








Bu sene amberFestival'in ikinci yili. 2007’de baslattigimiz etkinligin yurt ici
ve yurt disindaki birey ve kurumlarin destegi ve isbirligi ile siiriiyor olmasindan
dolay1 mutluyuz. Bu yil istanbul 2010 Avrupa Kiiltiir Bagkenti Ajansmin da
destegini almis olmaktan dolay: ayrica onurluyuz. Bireysel veya kurumsal tiim bu
destekler, amberFestival’in yapisy, igerigi ve yaklagimi ile zamaninda ve 6nemli
bir girisim oldugunu gosteriyor.

Bu y1l da, Sanat ve Teknoloji alaninda, iizerine diisiinlilmesini ve konugulmasini
onemli buldugumuz konulari, tartisma glindemine ve sanat ortamina getir-
meye devam ediyoruz. Bu senenin temasi; dijital kiiltiir, yeni teknolojiler ve
sanat alaninda yeni arayis ve diisiincelerin tartisilmasina zemin olusturacagina
inandigzimiz “interpasif Persona”. Tema hakkinda daha ayrintih bilgi, bu
katalogun ilerleyen sayfalarinda bulunabilir.

Bu sene amberFestival'in bir boliimiinde Aix-en Provence’den (Fransa) M2F
Crations ile isbirligi yapiyoruz. Gamers sergisi M2F ile birlikte olusturuldu.
Tema etrafindaki etkilesimli enstalasyonlardan olusan sergimizin yani sira
amber’08’de yer alan ikinci sergi olan Gamers, sanatgilar tarafindan gelistirilen
etkilesimli oyunlar igeriyor. Gamers’daki isler, eglenceli olmalarinin ve sanatsal
degerlerinin yam sira, oyun konusuna da yeni bir yaklasim getiriyor.

amber’o8, 65 uluslararas1 sanatciyr bir araya getirerek, amberFestival'in
hedeflerinden birisi olan Istanbul’da uluslararas: yaratici bir igbirligi platformu
olusturulmasi konusunda yeni bir adim daha atiyor.

amber’o8, BIS’in diger bir projesi olan amberNetwork’iin ilk toplantisina
da ev sahipligi yapiyor. 10 iilkeden katilan sanat¢i ve sanat yoneticileri, yeni
igbirlikleri ve degisim icin olanaklar tartisiyor. amberNetwork, Sanat ve
Teknoloji alaninda heniiz uluslararas: sanat dolasiminda etkin olmayan iilkeleri
odagina alarak, genis bir cografyada etkin olmay:1 hedefliyor. Ermenistan, Giir-
cistan, Filistin, Iran, Liibnan, Yunanistan, Kirgiz Cumhuriyeti, Fransa, Belcika ve
Tiirkiye amberNetwork’iin kurucu iiyeleri.

Diliyoruz amber’08, bizi ve Sanat ve Teknoloji alaninda ugras veren herkesi,
heyecanla yeni agilimlara dogru itecek verimli bir etkinlik olur.

Ekmel Ertan / Sanat Yonetmeni



This is the second year of amberFestival. We are happy that the movement we
started in 2007 keeps going with the support and the cooperation of individuals
and institutions in Istanbul and abroad. This year, we are also proud of having the
support of Istanbul 2010 European Capital of Culture Agency. All these support
either individual or institutional show us that amberFestival with its content,
structure and approach is valuable and timely.

This year we are continuing to bring the topics that we find important on the ta-
ble and on the exhibition rooms. This year’s theme is “Interpassive Persona”
around which we believe that the digital culture, new technologies and art will
find a new plane to exchange ideas. More information on the theme, can be found
in related chapters of this catalogue.

This year we are also collaborating with M2F Creations from Aix-en-Provence,
France. Gamers exhibition is curated and implemented in collaboration with
M2F. Beside the interactive artworks, we have a second exhibition of interactive
games, which were developed by individual artists. They are fun, artistically pow-
erful and bring a new approach to gaming.

amber’o8, brings 65 artists together from all over the world and takes anoth-
er step in achieving amberFestival’s initial objectives, which is to provide a
platform in Istanbul for more international creativity and more collaboration
internationally. amber’08 is also hosting the first amberNetwork meeting,
which was initiated by BIS. Artists and art managers from 10 countries will meet
to discuss possibilites. amberNetwork mainly aims at creating a new platform
among the countries which are not widely active in the global art scene, consider-
ing the art and technology field, of course the network also includes the countries
which already have a developed art and technology scene. Armenia, Georgia, Pal-
estine Iran, Lebanon, Greece, Kyrgyz Republic, France, Belgium, and Turkey are
the founding members of amberNetwork.

We hope amber’o8 to be another productive event that will encourage us and
everybody else for further achievements.

Ekmel Ertan / Artistic Director
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 festival temasq.inter-pasif persona

Dijital etkilesim (interactivity), gilindelik hayatimiza getirdigi rahathk ve
kolaylikla, yarattig: estetik ve pratik ¢oziimlerle, gittikce daha ¢ok benimseniyor
ve kullaniliyor. Verimlilik, hiz, akiskanlik, kesintisizlik ve dijital diinyadaki sanal
imkanlarin ve varliklarin ¢ogalmasi, etkilesimin bu kadar 6nem kazanmasimin
akla ilk gelen boyutlar. Etkilesimli (interactive) teknolojiler, kendi kendimizle ve
bagkalariyla olan iliskilerimizi yeniden sekillendiriyor.

Bugiiniin dijitallesen diinyasinda, aga bagh kisisel bilgisayarlarimizdan kiiresel
olcekli kapal ve goriinmez sistemlere, ticari ve sosyal iletisim aglarina ¢ok cesitli
ve etkin bicimde ulasiyoruz. Etkilesim tizerine kurulu bu iligkiler aginda, hem ni-
celiksel hem de niteliksel olarak daha fazla rol aliyoruz. Bedensel konumumuz ve
devinimimiz de istemli ya da istem dis1 olarak bu etkilesime katiliyor. Makinele-
rle ve bagkalariyla etkilesiyoruz, baskalariyla makineler tizerinden etkilesiyoruz.
Bu etkilesimin sonucunda iiretilen ve taginan bilgi, bir grup veri olarak bagimsiz
bir varlik haline geliyor ama 6te yandan bizi, “gercek” kisiligimizi temsil etme-
ye de devam ediyor. Ote yandan, bagimsiz bir varlik haline gelen bilgi, bize “ait
olmak”tan cikiyor ve dis diinyayla kurdugumuz bagin smirlarini bizim adimiza
belirleyen aktif bir 6zne haline geliyor.

icinde yasadigimiz bu diinyada, dijital teknolojilerin belirledigi “simdi ve burada”
gercekten ve tiimiiyle aktif 6zneler miyiz? Yoksa Dijital Diinya’da interaktif bir
kisiligin yani sira interpasif bir kisilikten de mi s6z etmeliyiz?



festival theme.inter-passive persona "

Interactivity is celebrated and enjoyed for the comfort and convenience it brings
into our lives, and the aesthetic and practical possibilities it opens up for all cre-
ative activity. Efficiency, speed, fluidity, a frictionless flow of things, precision of
form and an infinite multiplication of virtual possessions in the digital universe
come to mind. Interactive technologies rearticulate our relations to ourselves and
to others.

In today’s digitalizing world, we access closed and invisible systems that operate
on a global scale via our network-connected personal computers. We take on an
ever-increasing role in this network of relations that is itself based on interactive
technology. Our bodily disposition and movement, consciously or unconsciously
partakes in digital interactivity. We interact with machines and others as we in-
teract with others through machines. The information produced as a result of
this interaction takes on an independent life as data but continues to somehow
represent our real self. On the other hand, the information as an independent
existence, does not belong anymore to ourselves and becomes an active subject,
which determines the limitations of our connection to the external world on our
behalf.

In this brave new World, in the “now and here” determined by digital technol-
ogies, are we really and completely active subjects? Or do we also need to talk
about an interpassive personality?






retkilesimbl yerlestirmeler.
‘“interactive installations

alexa wright

paul sermon

luka frelih

janez jansa

geska helena andersson

robert brecevic
harco haagsma
umut tasa
markus kison
umut 6zbay
krists pudzens




T alter ego.
“talter ego
alexa wright
BM Suma
8-17 kasim 2008.8-17 november 2008

Alter Ego, kullanicinin aynadaki yansimasiyla etkilesime giriyor gibi goriindiigii,
fakat aslinda kullanicinin goriintiisiiniin bir avatar yliziine eslendigi ekran te-
melli bir yerlestirmedir. Calisma, kendinin diginda olmanin tanidik duygusunu
aragtirir ve “kendi”nin bir yonii lizerindeki kontroliin kaybedilmesi deneyimi ile
oynar. Bilgisayar kullanimiyla karsisinda oturan kisinin yari-otonom kopyasini
iireten eser, bireyleri kisiliklerinin farkl yiizlerini sorgulamaya davet eder.

Alter Ego, is a screen-based installation where the user interacts with what appears
to be his or her own mirror image but which is, in fact, an avatar onto which the
face of the user is mapped in real time. It investigates the familiar sense of being
outside of (beside) oneself, and plays with the experience of a loss of control over
an aspect of the self. Using a computer to produce a semi-autonomous replica
of the person sitting in front of it, the work invites individuals to question the
various facets of their own identity.
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. Jridav. "
Jridav. ™
luka frelih
BM Suma
8-17 kasim 2008.8-17 november 2008

Frida V. - Serbestce Siiriilen Veri Toplama Araci, sehrin kamusal alanlarini
giivenli, etkin ve eglenceli bir sekilde kesif ve haritalama icin kullanilan dayanikh
ve rahat bir bisiklettir. Bisiklet i¢in uyarlanan arayiiz, acik kablosuz aglar sap-
tamada ve internet sunuculari ile es zamanh uyumda, konum isaretli ortamlarin
kolay iiretimini saglar.

Free Ride Data Acquisition Vehicle is a rugged and comfortable bicycle equipped
for efficient, safe and enjoyable exploration and mapping of public urban spaces.
The optimized-for-bike interface enables easy creation of location-tagged media,
automated mapping of open wireless networks and opportunistic synchronisa-
tion with a server on the Internet.



" imza olay.
en signature event context
Jjanez jansa
BM Suma
8-17 kasim 2008.8-17 november 2008

2007 yazinda, ii¢ Slovenyali sanatci isimlerini resmen Janez Jansa olarak
degistirdiler. Bu tiglii, islerinde imzanin sorgulanmasina ve daha ¢ok da imzanin
kamusal alandaki roliine yogunlasiyorlar. Farkli yaklagimlarla Derrida’nin
imza kavramiyla ilgili ifadesini, imzanin 6zgiinliik ve tekrarla olan paradoksal
iligkisinden yola ¢ikarak arastirtyorlar.

In the summer of 2007, three Slovenian artists officially changed their names
to Janez Jan$a. Their work focuses on the question of signature, and - more
particularly - on the role of signature in public space. In their various approaches,
they explore Derrida’s famous statement on signature and its paradoxical
relationship towards originality and repetition.
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) kayan .ocuklar tr
. kids on the slide <"

geska helena andersson & robert brecevic
BM Suma
8-17 kasim 2008.8-17 november 2008

!

Cocuklar tahmin edilemez varliklar. Bir anda gozden kaybolabilirler. Ortaya
ciktiklarinda da hep durumla alakasiz gibidirler. Genis yansitma ylizeyi ve
algilayicilarla calisan Kayan Cocuklar, hareket ve hareketin yarattigi etkinin
diisiincedeki yansilamasim1 merkezilestiriyor. Kismen dans, kismen film
biciminde gosterilen calisma izleyiciyi zorluyor. Kim kimi etkiliyor? Ekrandaki
cocuk mu beni yonlendiriyor yoksa gosteri benim sayemde mi gerceklesiyor?

Children, you never know where they are. And when they appear, they always
seem to be out of context. Working with large projections and sensors, the work
centers around movement and reflection. It is partly dance, partly film that
challenges the role of the spectator’s persona: Who is conjuring who? Does the
kid on the screen prompt me to perform, or are they performing because of me?



rlorre.
en lorre

harco haagsma
BM Suma
8-17 kastm 2008.8-17 november 2008

Kafeste robot kus. Lorre isimli bu yerlestirmede, odaya girdiginizde kanat
cirpmaya baslayan, gozlerinde 1siltilarla size bakan veve sesler ¢cikaran mekanik
bir kus vardir. Bir siire sonra kusla iliski kurdugunuzu hisseder ve sasirirsiniz.
Yan duvardaki ekran kusun gergekligini daha da arttirir. Orada kusun goziinden
kendinizi goriirsiiniiz. Gergekten, burada mekanik bir kustan daha fazlasi, vardur.

