhama, kendi deyimiyle mistique’e
kapilir ve spor kariyerini birakmaya karar verir. Video, toplumlarimizda
dolagimda olan sanat ve sanatgi kliselerini ve bu baglam i¢inde faaliyet
gosteren cesitli hiyerarsi ve ideolojileri arastirir ve onlar elestirir.
Romantik sanatgi fikrinin mirasgisi olan ilham, 6zgtinlik, eser sahipligi
gibi degerler bir video sanatcisinin bakis agisindan kaygisizca gdzden
gecirilir. Sanatginin kendi olarak portresi denebilir.

Bu videoda, ¢ok popiiler dizilerin taninmig oyuncularindan, Carles
Congost’un da tilsimli oyuncusu haline gelen Pablo Rivero muhtesem
bir performans sergiliyor.

Marc Bijl

iyi Seyler, 2003

Renkli, sesli, miizik: Gotterddimmerung, 3’52”
Upstream Gallery’nin izniyle

Hollandali sanat¢t Marc Bijl'in eserlerinde gotik ve post-punk alt
kiltirleri, siyasal aktivizm kadar 6nemli bir rol oynar. Bu eserinde

Bijl, Britanyali post-punk grubu The Sisters of Mercy’nin 1980’lerde
kaydettigi bir parcay1 alir, onu kendi grubu Gotterddmmerung ile
birlikte yeniden yorumlar ve bu pargay: kent merkezinin digindaki
kasvetli veya yari terk edilmis bolgelere ait bir dizi gériintiiniin fon
miizigi olarak kullanir. Her video, daha dnce par¢anin sézlerini bastan
sona, dizesi dizesine yeniden yazan sanatcinin yaptig: graffitilerle kaph
olan kamu alanlarinin ayrintilarini ortaya gikarir. Par¢anin dile getirdigi
“iyi geyler” ile kent merkezi disindaki mahallelerin ve “yok-mekan”larin
imgelerinin yarattig1 kontrpuan, popun protesto aract rolii tizerinde
diistinmemize yardimci olur.

Joan Morey

Nueva Ola o Desencert (Kisa Versiyon), 2004
Renkli, sesli, 9°’10”

Sanatginin izniyle

Joan Morey, new wave estetigi ve sound’y, Jean-Luc Godard’in Nouvelle
Vague filminden alinan film miizigi ve belli anlati tarzlarinin bu eserin
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A football player suddenly feels the calling of artistic inspiration, of
what he calls mystique, and decides to give up his career in sport. The
work serves to explore and critique stereotypes on art and artists that
circulate in our societies and the various hierarchies and ideologies that
operate within this context. Values that are heir to the romantic idea

of the artist as inspiration, originality, authorship, are light-heartedly
reviewed from the point of view of a video artist. A portrait of the artist
as himself?

The work includes a brilliant performance by Pablo Rivero, who is well
known for his appearances in very popular television series and who
has become a talismanic actor for Carles Congost.

Good Things, 2003
Color, sound, music: Gétterdammerung, 3’52”
Courtesy of Upstream Gallery

The part played by the ‘Gothic’ and post-punk sub-cultures in the work
of the Dutch artist Marc Bijl, is as important as political activism. In this
work, he appropriates a song recorded by the British post-punk band
The Sisters of Mercy in the 1980s and reinterprets it with his own band,
Gotterdammerung, as the background sound for a series of images of
depressed or half-abandoned outlying areas. Each video shot reveals
details of public spaces previously covered in graffiti by the same artist,
which reproduces the lyrics of the song in their entirety, line by line.
The counterpoint between the ‘good things’ the song speaks of and

the images of outlying neighborhoods and ‘non-places’ is an aid to
reflection on the role of pop as an instrument of protest.

Nueva Ola o Desencert (Short Version)
Color, sound, 9’10”
Courtesy of the artist

According to Joan Morey, the pillars on which this work is raised are the
adoption of New Wave aesthetics and sound —specifically the sinister
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yapitaglarini olusturdugunu belirtir. Video, bu iki harekette kullanilan
ist metin mekanizmalari lizerine bir diistince olarak sunulur. Morey
bir kiiltiir mithendisi, bu iki hareketten miras kalan bazi seyleri alip
onlari ilk bakista ¢oziilemez gibi gortinen anlamlarla dolu karmasik bir
senaryoya dontstiiren bir kripto uzmani gibi caligir.

iki hareketin temsil ettigi yakin gecmige yapilan géndermeler kiiltiir
tarihini sterilize ederek yapilmaz, sanat¢inin yeniden ele gegirdigi
biitiin gérsel yankilar, sesler, anlam veya imgelem parcalar etigin

kat1 kodlarina maruz birakilir, ki bu sanat¢inin biitiin eserlerinde
belirgin bir 6zelliktir. Fetisist giysiler, boyun egme, asepsi ile bastirilmig
duygular, sinirh siddet... Hepsi kiiltiirel gériintimler arasindaki aksi
takdirde bagdasmaz gériinen baglanti noktalarinin kurulmasina
yardimci olur.