Robotic bird in a cage. In this installation called Lorre, there is a bird that starts
to clap its wings, stares at you with shining eyes or makes a noise as soon as you
enter the room. Soon, you realize that you communicate with the bird. The screen
on the side wall emphasizes the reality of the bird. There you see yourself through
the bird’s eyes. There clearly is more than a mechanical bird here.
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merhaba diinya! ™
.hello world! <»

umut tasa
BM Suma
8-17 kasim 2008.8-17 november 2008

Bu gercekligin izleyicisi, bagka bir gercekligin sanat nesnesine doniisiirse ne olur?
Ustelik bu 6teki gerceklikte ne sanatci, ne sanat isi, ne de izleyiciler “gercek degil”!
“Merhaba Diinya!” sizi “Ikinci Hayat” ad1 verilen sanal bir diinyaya, diinyalar
aras1 bir yolculuga davet ediyor. Dijital kopyamzla, bu avatar diinyasindaki bir
sanat iginin parcasi olarak kargilagmaya ve avatarlar tizerindeki iistiinliigiiniizden
goniilli olarak vazge¢meye hazir olun. Sorular kaginilmaz: Simdi burada(!) iki
sanat¢1 mi1 var? ki sanat isi mi? ki tiir izleyici mi? Yoksa, sanal bir sanat yaprtina
doniigen gercek izleyicinin kanaliyla, hepsi bir mi oluyor?

What if the audience of this reality becomes the artwork of another reality, where
the artist, the artwork and the audience are “non-real”? “Hello World!” invites
you to the virtual world of “Second Life”, to meet your digital ‘replica’ as part of
an art installation in this world of avatars; and to lose your superiority over them.
You may ask, are there two artworks here(!)? Two artists? Two kinds of audience?
Or does all become one through the channel of the real spectator who turns into
the virtual artwork?



r"nabiz.
pulse
markus kison

BM Suma
8-17 kasim 2008.8-17 november 2008

Nabiz, “http://www.blogger.com”daki kisisel web bloglarinda kisa zaman 6nce
yazilmis duygusal ifadelerin gorsellestirilmesidir. Bu ifadeler esanlamlilar liste-
sine gore dilbilgisine uygun olarak ayrigtirilir ve Robert Plutchik’in psiko-evrim-
sel temel duygular teorisine benzer sekilde yaratilan, fiziksel organizma benzeri
sekil degistiren nesneyi doniistiirir.

Pulse is a live visualisation of the recent emotional expressions written on the
private weblogs of “http://www.blogger.com”. These emotional expressions are
parsed according to a list of synonyms and transform a physical organism-like
shapeshifting object, which was created analogous to Robert Plutchik’s psycho-
evolutionary theory of emotion.
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piyasalar dalgalamyor
.markets fluctuate
markus kison
BM Suma
8-17 kasim 2008.8-17 november 2008

Kiiresel pazar, her giin milyarlarca islemin yapildig, cagimizin en biiyiik sibernetik
sistemlerinden biri. Sibernetik 6zelligi, her ekonomik akt6riin pazarin durumuna
bagl bir sekilde hareket etmesi ama pazarin da aym aktorlerin hareketleri sonucu
sekillenmesinden ileri geliyor. Boylesi dongiisel bir sistem olmasi ve teknolojik
bir altyapiya sahip olmasi, kiiresel pazar1 bugiiniin teknoloji-glidiimli etkilesim
ortamlarindan biri yapiyor. Bu yiizden sanatgilar tarafindan sanatsal bir bakigla
yaklagilmay1 hak ediyor.

Global market is one huge cybernetic system of our time, with billions of trans-
actions everyday. It is cybernetic because every economic actor behaves accord-
ing to conditions of market, which in turn are determined by the behaviours of
those actors. Being such a telematic looping system and having a technological
infrastructure, global market contains the substance of today’s technology-driven
interactive environments. Therefore, financial markets deserve to be treated from
an artistic standpoint by digital artists.



 profesor dowellin basa.
n professor dowell’s head

krists pudzens
BM Suma
8-17 kasim 2008.8-17 november 2008

Bir robot duygulanabilir mi ve bu duygular1 anlayabilir mi? Ya da robot, dogustan
insan 1rkina kdle, mekanik bir arag olarak mi kalacak? insan mimiklerini soyut
bir tavirla taklit eden bu mekanik bas, robotik ruhun hiizniinii umutlu ve biraz da
naif bir bakisla resmetmeye caligir..

Does a robot ever have feelings and understanding of those feelings? Or will they
always will stay as mechanical devices, born to be slaves of human race? This
mechanical head, which simulates human mimics in abstract manner, tries to
portray sadness of robotic soul, depicted by hopeful and somehow naive look.
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Jraktal evrende gezinti
surfing in fractal universe *
ece diindaralp, burckaan giirgiin
BM Suma
8-17 kasim 2008.8-17 november 2008

“Uzay zaman dokusunda fraktal diizendeki evrenler arasi yelken yapmak, kiiresel
1s1nma, hizla nesli tiikenen tiirler, sevgi yerine nefretin artmasi, niikleer silahlarin
hi¢ olmadig1 kadar ¢cogalmasi, isaac asimov’'un robot yasasinin aksine, artik in-
san Oldiiren robotlarin ve drone’larin olmasi, gibi kuramlara duyarh olan her
insan, gelecek konusunda iimitsizlige kapilabilir. Bu eserde minik karadelikler,
kisa bir siire i¢in yaratilip yok olurken, umut nasil yesertilebilir bunu arastirmak
istiyoruz. bu eser-de kullandigimiz metafor, fikir olarak kaos ve fraktal ilhamlar
ile iiretilen resimlerin zaman i¢inde degisen 1s1klarla ara boyutlarda bir yolculuga
¢ikmak olacak. En azindan hayallerimizde...“

“Each person sensitive to theories such as; intersailing on the space time web
of universes on fractal systems, global warming, species on the verge of extinc-
tion, the increase in hatred instead of sympathy/love, the reproduction of nuclear
weapons more than ever before, the existence of human killing robots and drones
-on contrary with Isaac Asimov’s Laws of Robotics-, can be driven to desperation
about the future. In this artwork, while little black holes appear and disappear for
short instances, we wish to explore how hope can be regenerated again. The meta-
phore we use in this piece ,will be setting out on a journey within interdimensions
by means of the changing lights of images produced by chaos and fractal inspira-
tions as an idea. At least in our imaginations...”
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retkilesimli oyunlar.
‘"imteractive games

dardex-Mort2Faim art group
bastien vacherand
christophe martin
clara boj

& diego diaz

djeff regottaz

& loic horellou
emrah kavlak
kostas moschos

& mariela nestora
lois roussillon
mustafa bagdath
& osman kog¢

& salih alp tugan
pascal silondi
paul destieu
pierrick thébault
stéphane kyles
tolga 6zuygur

& cem uzunoglu
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8-bit ayna
.8-bit mirror "

dardex-Mort2Faim art group
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

“8-Bit Ayna” 18. yiizy1l tarz1 yaldizh tahta cerceve icinde bir LCD ekrandan olusan
bir yerlestirme. Aynanin yansitici 6zelliginden faydalanarak, klasik estetigi
giincel teknoloji ile kars1 karsiya getiriyor ve gercekligin basit ve diisiik tonlu
bir temsilini yaratiyor. Bunu da giiniimiizde resim sanatiyla yakin iligki icindeki
“grafik tasarim”in bir parcasi olan 80’lerin bilgisayar oyunlarinin parlak renkli
gorsel kodlariyla yapiyor.

“8-Bit Mirror” is an installation made-up of an LCD screen adorned with an 18"
century gilded wood frame. It functions by means of the reflective quality of the
mirror, confronting classical aesthetics with contemporary technology. The work
offers a simplified and toned down representation of reality, by using the visual
codes of video games from the 80’s with their bright colors and visible pixels,
which are today part of a “graphic design” closely related to painting.



rgobek danst seti.
n helly dancing kit
mustafa bagdath & osman kog¢ & salih alp tugan
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Hayli etkilesimli bir proje. Bilhassa gobegi oynatmak ve dogru tempoyu yaka-
layabilmek isleri zorlastirdig1 kadar eglenceli hale getirecek. Tiirkiye’de oldukga
yaygin olan oryantal dans, bu projenin ana ilham kaynag.

This is a highly interactive project. Especially, shaking the belly and finding the
right tempo will make things harder but also more entertaining. Oriental dancing,
which is very common in Turkey, is the inspiration for this project.
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ucan beden
body flier

kostas moschos & mariela nestora
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Oyun, beden hareketleri ile kontrol edilen bir ugus simiilasyonudur. Oyuncu
uguyormus gibi ellerini iki yana acar ve ekranda tizerinde uctugu manzaralar
goriir. Bedenini ve ellerini hareket ettirerek bir u¢gma hissi yasarken, ekrandaki
goriintiiler konumuna bagh olarak degistirilerek gercege yakin bir ugma ortami
yaratilir. Bilgisayar kontrollii bir vantilator de u¢gma hissini kuvvetlendirir.

The game allows the players to use their body in order to simulate flying. The user
stands with hands extended on both sides, as if flying with open wings, looking
at the screen which projects 3D landscapes viewed from the sky. By moving his
body and hands he will simulate a flying process, viewing the landscape moving
respectively on the projection while a computer controlled air fan will enhance
the sense of flying.



 keamp alam.

n camping station
dardex-Mort2Faim art group
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

“Kamp Alan1” tekno video ve sesler iiretmek {izere tasarlanmis basit bir araytiz.
Uzerine dort diigme ve bir ekran yerlestirilmis katlanabilir bir kamp masasindan
olusuyor. Giiglii bir ses sistemine doniistiiriilmiis bir konteynerle calisiyor. Birkag
kusagin estetik kodlarim alip, tasarimi ve geri-doniigiimii 70’lerin kampcilariyla
90’larn tekno kiiltiirii arasi bir yerde bir araya getiren, eglenceli bir yerlestirme.

3

A minimalist interface between techno video and sound, “Camping Station’
consists of a foldable camping table equipped with four push-buttons and a lat
screen. It works with a tuning bin made into a heavy sound system. It is a playful
installation which takes up the aesthetic codes of several generations, combining
design and recycling, half-way between the camper of the 70’s and the techno-
culture of the 90’s.
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cyporn”
.cyporn "
pierrick thébault
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Cyporn, Cyworld adli Kore iletisim aginin avatarlarindan ilhamla yapilmis bes
tane, sarsict “pixel porno” sahnesinden olusuyor. Bu “kitsch” parodi, “sirinlik
kiiltiinii” elestirmeyi ve seks endiistrisinin gozardi edildigi Giiney Kore’'deki
paradoksal cinsel davraniglari ele almayr amacliyor. Cyporn, 24-29 yas arasi
Giiney Korelilerin %90’nin iiye oldugu Cyworld’da gorebileceklerinizin tam
tersini igeriyor. Agik sagik ve ayip.

Cyporn is a subversive set of five animated “pixel porn” scenes inspired by the
avatars of the Korean social network called Cyworld. This kitsch parody aims to
criticize the “cult of cute” and point out the paradoxical sexual behaviors of the
South Koreans in a country where the sex industry is unacknowledged. Cyporn is,
in fact, the exact opposite of what you can see on the Cyworld portal, where 90%
of 24 to 29-year olds have an account. It is “sexplicit” and dirty.



" doom gibi.
endoom like

sylvain huguet
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Onceki filmlerinin devam niteliginde, bir “bilgisayar oyuncusu”nu konu edinen
yeni oto-kurgusunu sunuyor Sylvain Huguet. Ekrana yansiyan yalnizlik, kur-
gunun ¢ikis noktasini olusturuyor. Bas kahraman, siddet dozu yiiksek oyunu
oynarken aklin yitirip, neredeyse bir sizofreni haline yaklasiyor.

In continuity of his previous films, Sylvain Huguet presents his new auto-fiction,
which stages a player of video games. The loneliness facing the screen is the start-
ing point of this fiction. The main character loses his mind playing this super
violent game, to be at the end in a state of near schizophrenia.
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EC-101"
JEC-101 "

paul destieu
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

EC-101 projesi dogal ortamda gerceklesmis birtakim olaylardan ilham aliyor.
Video, Slovenya’da Maribor’'u Ljubljana’ya baglayan tren yolunda cekilmis.
Raylara 100 metre boyunca yerlestirilmis renkli mendiller, bir renk saldirisi
yaratiyor. Izleyici, rengarenk bir manzara karsisinda beklenti icine sokulup, tren
birden kadrajdan cikarilarak sahne bozuluyor.

The EC-101 project finds its origin in a series of happenings in natural landscape.
The video was shot in Slovenia by the railway track joining Maribor to Ljubljana.
A shade of coloured napkins, was set on 100 meters along the track, to create an
attack of colours. The viewer, is put in a situation of expectation in front of gloomy
landscape, when suddenly the arrival of the train emulates the scene.



ryiiz ureteci.
 faces generator

christophe martin
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Yiiz Ureteci, dik olarak duvara yerlestirilen ekranda sergilenen bir bilgisayar
programi. Yapitin kokeni, portre ressamligina uzaniyor. Son iiriin gercekten de
bir portre oluyor. Program, sag, g6z, burun, agiz, cene gibi uzuv goriintiilerinin
bulundugu bir veritabanindan rastgele segimler yaparak, alti1 milyardan fazla,
yani diinya niifusunu asacak sayida degisik yiiz iiretebiliyor.

Faces Generator, is a computer program presented on a flat screen hung vertically
on a wall. Faces Generator is in the tradition of portrait painting. It is a portrait.
Picking elements randomly from a database of hair, eye, nose, mouth and chin
images, Faces Generator potentially generates more than six billion faces, as
many as the world’s population.
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melez oyun alam
hybrid playground "
clara boj & diego diaz
cthangir cocuk parki.cthangir park
15-16 kasim 2008.15-16 november 2008

Melez Oyun Alani, sehrin oyun alanlarinda fiziksel hareketlerle oynanabilecek
bilgisayar oyunlari i¢in yeni bir ortam yaratiyor. “Melez sehir” kavramindan
yola cikarak, Melez Oyun Alani Projesi, klasik oyun parklarinin gorsel-igitsel
etkilesimli oyun alanlarina doniistiiriilmesi i¢in bir 6neride bulunuyor. Oyun
parkindaki aletler, bilgisayar oyunu benzeri deneyimler yasatan elle tutulur
araytizler halini aliyor.

Hybrid Playground is a new game environment for playing videogames through
physical movement in urban playgrounds. Based on the idea of hybrid city, the
Hybrid Playground Project, proposes the transformation of the public playgrounds
into audiovisual interactive gaming spaces. Urban playground’s devices become
tangible interfaces that allow computer game- like experiences.



" hiper olimpiyat.
* hyper olympics
djeff regottaz & loic horellou
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Hiper Olimpiyat, Konami’'nin “Trackand Field” oyununubagkabir sekilde oynamak
iizere tasarlanmis bir diizenek. Olimpik 100 metre kogsusunun simiilasyonu olan
oyun, ozellikle joystick’in kullanildig1 donemlerin oyunseverlerine hitap ediyor.
Joystick yerine insan bedenini koyarak, fiziksel deneyin giiciinii artirip gitgide
yiikselen bir ritimle oyuncuyu igine gekiyor.

Hyper Olympic is a device to play the arcade game of Konami “Track and Field”
game. Simulation of the olympic 100 m, this game especially recalls the old
gamers’ intensive use of the joystick. Substituting the joystick for a body interface,
Hyper Olympic seeks to intensify the physical experiment and to have the player
experience an increasingly frantic rhythm.
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jeton atin
.insert coins
dardex-Mort2Faim art group
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Video 3 boyutlu ve 8 bit grafikleri bir arada kullaniyor, ilhamin1 da Donkey Kong
oyunu ve oyunun bas kahramanindan aliyor. Donkey tarafindan atilan variller
mevcut kitlesel medyay1 temsil eden birtakim nesnelere doniistiiriiliiyor. Uc ayr1
boliimde, topluma farkh elestirel bakiglar 6ne siiriiyor. Ana karakterler de oyunda
kahramanlar olarak degil, kacinilmaz 6liimlerine dogru ilerleyen pasif erkek
hindiler olarak yer aliyor.

This video mixes 3D and 8 bit sprites and finds its inspiration in the famous
Donkey Kong game and its main character. The barrels usually thrown by
Donkey, are transformed into a series of objects representing the current mass
media. On three different levels, it offers a critical view on our society. The main
characters are not heroes but passive turkey cocks, moving inevitably towards
their own destruction.



" K.O.
nK.O

stéphane kyles
stimerbank binasi.sumerbank building
8-17 kastm 2008.8-17 nov ember 2008

On y1l 6nce “Street Fighter 2 Turbo” ¢ok satan bir oyundu, hatirliyor musunuz?
Bu yerlestirme, size bu meshur oyunu yeniden oynama sansi veriyor. M.U.G.E.N
1999’dan beri kullanimda olan, kahramanlari, sahne ve arka planlar1 sizin
belirleyebildiginiz bir d6viis oyunu motoru. Siz de bu oyunla kahramaninizi secip
diinya hakimiyetinden daha fazlasi igin doviisiin! Meshur veya degil her tirlit
kisiyle olan benzerllik tamamen tesadiiftiir.

Do you remember ten years ago when “Street Fighter 2 Turbo” was a best seller?
This installation will give you a chance to play it again. M.U.G.E.N is online since
1999 and enables you to customize game characters, scenes and backgrounds,
props as well. Choose your character and fight for more than world domination! All
similarity with other characters or known personalities will be pure coincidence.
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en sevdigim manzara

.my favourite landscape "
paul destieu
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

T . —

En Sevdigim Manzara, 500 adet 70’e 50 ofset baskidan olusuyor. Windows XP'nin
meshur masaiistii resminin yeniden diizenlenmis hali. Bilgisayarin zayifligindan
faydalanarak, siradan bir imgeyi baglamindan koparip duvara yerlestiriyor,
hem de ¢ok daha biiyiik bir dl¢ekte. Meshur resim normal gercevesinin diginda
kendine yeni bir gorsel ortam buluyor.

My Favourite Landscape is made of 500 70x50 cm offset prints. It is a
reappropriation of the well known Windows XP desktop. Taking advantage of the
weakness of the computer, it sets the common bug out of its context, on a wall,
expanding it to a much bigger scale. The famous picture finds a new landscape
shape out of its usual frame.



r tas-kagit-makas.
npock-paper-scissors

tolga 6zuygur & cem uzunoglu
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Bu bildiginiz tas-makas-kagit oyununun mekanik bir kola kars1 oynanan hali. Uc

kez yumrugunuzu sallayip elinizi aciyorsunuz, ayn1 anda robot kol da... Berabere

mi kaldimiz? Tekrar edin.
Playing rock-paper-scissors with a robot by using physical interaction. Robot arm
is watching you through a webcam. It is a fair game, no cheating!
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shout’'em up

.shout’em up "
emrah kavlak
stimerbank binasi.sumerbank building
8-17 kastm 2008.8-17 november 2008

“Shout'Em Up!” bir veya birden ¢ok kisinin katilabildigi, ses ve hareketlerle
oynanan basit (ve hizli!) bir araba yarisi oyunudur. Oyunda amag, engellere
ve diger arabalara carpmadan yarisi en kisa zamanda bitirmektir. Oyunun ana
ozelligi, arabalarin ses siddetiyle hizlanip yavaslamasi ve viicut hareketleriyle
yonlendirilmesidir.

“Shout’Em Up!” is a simple (and fast!) racing game, played with sounds and
motion by one or more players. Purpose of the game, is finishing the track
within the shortest time, without hitting the obstacles and other cars. The main
attraction, is that the cars speed up and slow down by the power of the driver’s
voice and are steered by the movements of the driver’s body.



r techouri.
en tchourt

pascal silondi
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Tchouri, degisik ortamlar ve diller aras1 agda isleyen bir etkilesimli yerlestirme:
Video, ses, li¢ boyutlu sanal ortamlar ve nesneler. Biitiin bu ortamlar, VRML dili
ve Unreal Tournament motorunu kullanan ii¢ boyutlu dinamik bir gorsel-isitsel
mimaride yerini aliyor. Gorsel ve anlatima dair diizen, kullanicinin lateks bir alete
bigakla vurmasiyla iiretiliyor.

Tchouri, is an interactive installation that plays on network with different media
and languages; videos, sounds, virtual 3D spaces and objects. These media, are
parts of a dynamic and audio visual 3D architecture, based on a mix in between
VRML (Virtual Reality Modeling Language) and the Unreal Tournament 3D
engine. The user, punching a latex device with a knife, produces the visual and
narrative rhythmus.
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urban proof "
.kent gecirmez "

dardex-Mort2Faim art group
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Kent Gegirmez, dev bir ekran ve anaglif gozliiklerden olusan, izleyicinin tipik kent
ortamina sokuldugu bir video yerlestirmesi. Yerlestirme, izleyiciye iki yonlii gezme
imkan1 saglarken, etkilesim sadece bu mahseri manzarayr okumaya indirgenir.
Dokunmatik bir yiizey, izleyiciye 3B stereoskopik ortamda gerceklestirilmis bu
sanal diinyada hareket etme imkani sunar.

Urban proof, is a video installation, using a giant screen and anaglyphic glasses,
in which the viewers are immersed in an urban setting. This installation proposes
to the viewer, a unidirectional strolling, where interactivity is reduced to reading
apocalyptic landscape. A touchpad allows viewers to move in this virtual world,
realized in 3D stereoscopic.



sanat degil terorizm yapwyoruz.
rwe make terrorism not art

bastien vacherand
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Bastien Vacherand, atis simiilatorii cyber_dardaix vi.0 (nam-1 diger “Sanat degil
terérizm yapiyoruz”) ile sanat okulunu yok etmeyi Oneriyor. Counter-Strike
oyunundan yola ¢ikilarak hazirlanmis programda, oyuncu Aix-en-Provence Sanat
Okulu'nun birebir kopyas: olarak yaratilmis sanal ortamda, terorist olup etrafa
korku sa¢gma ve insanlar1 rehin alma gibi isler yapabiliyor.

Bastien Vacherand proposes to blow up his art school with the shooter simulator
cyber_dardaix vi.0 (a.k.a. We Make Terrorism Not Art). The tool allows players
to train to be a terrorist inside a virtual space that recreates with accuracy, the real
conditions of spreading fear and taking hostages at the Aix-en-Provence School of
Art. The program is based on the game Counter-Strike.
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webuzzle ™

awebulmaca
stéphane kyles
stimerbank binasi.sumerbank building
8-17 kasim 2008.8-17 november 2008

Bu yerlestirme, iki oyunu bir arada igerebiliyor: Oyuncu oncelikle parcalanmis
karelerin arkasina gizlenmis resmi bulmaya calisiyor, daha sonra diger resimleri
gormek, icin en az hamleyle en iyi skoru elde edecegi baska bir hafiza oyunu
oynuyor.

This installation, could be two games in one: the solver tries to uncover the web
picture hidden beneath the decomposed squares, then comes back and replays a
memory challenge puzzle to try to beat his best score for fewest tries in order to
access the next web pictures.



42



performanslar.

‘"performances

compagnia TPO
palindrome
IMMEDIATE project

diffus design

CIANT







oklo fenomeni ™
.the oklo phenomenon °*

palindrome
talimhane tiyatrosu.talimhane theater
7-8 kasum 2008.7-8 november 2008

21:00

Hareket kontrollii miizik ve sahne 15181, sahnede canli miizik kullanan bu dans-
tiyatro caligmasi seyirciyi bir ugurumun kenarina getiriyor. Eser felaketler, diisler
ve tamamiyla uyanik olmakla ilgili. Belki felaketler korkung bir konu ama bir
tebessiim ile anlatiliyor.