Jesus Hernandez

Todo el tiempo, 2010

Renkli, sesli, muzik: Glez, 5'15”
NYSUfilms’in izniyle

Fon miizigini Glez’in (namidiger Amaro Ferreiro) yaptigi Todo el
tiempo’da Jests Hernandez, Barok gelenegin karanlik estetigi ve
natiirmortlarina resimsel génderme ve imalarla dolu rahatsiz edici bir
“son yemek” yaratir. Ozenle hazirlanmis sahnesi ve ustaca kullamilan
bir stop motion teknigiyle Hernandez kimi zaman rahatsiz edici, kimi
zaman giliing olan sasirtict bir karakterler gecidi sunar. Zamanda asili
kalmisg bir hikayenin hizmetine sunulan kara mizah ve gorsel-isitsel
deneylerle gerilim giderek artar ve hikaye beklenmedik bir sonla biter.

Hugo Alonso
Rec, 2006
Renkli, sesli, 2°55”
Sanat¢inin izniyle

Hugo Alonso, caligmalarini Salamanca’da yiiriiten bir sanatc1. Seytani
kurgusu Chris Cunningham gibi yénetmenlerden ve Aphex Twin gibi
elektronik miizik sahnesinin miizisyenlerinden etkilenen Alonso’nun
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side of the movement and more exactly the band Bauhaus — and
appropriation of the soundtrack and certain narrative styles from Jean-
Luc Godard’s film Nouvelle Vague. The video is presented as a reflection
on the hypertext mechanisms used in the two movements. Morey works
as though he were a cultural engineer, a cryptic revisionist who takes
some of the heritage of the two movements and makes it a complex
scenario filled with meanings which are not always decipherable at first
sight. The references to the recent past that both movements represent
are not made from the asepsis of cultural history, as all the visual
echoes, sounds, fragments of meaning or imagery the artist recovers

are subjected to the strict code of ethics so characteristic of his work.
Fetishistic clothing, acts of submission, emotions suppressed by asepsis,
contained violence... all help establish connecting points between
cultural manifestations which would otherwise seem irreconcilable.

Todo el tiempo, 2010
Color, sound, music: Glez, 515
Courtesy of NYSUfilms

In Todo el tiempo, Jesus Hernandez, with musical backing by Glez (alias
Amaro Ferreiro), created a disturbing ‘last supper’ plagued with pictorial
references to and mentions of the tenebrous aesthetic and the still lives
of the Baroque tradition. With painstaking staging and a virtuoso use

of the stop-motion technique, he presents us with a surprising gallery
of characters who are disturbing one moment and hilarious the next;
black humor and audiovisual experimentation at the service of a story
suspended in time, in which the tension keeps growing until we reach
the unexpected end.

Rec, 2006
Color, sound, 2’55”
Courtesy of the artist

Hugo Alonso is an artist working in Salamanca, Spain. His training as
a painter lurks behind his audiovisual creative work, which stands out
for its devilish editing influenced by filmmakers like Chris Cunningham
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gorsel-igitsel yaratici eserleri aldig1 resim egitiminin Gtesine gegmistir.

Yakin dénemlerdeki eserleri film tarihi ile ¢ok disiplinli diyaloglara
yaslanmaktadir. U¢ dakikadan az bir zamana sikigtirlmis olan bu
miizik videosu Peeping Tom (Michael Powell, 1960) filminin bir yeniden
yapimi olarak kabul edilir. ik bakista kirli bir ev ortaminda yapilan bir
striptiz gosterisi gibi gériinen seyin tehdit yoluyla itaat iliskisi oldugu
goriiliir, kurgunun sihri ve stop motion teknigi sayesinde hikaye,
karakterlerin akibetine seyircinin karar verdigi saykodelik bir kabusa
doniigiir. Filmin mizigi de sanatglya aittir.