Oklo Fenomeni'nin bu yeniden diizenlenmis gosterimi, amberFestival prodiiksi-
yon ortakligiyla, istanbul’da bir aylik bir calisma sonucunda gerceklestirildi.
yonetmen : Robert Wechsler prodiiksiyon : Delphine Lavau kompozitor/mii-
zisyen : Dan Hosken kompozitor/miizisyen (cellist) : Madeleine Shapiro grafik
tasarim/etkilesim miithendisi : Thomas Ploentzke danscilar : Allie Keppel, Ash Oz-
tiirk, Ecem Alfan, Esra Yurttut, Jennie Gerdes, Jonathan Buckles, Lisa Stockinger,
Munibe Millet, Serhat Kural, Yesim Cogkun prodiiksiyon ortagi : amberFestival

This dance-theater piece uses live music, movement-controlled music, and move-
ment controlled stage lighting to bring the audience to the edge of a cliff. The
piece is concerned with catastrophes, dreams and the desire to be fully awake. It
is, of course, about the catastrophe within. Perhaps a horrible theme, but it is told
with a smile.

This new version of The Oklo Phenomenen is produced in co-operation with am-
berFestival with a one month residency in istanbul.

director : Robert Wechsler production manager : Delphine Lavau composer/mu-
sician : Dan Hosken composer/musician (cellist) : Madeleine Shapiro graphics/
interactive engineering : Thomas Ploentzke dancers : Allie Keppel, Ash Oztiirk,
Ecem Alfan, Esra Yurttut, Jennie Gerdes, Jonathan Buckles, Lisa Stockinger, Mu-
nibe Millet, Serhat Kural, Yesim Coskun production partner : amberFestival



rjapon bahcgesi.
njapanese garden
compagnia TPO
talimhane tiyatrosu.talimhane theater
8-9 kastm 2008.8-9 november 2008

11:00-12:00, 13:00-14:00

TPO geng izleyicileri japon bahce mimarisinden esinlenerek yaratilmis bir sahn-
ede duyusal bir yolculuga ¢ikariyor. Japon Bahgesi, harekete ve spontane eyleme
teatral bir deger vererek tasarlanan dijital-dogal bir ortam yaratiyor. Bu pro-
jede, her biri farkh bir duyu ve alg1 durumlar1 6neren bes kiiciik bahce yarattik.
Baslangicta oyunculardan biri bir hikaye baslatiyor, sonra da geng izleyicilerini
bahgeye kesfe ¢citkmaya ve oyun i¢inde kendi yaklasimlarini bulmaya davet ediyor.

yonetim : Francesco Gandi, Davide Venturini oyuncular : Claudie Decultis, Eda
Yapanar dans : Piero Leccese dijital tasarim : Elsa Mersi ccc sistem projesi :
Martin von Gunten, Rossano Monti ses tasarimi : Spartaco Cortesi metin ortak
yazim : Stefania Zampiga multimedya konsolu : Andreas Froba, Marco Galardi
organizasyon : Valentina Martini, Francesca Nunziati, Valeria Castellaneta

TPO proposes a sensorial journey inside theatrical environments inspired by the
architecture of Japanese gardens. Japenese Garden is a digital-natural environ-
ment devised to give theatrical value to movement and spontaneous action. We
have indeed created five little gardens, each of which proposes different sensory
and perceptive mode. An actress tells a little story at the beginning; she then in-
vites the young participants to explore the gardens, letting them find their own
approach to the play.

direction : Francesco Gandi, Davide Venturini actors : Claudie Decultis, Eda Yap-
anar dance : Piero Leccese digital design : Elsa Mersi ccc system project : Martin
von Gunten, Rossano Monti sound design : Spartaco Cortesi collaboration on
script : Stefania Zampiga multimedia console : Andreas Froba, Marco Galardi
organization : Valentina Martini, Francesca Nunziati, Valeria Castellaneta
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r kostiim koreografi-
dinamik desenler, reaktif bedenler.
en costume choreography-
dynamic patterns, reactive bodies

diffus design

talimhane tiyatrosu.talimhane theater
15 kasum 2008.15 november 2008
20:30

DIFFUS Costume Coreography projesinde en eski teknolojilerden biri olan
tekstil ile en yeni teknolojierden biri olan sensor teknolojileri arasindaki iliskiyi
aragtiniyor. Bilgisayar teknolojisi kumasa onu etkilesimli yapacak ve temel
karakterini degistirecek sekilde entegre ediliyor. Bu da kumas desenlerinin
cevredeki degisimlerle baglantili olarak sekil ve renk degistirebilmesi anlamina
geliyor.

sanat yonetimi : Hanne Louise Johannesen ve Michel Guglielmi teknik : Asbjern
Holland Christensen koreografi : Tomomi Yamauchi

In Costume Coreography DIFFUS investigates the relationship between textiles,
one of our oldest technologies and sensor technology, one of the newest. It inte-
grates computer technology into textile so that the latter becomes interactive to
the extent that they can change character. This means that textile patterns can
change shape and colour according to modifications in the surrounding environ-
ment.

artistic direction : Hanne Louise Johannesen and Michel Guglielmi technics :
Asbjeorn Holland Christensen choreography : Tomomi Yamauchi
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r golem (gelistirme siirecinde gosterim).
en golem (work in progress presentation)

IMMEDIATE Project
talimhane tiyatrosu.talimhane theater
10 kastm 2008.10 november 2008

21:00

GOLEM calismas teknolojik sanat alaninda uluslararasi bir ortak prodiiksiyon
caligmasi; gelecek prototiplemesi ve hayatin fabrikasyonu konularina egiliyor.
Gorsel sanatlar, gosteri sanatlari, ses sanati, dans, robotik, bilgisayar bilim-
leri, biyoloji, biyoteknoloji, genetik, yapay zeka ve felsefe alanlarinda ¢aligan
uzmanlar bir araya getiren proje bir cok Avrupa iilkesinde sunulacak bir gosteri
gerceklestirmeyi amagliyor.

sanat yonetimi : Pavel Smetana (CZ) elektronik miizik : Luka Princic (SI) dansgi
& miizik performans: : Jurij Konjar (SI) hareket yakalama & 3D : Michal Masa
(CZ) prodiiksiyon & 1s1k tasarim : Stephane Kyles (FR/US) goriinti tasarim :
Romain Senatore (FR) - Quentin Destieu (FR) teknik prodiiksiyon: Jan Sebek
(CZ) proje ortaklari : CIANT (CZ), LMR (DE), M2F Creations (FR), Zavod Projekt
ATOL (SI), BIS (TR), A4 (SK)

GOLEM creation is an international co-production performance in the field of
technological art with a strong emphasis on “future prototyping and fabrication
of life”. It brings together practitioners from areas of visual arts, performing arts,
sound art, dance, robotics, computer science, biology, biotechnology, genetics,
artificial life, artificial intelligence, and philosophy in order to realize a perfor-
mance to be presented and toured in several European countries.

artistic director : Pavel Smetana (CZ) original electronic music : Luka Princic (SI)
dancer & musical performer : Jurij Konjar (SI) motion capture & 3D : Michal
Masa (CZ) production & light design : Stephane Kyles (FR/US) video creation :
Romain Senatore (FR) - Quentin Destieu (FR) technical production: Jan Sebek
(CZ) project partners : CIANT (CZ), LMR (DE), M2F Creations (FR), Zavod Pro-
jekt ATOL (SI), BIS (TR), A4 (SK)
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ratolyeler.

‘workshops

confipop
& sidabitball

palindrome

diffus design
djeff regottaz
loic horellou







cip miizigi
.chip music ™

confipop & sidabitball
stimerbank binasi.sumerbank building
13-14 kasim 2008.13-14 november 2008

13:00-19:00

Yeni baslayanlar igin LSDJ: LSDJ, 4 kanalli kayit imkdm sunan ve sesleri
GameBoy'un 4bit’lik yonga setinde tasarlayabildiginiz bir miizik dizme yazilimi.
Atélye projektore baglanmig bir Nintendo Superness ile yapiliyor. Katilimcilar
GameBoy’da degisik sesler iiretmeyi ve miizik yapmay1 6greniyorlar.

Yeni baglayanlar icin Devre Bitkme: Devre biikme, eski elektronik oyuncaklari
kurcalayip degistirerek nasil yeni miizik aletleri yapmaya dayaniyor. Oyuncaklarin
elektronik devreleri tizerinde degisiklikler yaparak elde ettigimiz pitch, dongi,
glitch gibi kiiciik eklemelerle zenginlestirdigimiz sesleri GameBoy miizigine
ekleyecegiz. Katilimeilar mevcut birgok oyuncaktan-bozma aleti kullanabilir
ama utangag olmayip kendi oyuncaklarini getirmeleri tevsiye edilir.

LSDJ initiation: LSDJ is a music tracker software which composes music with 4
channels and designs the sound on the 4bit chipset of the GameBoy. The initiation
will be done with a Nintendo Superness connected to a video projector which
allows many people to see the screen. This way, people will learn how to make
different sound on GameBoy and how to write music on it.

Circuit bending initiation: Circuit bending consist on modifying old electronics
games/toys to make some new music instrument with it we will modify electronic
circuitry of toys, we will put some pitch, loop, glitch on it, and after we have had
put an audio out on it, we will play with our new instrument on a GameBoy
groove. Several toys already modified could be used by public, but don’t be shy
and bring your own toy so that it can become an alien toy.



r dansta hareket izleme.

““motion tracking
palindrome
aplak ayaklar stiidyosu.barefoot studio
9-11 kastm 2008.9-11 november 2008
13:00-16:00

Motion Tracking, performanscinin hareketlerini algilamaya yarayan sensorleri
kullanarak elde edilen verilerin miizik, goriintii, sahne aydinlatmas: gibi sahne
elemanlarin yonetmekte kullanilmasini1 saglayan bir sistemdir. Bu calismada
Motion Tracking teknolojisinin “mekan” ve “beden” odakli modlar inceleyerek
prototip performanslar iiretecegiz.

Motion tracking is a system that detects the movement of the performer by de-
vices, sensors and uses the data comes from the performer’s movement to con-
trol stage elements such as light, music and image. In these workshops, we will
describe the Motion Tracking system in its “environment oriented” and “body
oriented” modes and will create prototype performances.
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dinamik desenler, reaktif bedenler "
.dynamic patterns, reactive bodies "
diffus design
cati dans stiidyosu.cati dance studio
11-15 kasum 2008.11-15 november 2008
11:00-16:00

Bu atolyenin ana konusu giysiler araciigiyla kurdugumuz iletisimin haller-
ine bakip onunla etkilesmek ve ondan bir seyler 6grenmek ve bunu bilgisayar
teknolojileri ve kumasin 6zelliklerinden faydalanarak farkh bir diizeye tagimak.
Atolye bu yeni bireysel anlatim potansiyelinin hedefleri, sinirlar1 ve sonuclar
lizerine yogunlagacaktir. Atdlyenin hedef kitlesi oncelikle tekstil/moda ve
kostiim tasarimeilari, danscilar, programecilar ve etkilesimli sistemler konusunda
uzmanlasmig 6grencilerdir.

The main issue of the workshop is to look at, experience with and learn from situ-
ations of communication through what we wear and bring that to a higher or dif-
ferent level through the combination of computer technology and the materiality
of fabric. The workshop will elaborate on the goals, boundaries and consequences
of such new potential for the individual expression. This workshop will be ad-
dressed to textile/fashion and costume designers, dancers and programmers and
students with an advanced level knowledge of interactive systems.



 MoCap-hareket yakalama.

r MoCap-creative potential of motion capture
CIANT
talimhane tiyatrosu.talimhane theater
11-12 kasim 2008.11-12 november 2008
11:00-16:00

Bu yaratic1 ve disiplinleraras: atolye, hareket yakalama teknolojisi ve onun bi-
yomekanik aragtirma, robotik, sinema ve oyun animasyonlarindaki farkl
kullanimlan {izerinde yogunlasiyor. 2 giinliik yogun bir programla, katilimcilar
hareket yakalamanin potansiyelini ve limitlerini 6grenerek, ortaklasa bir proje
yapmak iizere bir ekip olusturuyorlar.