Charles Atlas

Sen Benim Kiz Kardesimsin, 2006

Renkli, sesli, 3'30”

New York, Electronic Arts Intermix (EAI) izniyle

Sen Benim Kiz Kardesimsin, Atlas’in bilyiik begeni toplayan Antony & the
Johnsons'in ayni ismi tagtyan pargalarinin video gorsellestirmesidir.
Antony’nin akildan ¢tkmayan garkisi Atlas’in iglemden gegirdigi, yakin
portre halinde ¢ekilmis on ti¢ NYC Beauties (New York Giizelleri)'nin
hipnotik hareketlerle donen imgeleriyle eslestirilir. Bu imgeler ilk olarak
Atlas’'in Antony & the Johnsons ile birlikte hazirladigi ve onun ayriksi

ve dramatik tarzlarini birlegtiren Turning (Doniis) baslkl performansi
icin kendisi tarafindan islemden gegirilip projeksiyonla canl

olarak yayimlamigti.

Adel Abidin
Cihat, 2006
Renkli, sesli, 4’3”
Sanatginin izniyle

Bugtlin Helsinki'de yagayan ve ¢aligmalarini siirdiiren Irak kokenli
sanatgl Adel Abidin, Arap kiilttr sahnesinden gelen, bask: ve savastan
kacan bir sanatc1 kusaginin temsilcilerindendir. Cihat, televizyonda

bin kez gordiigiimiiz bir kligeyle oynar: tek plan ¢ekimde tepeden
tirnaga silahlanmus bir islamct terdr siiphelisini bir hilalli bayragin
énitinde inanci igin kendini feda edecegini ilan ederken gériiriiz. Abidin
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and musicians of the electronic scene like Aphex Twin.

In recent years his work has leaned towards multidisciplinary dialogues
within the history of film. This music video is conceived as a remake of
the film Peeping Tom (Michael Powell, 1960) condensed into less than
three minutes. What at first looks like a striptease in a sordid domestic
setting gives way to a menacing relationship of submission, which
thanks to the magic of the editing and the stop-motion technique turns
into a psychedelic nightmare in which the spectator takes the final
decision over the fate of the characters. The soundtrack is also by

the artist.

You Are My Sister, 2006
Color, sound, 3’3"
Courtesy of Electronic Arts Intermix (EAI), New York

You Are My Sister is Charles Atlas’ video visualization of the song of
the same name by the acclaimed Antony & the Johnsons. Antony’s
haunting anthem is paired with Atlas’ processed images of thirteen
“NYC Beauties,” whose close-up portraits turn in hypnotic motion.
These images were originally processed and projected live by Atlas for
the performance piece Turning, in collaboration with Antony &

the Johnsons that merged the artists’ distinctive and

dramatic styles.

Jihad, 2006
Color, sound, 4’3"
Courtesy of the artist

Adel Abidin, an artist of Iragi origin who currently lives and works in
Helsinki, belongs to a generation of artists of the Arab cultural scene
who have fled repression and war. Jihad plays with an archetype we
have seen a thousand times on television: a suspected Islamic terrorist
armed to the teeth is filmed in a long take before the crescent moon
flag announcing that he is going to sacrifice himself in the name of
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beklentilerimizi altiist eder ve klise goriintiiyd siirdiirmekle birlikte
Kalagnikofun yerine bir akustik gitar, islam bayrag yerine hangi
bayrak oldugu hemen anlasilan yildizl ve ¢izgili bir bayrak yerlestirir.
Terdrist Kuran'dan bir ayet okumaya baglar ve hemen sonra Amerikali
sarkic1 ve besteci Woody Guthrie’nin (1945) This Land Is Your Land
sarkisina geger. Terdristi gitarla birlikte gormenin yarattig1 gérsel soka
bir de Amerikan bayraginin dntinde séyledigi This Land is My Land (Bu
topraklar benim) sozleri igindeki gizli tehdit eklenir.

César Pesquera

Billurlagmis Diisiinceler Ordusu, 2010
Renkli, sesli 4’

Sanat¢inin izniyle

César Pesquera’nin biitlin eserleri reklam, film ve gorsel sanat
unsurlarinin bir araya getirilip bastan ¢ikarici bir bicimde
diizenlenmesinden olusur. Sanatginin eserlerinde ses de 6nemli bir
unsurdur. Genellikle ritmik bir omurga ve duygu klavuzu islevi géren
film miiziklerini kendisi yapar. Cekimleri Manhattan ve Brooklyn'de
yapilan ve “retro” giysiler satan Antoinette ile ortaklaga gerceklestirilen
kisa film Billurlagmus Diisiinceler Ordusu'nda da bu ozellikler goriilir. Bir
kadin New York sokaklarinda dalgin dalgin yiirtirken tuhaf telekinetik
gliclere sahip oldugunu belli eder. Geng kadinin zaman dis: giizelligi
eylemlerinin belirsizligi ile uyum igindedir; edimsel ile gercekiistii
birbirine karigir. Goriintiiler moda reklamlarini akla getiren unsurlar
barindirir, zaman ve mekana hiilyali bir bakis sunar.