The emphasis of this creative cross-disciplinary workshop is on the motion cap-
ture technology and its various uses in biomechanics’ research, robotics, cinema
and animation in games. During the intensive 2-day workshop participants ex-
amine the potential and limitations of the motion capture technology and form a
team that will develop and carry out a collaborative project.
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Silmiara™
.call movie

djeff regottaz & loic horellou
stimerbank binasi.sumerbank building
10-11 kasum 2008.10-11 november 2008
16:00-19:00

E1000 projesinde izleyicinin filmle cep telefonu aracihigiyla etkilesebilecegi bir
aygit gelistirmistik. Simdi bu mobil teknoloji iizerine bir atolye diizenliyoruz.
Atolye, bu etkilesimli sinema Ornegi iizerine ortaklasa ve yaratic1 diisiinmeyi
tesvik edecek. Calisma kapsaminda arayiiz tasariminin yam sira etkilesimli
filmler de iiretilecek. Katiilmecilar atolyede iiretilen arayiiziin kullanim hakkina
sahip olacak ve caligmalar1 “filmi ara (call movie)” ad1 altinda ilk etkilesimli
filmler serisini olusturacak.

During the project we developed a tool that allows the viewer to interact with a
film with a mobile phone. We now organize a workshop on this mobile device
technology. This workshop will foster collective and creative thinking around
the example of interactive cinema. The workshop will include interface design as
well as the production o interactive films. The workshop will validate the ability
of ownership of the device by the authors and creators of films and will be the
first interactive film catalog under the name “call movie”.
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Abdo Nawar* (SHAMS, Beirut, Lebanon)
Amirali Ghasemi (Iran)

— Arpi Adamian* (Utopiana, Armenia)
dine Dussollier* (ZINC-ECM, Marseille)
Deniz Erbas (BM-Suma, Istanbul, Turkey)
Ekmel Ertan* (BIS, Turkey)

Erfan Abdi* (Iran)

Kostas Moschos* (IEMA, Greece)

Lika Dadiani (TRAM Foundation, Georgia)
Mesut Arslan* (0032, Belgium)

Nafiz Aksehirlioglu* (BIS, Turkey)

Ozlem Alkis* (BIS, Turkey)

Ricardo Mbarkho (Lebanon)

. Samar Martha* (Art School Palestine)
H""“-,_a- Shaarbek Amankul* (B’Art Contemporary: Bishkek Art Center, Kyrgyz Republic)
Shervin Afshar (Iran)

* founding members who joined the first meeting in 16th of November 2008
*16 Kasim 2008’de gerceklesen ilk toplantiya katilan kurucu tiyeler



amberNetwork, Orta Dogu, Kafkas Ulkeleri ve Tiirki Cumhuriyetleri odagma
alarak Dogudan Batiya genis bir cografyada, Sanat ve Teknoloji alaninda sanatci,
arastirmaci, sanat yoneticisi olarak calisan ve iireten bireyleri ve kurumlar: bir
araya getiren yeni bir agdir. Tiirkiye, iran, Filistin, Kirgiz Cumhuriyeti, Ermenis-
tan, Liibnan, Fransa, Yunanistan ve Belcika’dan katilimeilarin 16 Kasim 2008’de
Istanbul’da bulusmalariyla temelleri atilmistir.

Boyle bir ag iiye iilkeler arasinda ve daha genis bir cografyada sanatsal ve kiiltiirel
degis tokusun gelismesi i¢in 6nemlidir.

Inamyoruz ki amberNetwork sanatci ve kurumlara ve uzak yakin komsularina yeni
iliski olanaklar1 saglayacak, iletisim ve igbirligi temelinde kurumsal bir altyap:
olusturacaktir. Sanat ve Teknoloji kesisimde diisiinmek ve iiretmenin yasadigimiz
global diinyay1 anlamak ve anlamlandirmak i¢in bagat bir ara¢ oldugu kavrayisla
amberNetwork, Sanat ve Teknoloji alaninda her tiirlii degis tokusun biitiinciil ve
cagdas bir diinya anlayisinin gelismesine katkida bulunacagini 6ngoriir ve 6nayak
olmay1 hedefler.

Hedefler

amberNetwork, hedef iilkelerde ve daha genis bir cografyada Sanat ve Teknoloji
alminda ¢alisan kurumlari, STKlar1, bireysel sanatgi, arastirmac, teknisyen ve
sanat yoneticilerini iletisim ve igbirligine sokmay1 hedefler.

Bolgenin sosyal ve politik kosullarini ve Sanat ve Teknoloji alamini goz oniine
alarak:

» Sanatcl, aragtirmaci, sanat yoneticisi ve kurumlar arasinda bilgi ve deneyim
degis tokusunu desteklemek

« Kiiltiirel degis tokus saglamak amaciyla sanatgi ve sanat eserlerinin hareketliligini
saglamak

«» Bolgede ve daha genis bir cografyada uluslararasi igbirliklerine olanakl saglamak
« Teknolojiyi sanatsal bir anlatim araci olarak tanitmak ve sanatta kullanimini
arttirmak

« Sanat ve Teknoloji kesisimind, hedef iilkelerde yeni ve daha genis bir seyirci ve
katiimc kitlesi yaratmak

« Farkl kiiltiir ve birikimlerden gelen sanatgilar bir araya getirerek yeni sanatsal
anlatim olanaklar i¢in bir zemin yaratmak

« Hedef iilkelerdeki sanatci ve sanat eserlerinin diinyada taninmasi ve ulagilabilir
olmasini saglamak

- Istanbul iizerinden Hedef iilkelerle Avrupa ve diger diinya iilkeleri arasinda
kolaylastiric1 ve yamusak bir gecit yaratmak
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amberNetwork is a new network with a special focus to the region of Middle East,
Caucasian, Balkan and Turkic Countries, between individual artists and organiza-
tions working and producing in the field of Art and Technology. The first meeting
held on 16th November 2008 in istanbul with the participations from Turkey,
Iran, Palestine, Kyrgyz Republic, Armenia, Lebanon, Marseille, Greece and Bel-
gium.

Such a network is important for developing cultural exchange of an artistic di-
mension among countries that become members of the network as well as the
larger regions they form part. We believe that it will constitute an institutional
framework of production and communication that will be beneficial to the art-
ists and to their far and close neighbors. In a broader sense, this project aims to
promote and serve the idea that exchange of all sorts promotes contact and that
contact bears an unconditional potential for universal understanding. We believe
that the uncanniness and inherent curiosity of the art form is a good means for
cultural exchange and contact.

The Purpose

amberNetwork aims at connecting institutions, NGOs, individual artists, art tech-
nicians and organizations that are working in the field of Arts and Technology, in
Middle East, Caucasian, Balkan and Turkic Countries and Europe.

Considering the political state of the region that we all live in and the field of art
and technology, the main objectives of the network are:

» To support exchange of experience and knowledge among artists, art techni-
cians and cultural institutions,

« To provide physical mobility for the artist and the art works in order to develop
cultural exchange,

« To increase international cooperation,

» To promote digital technology as a medium of art and increase the usage of
digital technologies in art,

« To create a larger audience in the member countries

» To create a ground for the development of new forms of artistic expressions
within the global art and technology scene by bringing together diverse artists
together

» To make the artists and their works from this vast and culturally nuanced re-
gion, visible and accessible worldwide,

« To create a smooth passage over Istanbul between European countries and mid-
dle eastern and Turkic countries

en
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seminerler hakkinda ™
.about the seminars "

Cagdas sosyo-politik konsensusun mantralarindan bir tanesi etkilegimlilik (inter-
aktivite) kavraminin daha ¢ok verim, saydamlik, hiz, katilim vs. saglayan yeni bir
arac olarak sorgusuz bicimde kutlanmasi. Etkilesimlilik bu giin varoldugu sekliyle
demokrasinin degismez bir parcasi haline geldi. Bir ¢ok kisiye gore bu kavram
sanattan politikaya ve ekonomiye uzanan bir yelpazede yeni olanaklarin anahtari
olarak goriiliiyor.

Gegmigte etkilesimli isler sergilemis ve gelecekte de etkilesimli igler sergilemeyi
planlayan bir sanat kurulusu olarak bu kutlama korosunde biz de yeraliyoruz.
Ancak bu y1l, bu pozisyondan biraz olsun uzaklagmaya ve bu kavrami sorgulama-
ya karar vedik. Gercekten, etkilesim (interaktivite) nedir? Sadece taraftarlarinin
soyledigi sey olabilir mi? Birinci terimini seminer davetlilerinden Avusturyal
felsefeci Robert Pfaller’den 6diing aldigimiz bu yilki festival temas1 “Interpasif
Personae” interaktivite kavramini yeniden diisiinmeyi amachyor. Interpasiv-
ite kavramini ortaya atan bu konuda uzun yillardir yazan Pfaller bu seminerde
Slovenyali felsefeci Mladen Dolar, Avusturyali sanat¢t ve medya elestirmeni
Mathias Fuchs and Avusturyali sanatci Barbara Musil ile birlikte yer aliyor.

One of the mantras of the contemporary socio-political consensus is that the no-
tion of interactivity is unquestioningly celebrated as a new tool that brings about
more efficiency, transparency, speed, participation etc. Interactivity is part and
parcel of democracy as it exists today. interactivity, many assume, is the key to
new possibilities in spheres ranging from art to politics and economics.

As an arts organization that has exhibited and plans to exhibit interactive art-
works, we partake in this celebratory chorus. This year, however, we intended to
move slightly from this position and put this well-known concept into question.
Indeed, what is interactivity? Can it only be what its proponents purport it to be?
The festival theme “Interpassive Personae” with its first term borrowed from one
of our seminar invitees, the Austrian philosopher Robert Pfaller, aims to rethink
the concept of interactivity. Pfaller, who has coined the term interpassivity and
has long published about it is joined in the seminar that follows by the Slovenian
philosopher Mladen Dolar, Austrian artist and media critic Mathias Fuchs and
Austrian artist Barbara Musil.
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robert pfaller
giiniimiizde interpasiflik. tam katibm toplumunda kacis stratejileri

o1

Interpasiflik kavramim 1996°da kullanirken, kisinin kendi hazzini devretmesi seklindeki
bir davranisa teorik bir isim koymaya calisiyordum: televizyon izlemektense video ge-
kimi yapan izleyiciler, kitab1 okumak yerine fotokopisini ¢eken entelektiieller ve kend-
isi artik icmedigi halde davetlilerinin kadehlerini dolduran alkoliklerin hepsi interpasif
personalardir. Hazlarim devrettikleri ikameler, onlar i¢in interpasif medya islevi goriir.

02

Interpasiflik kavraminim anlagilir kildig1 sey, bizlerin yalmizca isleri degil (“aktiflik”) ba-
zen tiiketimi de (“pasiflik”) bagka insanlara, hayvanlara ya da makinelere devrettigimiz
gercegidir. Her ne kadar bilindik iktisat teorilerinden biri (homo economicus) daha fazla
tiiketebilmek i¢in daha az calismaya yoneldigimizi iddia etse de, interpasiflik pratikleri
tiiketimle olan iligkimizin hi¢ de sanildig1 kadar sorunsuz olmadigini gostermektedir:
Acikcas, tiikettigimiz seyleri, ornegin hazlarimizi, her zaman istemeyiz. Tabii ki buradan
yeni sorular tiiretilebilir: neden hazlarimiz istemeyiz? Neden insanlar televizyon izle-
mez, sanat yapitlarini incelemez, giilmez, sevismez, yemek yapmak ya da arkadaslar ile
bulusmak istemez de, bunlar1 kendilerine vekalet eden faillerin (agent) yaptigini gormek
isterler? Ve neden ikameye bu kadar ihtiya¢ duyulur? Neden insanlar bu seylerin sadece
var olmasina izin vermezler?

03

Bu genel ve rahatsiz edici sorulardan bagka, interpasiflik teorisinin acikga elestirdigi bir
hedefi vardir. Bu da interaktiflik (etkilesimlilik) teorisinin temel varsayimlaridir. Bunlar,
(1) gozlemcilerin sanat yapitiyla etkilesim i¢inde olabilecegi ve onu doniistiirebilecegi du-
rumlardan, sadece sanat yapitin1 gozlemleyebilecekleri durumlara oranla daha ¢ok zevk
aldig1 ve (2) sanattaki etkilesimin siyasi 6zgiirliik i¢in bir model (hatta 6rnek) oldugudur.

Bu varsayimlara karsi interpasiflik teorisi iki anahtar bakig agisina sahiptir. Bunlar
da, (1) gozlemcilerin sanat yapitiyla etkilesime girmek ya da onu doniistiirmek isteme-
dikleri, cogu zaman yapit1 gézlemlemek bile istemedikleri, dolayisiyla etkilesimin estetik
hazz arttirdiginin sdylenemeyecegi ve (2) etkilesimin siyasi 6zgiirliigiin kaynag: olarak
goriilemeyecegi, ¢linkii iddia edilenin aksine etkilesimin ¢ogu zaman halka gerici ve hatta
fasist iktidarlar tarafindan sunuldugu ve asil bu tekliflere uzak durmanin 6zgiirlestirici
bir tutum olacagi seklindedir.

04

Interpasiflik teorisinin getirdigi elestiri yalmzca etkilesim teorisini degil, katilim gibi ide-
olojileri de ilgilendirir. Bunlara tezat olusturacak sekilde, interpasiflik teorisinin felsefi
durusunu derin bir giivensizlik olarak tanimlayabiliriz: aktifligin genel olarak iyi, hem
zevkli hem de siyasi olarak 6zgiirlestirici oldugu varsayimina duyulan giivensizlik...

Eger Louis Althusser’in 6znelesmenin ideolojik nesnelesmenin ana mekanizmasi oldugu
yoniindeki tezini ciddiye alirsak, aktif olmak (6zne olmak) evrensel bir siyasi ve estetik
¢ozlim olarak diisiiniilemez (Althusser, 1969). Ayn sekilde, Michel Foucault da etkili ik-
tidar yapilarinin ancak ve ancak bireyler aktif olduklari, katildiklar1 ve kendi 6zgiir ira-
deleri olarak adlandirdiklar seye kendilerini adadiklar: takdirde kurulabilecegini soyler.
Dolayisiyla, bireylerin bu tiir “6zgiir” aktiviteleri iktidar yapilarini etkili/verimli yapmak
icin gereken en 6nemli katkilardan biridir.



Bu yiizden interpasiflik iizerine diisiinmek, 1968’den bu yana hemen hemen tiim 6zgiir-
liikk hareketlerinde sorgulanmadan kullanilan varsayimlari sorgular: aktif olmak pasif ol-
maktan iyidir; 6znellik nesnellikten iyidir; kendilik yabanciliktan iyidir; degistirilebilen
degistirilemeyenden iyidir; maddi olmayan maddi olandan iyidir; kurulu olan 6zsel olan-
dan iyidir vb.

Bu varsayimlar, Gianni Vattimo'nun “yeniden kendine mal etme” paradigmas: olarak
adlandirdig1 Althousser’in ve daha sonra psikanalitik teorinin de elestirdigi (Grunberg-
er/Dessuant, 1997) teorik hiimanizma felsefesini karakterize eden paradigmayla ilinti-
leniyor (Vattimo, 1990: 28). Yeniden kendine mal etme paradigmasi neo-marksizmin
(vabancilasma ve seylestirmenin elestirisiyle), aym1 zamanda feminizmin (kadinlarin
nesne statiisii elestirisiyle) ve yakin zamanda popiilerlesen “materyal olmayan emek”
teorisinin 6nemli kisimlarini bigimlendirmistir (Maurizio Lazzarato, Paulo Virno, Hardt/
Negri ve digerleri). Bu paradigmanin elestirisi yalnizca interpasiflik teorisinde degil, hali
hazirda nesnesinin “pratik halinde”, interpasif pratikte bulunabilir.

05

Interpasif davrams kiiciik ritiiellerden olusur. Bu ritiiellerin hemen hepsinde “gibi
yapmak” 6gesi bulunur: televizyon hayranlar1 videonun kendileri yerine programlar:
izleyebilecegini, akademisyenler fotokopi makinesinin kendileri yerine kitaplar
okuyabilecegini, pornografinin post-cinsel hayranlar1 porno kahramanlarinin kendileri
yerine iligkiye girebilecegini, Tibetliler (Slavoj Zizek’in {inlii 6rnegi icin bkz. Zizek 1989,
33) dua carkinin kendileri yerine dua edebilecegini vb. varsayarlar. Bu bize devretmenin
her zaman ikili bir sey oldugunu gosterir: ilk olarak, hazzin devredilmesi (televizyon
izleme, okuma, cinsellik, dini pratik), ikinci olarak ise inancin devredilmesi. Ciinkii “gibi
yapmaya” inanan Kisi, interpasif 6znenin kendisi degildir. Hatta davraniglarinin icerdigi
yamlsama ile pek de kendilerini 6zdeslestirmezler. Ustelik inanmamanin ¢ok Stesinde,
bunu hi¢ diisiinmezler bile. Sadece “gibi yaparlar” ve bunu yaparak kendilerine 6zgii
belirli bir interpasif rahatlama saglarlar. Sembolik bir ersatz (ikame) davranigin gercek
davranigin yerini tamamen tatmin edici bir bigimde aldig1 varsayildig i¢in bu “sihirli”
bir rahatlamadir: vahsi diye tanimlanan insanlarin diismanlarinin imgelerini bozarak
aslinda kendilerini diigmani gercekten 6ldiirmekten alikoymalar1 gibi, interpasif tele-
vizyon hayram da kayit cihazimi dikkatlice programlayarak ashinda tiim gece televizyon
izlemekten kendini korumus olur.

ikili devretme, ikili 6zdeslesmeme anlamina gelir. Ozdeslesmemek, Althusser’in terim-
leriyle soylersek — cagrilmadan (interpellation) sakinmak, bir ¢agriya cevap vermemek-
tir. Interpasif kisiler tiiketilebilir metanin cagrisim (“benden haz al!”) yanitlamazlar, ama
ayni zamanda bu davranigin igcerdigi yanilgiya da (“bana inan!”) bir cevap vermezler.

Dolayisiyla interpasif personanin pozisyonu bir ideolojik 6zne, yani Althusser’in 6ne
siirdligii gibi “Evet! Buradayim!” diyen bir c¢agrilmanin o6znesi degil, ya da Octave
Mannoni’nin (Mannoni, 1964) tarif ettigi gibi “Gayet iyi biliyorum ama yine de...” bir
tamimama (disavowal) 6znesidir.

06

Dolayisiyla interpasif davranisin kiiciik sihirli ritiielleri (“gibi yapmak”) 6znelestirme/
nesnelestirmeden uzak durmak, (Althusser’in kullandigi anlamda) 6zne olmama-
ya ugragsmak seklinde anlagilabilir. Ancak diger taraftan bu bulgu tiim sihirli ritiiel
davraniglar i¢in de soylenebilir. Yalnizca interpasiflikte sihirli ritiieller yoktur; tiim sihirli
ritiiellerin interpasif bir boyutu vardir.
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Sihir 6zdeslesmemeye dayanir (Sigmund Freud fetisizm iizerine yazdigi makalesinde,
Ludwig Wittgenstein ise Frazerin Altin Dali hakkindaki ifadelerinde bu konuya
deginmistir).

07

Eger interpasif boyut sadece kiigiik sihirli interpasif hareketlere degil de tiim sihirli
hareketlere mahsus ise, o zaman “diinyanin biiyiisiiniin bozulmasi” siireci hakkinda (Max
Weber’in 1905 yilinda kullandig: iinlii formiil ashinda giiniimiizii daha iyi tamimlamakta)
ne diisiindiigimiizii; bir diger deyisle bizleri zarif ve goz kamastirici zevklerden, yani
tlitlin kiiltiirtinden, icki igmekten, cinsellik ve cinsellik iceren bir dil kullanmaktan ve
arttirlmig formalizmiyle giindelik 6zel davraniglar ile sinirimi kati bir bicimde ¢izen ka-
musal davraniglardan alikoymasi hakkinda ne diistindiigiimiizii kendimize sormamiz
gerekir.

Eger sihir inanmamaya dayali ise diinyanin biiyiistiniin bozulmasini, inanmama pra-
tiklerinin terk edilmesi ¢abas1 seklinde anlamlandirabiliriz. Aydinlanma hareketi olarak
adlandirlan seyin, aslinda bir icsellestirme hareketi ve 6znelestirme/nesnelestirmenin
artis1 seklinde anlagilmasi gerekir. Bu tam da Max Weber’in teorisinin ana fikridir, ¢linkii
Weber acikca biiyii bozulmasi siirecinin bilimle ya da materyalist felsefeyle degil din
araciligiyla oldugunu ifade eder.

Giiniimiiz sanatinda da benzer bir hareket gorebiliriz. Kabaca diisiiniirsek sunlar1 so-
rabiliriz: acaba sanatin genel goriimii 80’lerde pek ¢ok renkli ve figiiratif materyale
dayali “Katolik” tip iken, 9o’larda s6ze ve ciddi ahlaki konulara dayali “Protestan” tipe
mi doniistii? Sanatin siyasallagsmas1 adina icerik daha 6nemli sayilirken, formlar git-
tikce daha da ihmal edilmeye ve geleneksel, “burjuva”, metafizik bir sanatin kalintilar
olarak goriilmeye baslandi. Interpasiflik bakis acisindan bakildiginda bunun, sadece
haz anlaminda degil, duygulanimlarla basa ¢ikmay: saglayan bir ara¢ anlaminda da kav-
ramsal bir kazanim m1 yoksa kayip m1 oldugunu sormak gerekir. Sanatin “cazibesini”
bir tarafa koyarak kisi belki de sanatin en etkili kapasitesini, yani imgelemi doniistiirticti
ozelligini, dolayisiyla da en 6nemli siyasi tarafini bir kenara itmis olur.

o8

Giiniimiizde pek ¢ok sosyal alanda pratikler ile bu pratikleri gozlemleyen ya da taklit
eden insanlar arasindaki iligkiyi tartisiyoruz. Bu iligki genellikle futbolsever ile futbol
oyuncular: arasindaki iligki gibi (“ayna ndéron” varsayimi, yalnizca gozlemlemenin bile
futbolseverin becerisini arttirabilecegini aciklamaya calisiyor) bir 6zdeslesme iligkisi
olarak tasavvur ediliyor. Ancak pek ¢ok durumda, pratikleri gozlemlemenin (ya da taklit
etmenin) 6zdeslesme ile ilgili olmadigini kabul etmek lazim. Pek ¢ok insan tam da yemek
pisirmemek i¢in televizyondaki yemek programlarini izler ya da pahal yemek kitaplar
alir. (Noron bilimlerinin bunu agiklamak igin “yansitmayan néron” varsayimini ileri
siirmesini merakla bekliyoruz.)

Siddet iceren bilgisayar oyunlari ile gercek siddet, pornografi tiiketimi ile gercek cin-
sel siddet ya da Nazi kostiimlii S/M oyunlan ile gercek fasist siyasi aktivite arasindaki
iligkileri diisiinmek agisindan, belirli bir gercek pratikten biraz uzaklagarak o hareketi
gozlemleme ya da daha ufagin taklit etme prensibini incelemek gercekten de ¢ok 6nemli.
Bu taklitlerin, tipki sihir hareketlerinde oldugu gibi savunma olusturma iglevini yerine
getirdigini diisiinmek miimkiin degil mi? Gercek siddetten sakinmak i¢in yapiliyor olabi-
lirler mi? Bir arada bulunan gengclerin giin i¢inde, iclerindeki saldirganligi bastirdiklarini
ve ertesi giin okula sakin bir bicimde gidebilmek i¢in bilgisayarlarinda birkag saat ates
ettiklerini diisiinemez miyiz?



Son yillarda yaygin goriisiin oyun oynamay1 gercek hareket icin bir hazirlik olarak gérme
egilimini, interpasif teori acisindan baktigimizda, teorik bir zayiflik olarak adlandirmamiz
gerekir: gliniimiiz kiiltiirii, oynamanin savunmaci, “katartik” etkisini iyice hayal edemez
hale geldi. Teorideki ve tahayyiildeki bu gerileme, “diinyanin biiyiisiiniin bozulmas1”
siirecinin bir etkisi olarak anlasilabilir. Yaygin diisiinceye bir oyunun igerigi ile gercek
hareketin igerigini karsilagtirmaktan bagka bir secenek sunmayan ve bu karsilastirmadan
yavan sonuglar ¢ikaran (ancak bu kurali asla satrang ya da bowling gibi oyunlara uygu-
lamayan) bir tiir “ikonografik naiflik” hakim oldu.