Jorge Galindo & Santiago Sierra

Sorumlular, 2012

Siyah-beyaz, sesli, 5’55”, miizik: Varshavianka, Waclaw Swiecicki
Sanatginin ve Helga de Alvear galerisinin izniyle

Sorumlular, siyasi icerikli bir anti miizik videosudur. 15 Agustos’ta
sabahin erken saatlerinde ¢ekilen goriinttlerde tizerlerine bas asag1
sekilde yerlestirilmis dev afisler olan (siyah-beyaz olan bu afigleri
de Jorge Galindo vesikalik fotograflardan ¢izmis) yedi arabanin
resmi gecidi yer alir. ilk resim Kral Juan Carlos’a aittir. Onu Gegis
Dénemi'nden sonraki hiikiimetlerin bagkanlarinin ytizleri takip
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his faith. Abidin subverts our expectations and, in keeping with the
archetype, he replaces the Kalashnikov with an acoustic guitar and the
Islamic flag with the unmistakable stars and stripes. He starts reciting
averse from the Quran, but immediately sings This Land Is Your Land,
by the American singer-songwriter Woody Guthrie (1945). To the visual
shock of seeing the terrorist with a guitar is added the implicit threat in
his saying ‘This land is my land’ standing in front of the American flag.

An Army of Crystallized Thoughts, 2010
Color, sound, 4’
Courtesy of the artist

César Pesquera’s work is a seductive syntax of elements from
advertising, film and the visual arts. In addition, sound is also an
important element in his work. He normally composes the music and it
often acts as a rhythmic backbone and emotional guide. This is the case
of An Army of Crystallized Thoughts, a short film made in collaboration
with the ‘vintage’ fashion firm Antoinette, filmed in Manhattan and
Brooklyn. A female character walks absent-mindedly through the
streets of New York and on her way reveals strange telekinetic powers.
The young woman’s timeless beauty matches the ambiguity of her
actions, which mix the performative and the surreal, elements that
bring to mind fashion advertisements with sidelong glances at time
and space that have a dream-like quality about them.

Los encargados, 2012
Black & white, sound, 5’55”, music: Varshavianka, Waclaw Swiecicki,
Courtesy of the artists and Helga de Alvear gallery

Los Encargados is an anti-music-video, filmed in black and white,
which makes use of Varshavianka as background music to stage a
performance with a marked political content. Filmed in the early
morning of 15 August last summer, the images depict a procession of
seven official cars crowned with gigantic portraits placed face down
and also painted in black and white by Jorge Galindo from official
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eder: Adolfo Suarez, Leopoldo Calvo-Sotelo, Felipe Gonzélez, José
Maria Aznar, José Luis Rodriguez Zapatero ve Mariano Rajoy. Bunlar,
Santiago Sierra’nin deyisiyle, rejimin goriinen yiizleridir, “bankalarin,
Pentagon’un, Roma’nin, arazi sahiplerinin, ordunun... ¢ikarlarini temsil
eden insanlarin yiizleri”dir. Galindo, bu kigilerin “kanl politikalar"dan
sorumlu oldugunu iddia eder. “Sunu acikea dile getirmemiz sart: 5len
insanlar var, binlercesinin vari yogu elinden alinmis, cogu evlerinden
strtlmis. Bu kotiliigiin bir baglangici var ve bize gore bu baslangig
glinlimiize kadar gelen Franco rejiminin siyasi elitleri tarafindan
yonetilen Gegis Donemi dolandiriciligidir. Bu biiyiik sahtekarligin
sorumlularina isaret ediyoruz.”
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photographs. The first is of King Juan Carlos. It is followed by the faces
of the presidents of the successive governments since the Transition:
Adolfo Suarez, Leopoldo Calvo-Sotelo, Felipe Gonzélez, José Maria
Aznar, José Luis Rodriguez Zapatero and Mariano Rajoy. These, in the
words of Santiago Sierra, are the visible faces of the regime, ‘the faces
of the people who represent the interests of the banks, the Pentagon,
Rome, the landowners, the Army’... Galindo claims they are all liable for
‘murderous policies’. ‘We must speak out clearly: there are people dying
and thousands more have been robbed and thrown out of their homes.
This evil has a beginning and we’re talking about the swindle of the
Transition, directed by the political elites of the Franco regime to last
until our day. We point a finger at the perpetrators of this great fraud’
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