Bu yaygin diisiincenin, icerik benzerligi agisindan farklh pratiklerin farkl iglevlerini kav-
rayabilmesi oldukea giictiir, bu pratikler arasindaki “eklemlenme” sorusunu soramaz.
(Althusser, 1993: 149). Halbuki kiiltiirel teori belirli bir caga 6zgii bu tiir teorik engellerin
farkina varmali, onlarla yiizlesmeli ve onlar1 analiz etmelidir.

09

Giinlimiiz diisiincesindeki bu epistemolojik engeller, ¢ok sayidaki oynayarak sakinma
pratiginin de onlara eslik ettigini diisiindiigimiizde gercekten daha da hayret verici
hale geliyor. Su siralar “kiiltiirel kapitalizm” olarak adlandirilan sey tam da bu sakinma
islevinden ibaret. Slavoj Zizek’in de belirttigi gibi, kiiltiirel kapitalizm {iriinleri giin gec-
tikce daha cok bir yasam tarz1 ya da inanigin gereklilikleri haline geliyor (Zizek, 2002:
118). Ornegin meyveler yalmzca meyve olmaktan cikip saghkl bir yasamm anahtar ya
da ekolojik bir protestonun malzemesi olabiliyor. Baz1 spor ayakkabilar1 yalnizca spor
ayakkabisi olmuyor, ¢ocuk is¢iligine karsi olmanin bir kanit1 ya da tizerindeki markanin
ne olduguna baglh olarak marka gilginhigina belirli bir kars: ¢ikis haline gelebiliyor (Ull-
rich, 2003: 128).

Elbette kapitalizmin tarihine bakildiginda anlam “yiiklenmeyen” bir iirtin bulmak olduk-
ca giictiir. Roland Barthes Mitolojiler adli eserinde bunu acike¢a gosterir (Barthes, 1964:
76ff). Citroen’in iinlii arabas1 “DS” yalnizca bir araba degil, bir mittir — bu érnekte mod-
ernlik ve titopik bir zarafet sozii verir. Eger kiiltiirel kapitalizm ile emek giiciiniin kapital
tarafindan klasik somiiriisii arasindaki farklihig: gostermek istiyorsak, ilk bakista yalnizca
niceliksel bir kayma oldugunu soyleyebiliriz (iirlin degerinin yiizde 50’sinin azindan, kiil-
tiirel, “mitolojik” emegin sagladig: yiizde 50’nin iizerindeki bir orana dogru).

Ancak eger keskin bir ayrim ¢izgisi varsa, bu bir mitin varligi ile yoklugu arasindan gec-
mez. Soru, bir mitin olup olmadig1 degildir. Elzem olan asil soru sudur: bu bir katilim miti
midir, yoksa ¢agimizda tipik bir bicimde goriilebilen interpasif sakinma, boyutunun bir
gostergesi midir? Citroen DS siiriiciileri goriiniir bir bicimde yeni bir modernlik ¢agina
katilirlar ve bunu gosterirler. Giintimiiz tiiketicileri, bunun aksine, arazi tipi bir arac ya da
S.A.T (“Spor Amach Tasit”) alir ancak sehirlerde yasar ve hicbir zaman araziye gitmezler.
Arazi tipi bir arag sayesinde kendilerini orada olmalarina gerek olmadan “arazide” his-
sederler. 20. yiizyil diisiiniirii Alain’in acikea ifade ettigi gibi, “Sehirde oturanlarin kirsal
hakkinda en sevdikleri sey oraya gitmektir; hareket arzulanan objeyi beraberinde tagir”
(Alain 1973: 242). Bugiin kiiltiirel kapitalizm kosullar1 altinda bu formiiliin tersine ¢ev-
rilmesi gereklidir: SAT-sahibinin kirsal hakkinda en sevdigi sey aslinda oraya gitmiyor
olmasidir. Sakinma arzuladig: objeyi (ve bunun doyumunu) beraberinde tasir. SAT bi-
zim yerimize kirsaldir, elma bizim yerimize saghikhdir ve spor ayakkabi bizim yerimize
sportiftir (gercekte spor ayakkabilar hi¢ spor yapmayanlar tarafindan giderek daha ¢ok
kullanilmaktadir). Kiiltiirel kapitalizmin {iriinleri vekaleten yiiriitiilen hayatlarin tiiketi-
cileridir; iirtinler interpasif medyadir.
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Peki neden insanlar kendi hayat ve zevklerini kendileri yagsamak istemezler? Neden
kendi yerlerine bagka bir seylerin ge¢mesini amaclarlar? Gordiigimiiz iizere, interpa-
siflik kiiltiirdeki kutsal kavramiyla ; tam olarak “giindelik hayattaki kutsal” ile (Michel
Leiris[1938]) iliskilidir. interpasif davranisi her zaman sakinmay1 amacladigi icin, bunu
kutsaldan sakinmay1 da amaclayan bir davranis olarak tarif edebiliriz. Insanlar kutsal bir
seyle yakin temas kurmaktan korktuklari icin interpasif davranisa yonelirler. Bu tam da
bos zamanlardan sakinmak i¢in kiiltiirel kapitalizmin bos zaman araclarinin kullanilmasi
icin de gecerlidir. Ciinkii hayatin kendisi gibi bos zaman da, Paul Lafargue’in [1883] ¢ok
iyi anladig lizere, paganizmin kutsal tanrilarina aittir.

Bu sakinma gayreti, kiiltiirde kutsal olana karsi en eski ve icten iligkinin ipuclarini or-
taya cikarir: ylice utangaclik (ya da daha teorik terimlerle ifade etmemiz gerekirse, kutsal
anksiyetesi). Clinkii kutsal, uygun ya da hazmedilebilir olmaktan uzaktir. Aksine, belir-
sizdir; dolayisiyla hem “yiice” hem de “igreng” anlamina gelen kelimelerle ifade edilir
(Freud [1912-13]: 311). Bu arka plan diisiiniildiigiinde, giinlimiizde insanlarin baz seylere
“katilimc1” olarak dokunmalarini tesvik eden pratiklerin nasil yaniltici oldugu acikea or-
taya cikiyor. Ornegin, giiniimiizde 6zellestirilen “otonom” miizelerin kullamislihginin
ziyaretci sayisi agisindan degerlendirilmesinde bu goriilebilir. Ancak miize gibi yerler
yalnizca ziyaret edilerek iglevlerini yerine getirmezler! Tam tersine, en 6nemli hizmetleri
kisinin sanat eserlerinin orada oldugunu, onlarin iyi yerlestigini bilmeleri ve eserleri in-
celemek icin kisinin siirekli miizeyi ziyaret etmesinin gerekmemesidir. Bu tiir mekanlarin
yapitlarin 6niinde siirekli olarak insan yiizleri belirmedigi takdirde kullanigsiz olacag: fik-
ri, kiiltiirel unutkanhktan kaynaklanan garip bir diislincedir. Bu fikir, giindelik hayatta
arazi tipi araclar gibi seyleri kullanma kaynaklanan korliikten dogar.

11

Bu ac¢idan bakildiginda, giliniimiizde katilim igin yiiriitiilen miicadelelerin bireylerin
0zdeslesmelerini arttirmaktan bagka bir ise yaramadig goriiniir olur. Max Weber’e atifla
bu tesebbiislerin dini oldugunu sdyleyebiliriz. Richard Sennett’e (1977) atifla, bu katihima
yonelik tesebbiislerin “mahremiyet tiranligi”’nin (tyranny of intimacy) biiyiimesine
katkida bulundugu iddia edilebilir: yiiz ylize bulunma ideali ile toplumun biitiiniinii degil,
cemaatin mahrem, kiiciik sosyal yapisini hedeflerler. Ozdeslesmenin artmasim kisisel
varolus ve aktif katihm ile basarmaya caligirlar. (Buna kars: olarak Jacques Ranciére es-
tetik meselelerde aktifligin degil pasifligin somiiriilen iscilerin 6zgiirlesmesini sagladigini
vurgular. Ranciére 2006, 82).

Dolayisiyla giintimiizde kullanilan katilim kavraminin Antik Yunan’da kullanilan me-
thexis kavraminin yanlis yorumlanmis haline dayandig: goriilebilir. Giintimiizdeki ka-
vram, yalnizca yiiz ylize bulunan ve aktif bir bicimde dayanisma icinde olan ya da bir
seylere katkida bulunanlarin o seyden faydalanabilecegini varsayar. Ancak, sermayeden
O0grenmemiz gereken bir sey varsa o da bunun dogru olmadigidir. Sermayeye bakarsak,
belli bir seyden faydalananlarin orada bulunan ve o seye dogrudan katkisi olan kisiler
olmadiginmi goriiriiz. Cikar sahipleri, o seyin o sirada orada bulunmayan, goriinmez
ortaklaridir. Methexis’in dogru terclimesi katilim degil ortakliktir; bunun o6zgiirlestirici
bir amag olarak ele alinmasi gerekir. Interpasiflik stratejisine bagh kalarak, siyasi hedefi-
mizi netlegtirebiliriz: hedef, bulunmamak, 6zdeslesmemek ve kapitalizmden farkl olarak,
biitlin tiyelerin uzaktan, bagh olmadan kendisinden faydalanabildikleri bir toplumdan
yararlanmaktir.
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mladen dolar
haz makinesi

Psikanaliz Etigi (Paris 1986) isimli seminerinde Lacan, Grek tragedyalarindaki koronun
rolii lizerine sunlar1 yazar:

“Gece tiyatrodayken ufak tefek dertleriniz akliniza gelir, giin i¢inde kaybettiginiz kale-
mi ya da ertesi giin yazmaniz gereken ¢eki diisliniirsiiniiz ... Saglikli bir teatral temayiil,
duygularmizi halleder. iste koro bunu yapar. Duygusal elestiriniz yapihr ... Dolayisiyla her
tiir endiseden kurtulursunuz. Hatta hicbir sey hissetmiyor bile olsaniz, Koro sizin yerinize
hisseder. Hem, o kadar titrememis olsaniz bile izerinizde bir etki olugsacagin1 neden hayal
etmeyelim? Gercegi s6ylemek gerekirse, izleyicinin pek de titredigini diisinmiiyorum.”
(sf. 294-95)

Aslinda bunda ¢ok daha ilging bir mekanizma vardir: korku ve acima hislerimizi Koro’ya
devredebiliriz; Koro bizim yerimize hisseder, aci ceker, titrer, bizi katilhim ve duygu
yiikiinden kurtarir. Performansa katilirken ne diisiiniiyor ya da hissediyor olursak olalim,
yerimize gecen sey araciligiyla korku ve acimay1 devrederek bu duygular ‘objektif olarak’
hissederiz. Bu noktaya sik sik deginen (ilk degindigi yer Liebe Dein Symptom wie Dich
selbst!, Berlin 1991, sf.49-52) Zizek, bu mekanizmanin farkli 6rneklerinden bahseder:
ornek olarak diinyanin belirli bolgelerinde hala siirdiiriilen bir pratigi, yakinini kaybetmis
birinin yerine aglamasi ve yas tutmasi i¢in tutulan kadinlar ele alalim; Budist rahiplerin
dua carklarini diislinelim; ve giindelik deneyimimize daha yakinlasmamiz gerekirse, pek
¢ok TV dizisinde yer alan (‘sitcom’) ve bir makinenin bizim yerimize giilerek bizi, deyim
yerindeyse, haz alma yiikiinden kurtardig: konserve- kahkahalar diisiinelim. insan bu
konuya egilmeye basladig1 anda o kadar ¢ok 6rnek ortaya cikiyor ki, bu fenomen heniiz
adlandirilmadig halde yaygin olarak ortada oldugu goriilebiliyor. Bu son adimu ise isa-
betli bir bigimde ‘interpasiflik’ kavramini icat eden Robert Pfaller att1 ve bu baglik altinda
giderek artan bir bigcimde uluslararas: bir tartigma basladi.!

Interpasiflik teriminin avantaji, her seyden 6nce, interaktifligi etkisiz hale getirmesi ve
onun ters tarafina isaret etmesidir. interaktiflik giiniimiiziin sloganlarmdan biri, yeni medya
ve yeni medyanin iddia edilen avantajlari ile bas edebilmek igin bir anahtar sozciik, hat-
ta izleyicilerin katilmini amaclayan bir dizi yeni sanatsal form ve pratigin parolasidir.
Interpasiflik ise ortaya cok farkh bir imaj koyar, interaktifligin gizledigi belirli bir haz
seklini kasteder. Ornegin konserve- kahkahalardan ne tiir bir haz alinmaktadir? Surasi
kesin ki bu daha ¢ok insanin kendisine 6zel alanda yapma izni verdigi reddedilemez bir
zevktir; kesinlikle sapkinligin sinirindadir, sugluluk duyulan bir zevkler, gizli bir haz. Kisi
baz1 seylerin ipini eline alarak, onlar1 kendi yaraticiligi dogrultusunda sekillendirerek,
var olanlara kendisinden bir seyler ekleyerek, empoze edilmeye izin vermeyerek, karsilik
vererek, kisacas1 6zne olarak (gerci biraz belirsiz anlam bir tasiyan kiiresel diinyanin
koyliisti gibi) kendisini interaktiflik kahramani olarak takdim edebilir. Peki interpasiflik?
Bu durusun cekicilik yarigina girecek hali yoktur, hatta kendisinde biraz utang barindirir.
Ciinkii 6zne olabilmek i¢in, inter olsun olmasin, en azindan pasifligin z1dd1 bir sey yapmak
gerekir gibi goriinmektedir. Kisaca anlatmak ve gegici bir baglangi¢ noktasi saglayabilmek
agisindan, interpasifligin 6zne olmanin arka yiizii, her zaman 6liime mahkum tarafi,
oznelligi cevreleyecek, azaltacak, huzurunu bozacak siirekli bir tehlike oldugunu ve ayrica
kendini bir cazibe, siirekli bir bastan ¢ikartma, Sirenler’in sarkisi, bos vermeye ve bu red-
dedilemez hazza boyun egmege bir davet olarak sunmakta oldugunu séyleyebiliriz.

1 Bkz. Robert Pfaller (ed.), Interpassivitit, Vienna 2000. Bu kitap konu hakkinda uzun siireden beri yapilan
calismalari 6zetler. Ayrica konu hakkinda 1996°da Linz’de ve 1997°de Niirnberg’de olmak iizere iki uluslar aras1 kon-
ferans diizenlenmistir. Yukarida degindigimiz kitapta Pfaller bu zamana kadarki en kapsaml 6zetlerden birini sunar.
ZizeK'in konu hakkindaki goriisleri icin bkz. The Plague of Fantasies, London/New York, 1998.
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(Gergi Sirenlerin sarkisiyla pasif bir sekilde ¢ekime kapilmamak igin, ilginctir ki bu
ornekte aktif strateji caresizce bir direge baglanmis olmaktir.)

Oniinde sonunda bir ¢ikmaz, bir alternatif bulunur: ya bir 6zne olacak ve etrafindaki
diinyay1 sekillendirecek ve onunla etkilesime girecektir, ya da kendini hazza birakacak,
(inter)pasiflige emanet edecek, seylerin kendisi yerine giilmesine ve aglamasina izin ve-
recektir. Ya 6zne ya da (pasif, sapkin) haz...

Simdi interpasifligin tarih oncesine bir bakig atarak baglayalim. Hazir kahkaha feno-
meninin ve interpasiflik fikrinin dogus yerinin, ya da en azindan embriyon agamasinin,
bulunabilecegi kisa bir eser vardir. Bu, “La machine a gloire” (“Sohret makinesi” ya
da “Sohret veren makine”) isimli kisa bir yazidir. 19. ylizyihn pek bilinmeyen Fransiz
yazarlarindan Villiers de I'Isle-Adam (1838-1889) tarafindan yazilmis ve ilk olarak
1874’te Paris’te La Revue littéraire et artistique’de yayinlanmigtir. Daha sonra 1883’te en
bilinen eserlerinden biri olan Contes cruels (Zalim Oykiiler) isimli kitabinin bir boliimiine
dahil edilmistir (burada yeni baskisindan alint1 yapilmaktadir, Paris 1980). Kitap, ilging
bir bicimde, yakin arkadas1 Stéphane Mallarmé’ye ithaf edilmistir.

Villiers de 1'Isle-Adam aristokrat bir kokenden gelmektedir (hatta 1863’te kisa bir siire
icin Yunan taht: i¢in diisiiniildiigii s6ylenir) ve bu durum ‘hayatinda ve ¢alismalarindaki’
temel yaklasim ve davraniglari belirlemis gibi goriinmektedir. Hemen hemen tiim
yazilarinda goriilebilecek izleklerden biri, burjuva medeniyetinden, onun yapay
degerlerinden, ilerleme fikrinden, 19.yiizy1l boyunca siiren korkutucu ve giiliing zafer
yiiriiylistinden, ruhsuzlugundan, karaktersizliginden, cesaretsizliginden duyulan korku ve
bu medeniyetin reddidir (ona gore burjuva medeniyeti daha ¢ok bir terimler geligkisidir).
Villiers, taklit ve alayda usta bir kisiliktir. Tim burjuva 6gretilerini fantastik, grotesk,
garip, igneleyici seylere doniistiiriir; gizli varsayim ve fantezilerinin maskesini diisiiriip,
diisiince sekillerini uzatip abartarak bunlara absiirt bir bi¢im verir, ancak yiiksek kome-
dinin maskaraliklar: hicbir zaman trajik ve 6liimii hatirlatir olmaktan uzaklasmaz.

‘Sohret makinesi’ {izerine yapit1 bize ingiliz Mithendis Baron Bathybius Bottom’in hari-
kulade icadindan bahseder (Bottom kelimesinin Ingilizce’deki bariz anal imasinm yam
sira, A Midsummer Night’s Dream — Bir Yaz Gecesi Riiyas’'ndaki 6liimsiiz Bottom ve
eseginin kafasini da hatirlatir). Yanilmaksizin gohret iireten bu miithis yeni makine, ¢ok
eski bir makinenin devamidir; tiyatronun icad1 kadar eski oldugundan siiphelendigim ve
Fransizca’'da egsiz derecede ekonomik ve ¢agrisim yapmaya olanak veren bir isme sahip:
la claque (saksakeilik). Kelime, ‘organize alkis” anlamindadir; genellikle maddi bir miikafat
kazanmak amaciyla (ya da dostluk, diismanlik, baz1 geleneklere sadakat vb. nedenlerle)
bu isi yapan ve seyircinin arasina yerleserek onceden ayarlanmig bir bi¢imde alkig tutan
bir grup alkisci icin kullanilir. Kelimenin Fransizcasi o kadar miitkemmeldir ki Ingilizce ve
Almanca bu kelimeyi 6diing alirlar.2 Oldukca uygun bir bicimde kelimenin Fransizca’daki
ilk anlam ‘saplak, tokat, yaumruktur’; diger anlamlar: arasinda ise ‘genelevi’ buluruz. La
cloaque (lagim) kelimesi ile yakinlhigindan ise hi¢ bahsetmiyorum.

2 Brewer'n Deyim ve Fabl Sozliigii soyle bir agiklamada bulunuyor: “Tiyatro vb. yerlerde bir grup kiralanmig
alkigci; M. Sauton tarafindan bulundugu ya da systematize edildigi sGylenir. Sauton 1820’de Paris’te dramatik
performanslarin bagarisini saglayabilmek i¢in bir biiro agmustir. Miidiir gerekli sayrdaki claqueur’ii (saksakei) siparig
vermektedir. Saksakeilar kendi aralarinda da gruplara ayrilirlar: Commissaire oyunu ezberler ve basarili noktalarini
sesli bir bicimde dile getirir; rieur kelime oyunu ve gakalara giiler; pleureur genellikle elinde mendili hazir bekleyen
ve duygulu boliimlerde aglayan kadinlara verilen addir; chatouilleur izleyiciyi keyiflendirir; ve bisseur ‘bir daha’ diye
bagirir.” Bu fenomen 19. yiizyilda o kadar yaygindir ki Villiers’den once pek ¢ok yazar bu konuya egilmistir (6zellikle
Emile Souvestre Le monde tel qu'il sera, 1846). Aralik 1842’de ¢coktan Revue et gazette musicale’de anonim bir not
claque yerine bir makinenin ge¢mesini 6nermis ve ingiltere’de bu tiir bir aygit zaten varmis numarasi yapmuisti.



Saksakeilik tabii ki yalnizca alkigi degil, hem olumlu hem de olumsuz pek ¢ok tepkiyi
igerir. Villiers'nin pitoresk terimleriyle, iyi organize edilmis bir claque sunlar1 sunar:

“Korkmus kadin Cigliklar1, boguk I¢ Cekisler, tesirli Gercek Goz Yaslari, Konuyu anla-
makta giicliik ¢eken bir izleyicinin ani Kii¢iik Kikirdamalar (alt1 sterlin ekstradan ver-
ilerek), biiylilenmis bir adamin siginmasi gereken tiitiin kutusu Tikirtilar,, Yaygaralar,
Bogulmalar, Bir Dahalar, Kullanima Hazirlar, sessiz G6z Yaslari, Tehditler, Ciglikli
Kullanima Hazirlar, resmi izin Imzalar, ifsa edilen Fikirler, Hiikiimdarhk, Kurallar,
Mahkiimiyetler, ahlaki Egilimler, epilepsi Ataklari, Dogumlar, Tislamalar, intiharlar,
tartisma Giliriiltiisii (Sanat i¢in sanat, Form mu fikir mi, vb.)” (sf. 100)

Bu biiyiileyici envanteri bir uyari izler:

“Burada duralim. Ciinkii izleyici kendisinin de istemeden de olsa saksak¢iligin bir parcasi
oldugunu diisiinebilir (bu mutlak ve tartismasiz bir dogrudur); ancak aklinda bununla
ilgili bir siiphe birakmak daha iyi.” (age)

Saksakeilik, Grek tragedyalarindaki koronun garip bir mantiki karsihigidir, interpasifligin
olaganiistii anlarindan biri olarak is goriir. Koro, izleyicinin yerine gecer ve onu sahne-
de temsil eder; korku ve acima duygularindan kurtarir, bu duygular izleyicinin yerine
hisseder ve ifade eder. Saksakeilik, onun izleyiciler arasindaki temsilcisi, yaninda oturan
ve sahne diginda gereken tepkileri verme isini halleden ‘ikinci benligidir’ — onun yerine
alkislar, yuhalar, giiler ve aglar, hissetme ve haz alma yiikiinii iistiinden alr. zleyici ra-
hatlar, saksakeilik gerisini halleder. Peki o zaman saksakeilik ile izleyici arasina bir ¢izgi
¢ekebilmek miimkiin olur mu? Saksakeilik izleyiciyi ve izleyicinin tepkilerini el altindan
niifuz edip en sonunda onunla Ortiismez mi? Saksakciliktan ayr1 ve tamamen onun
disinda kalan bir izleyiciden bahsedebilir miyiz? Villiers, saksak¢iligin bilincaltindan
bagimsiz oldugunu diisiinmez, izleyici bilgisi olmadan (a son insu) onun bir pargasi
olur, yaninda oturan, gosteri alanim1 ve zamanini paylastigi ve kendisinden basitge
uzaklagtiramadig ‘6teki’ ile istegi disinda bir baga sahiptir. Bilingaltinda ‘o konusuyor’dan
once ‘o saksakliyor’un geldigi soylenebilir, ya da ‘o saksakliyor'un ‘o konusuyor’un modeli
ve somut 6rnegi oldugu... Izleyici hi¢ ‘Saksakcilik yeter! Ben kendi otantik tepkilerime
dayanarak izlemek istiyorum!’ diyebilir mi? Ancak bu da ¢oktan saksak¢iigin 6ngordigii
bir seydir:

“Saksakeinin kendisi ‘Saksakeiliktan biktik artik!” diye bagirip o ana kadar kendisine bunu
yapmasi dayatiliyormus gibi davrandiktan sonra, oyunun sonunda sanki simdi gergek
Izleyiciymis ve roller tersine dénmiis gibi alkislamaya basladiginda Sanatin son asamasi
teklif edilmis olur; boylece asir1 harareti diigiirmiis ve kisitlamalar1 getirmis olur.”

Oyleyse saksakcilik takip edilebilir degildir, sinirlari siirekli muglaklasir, belirli bir alana
atfedilemez. Elestirisini kendinde barindirabilir ve belki de doruk noktas1 ‘Kahrolsun
saksakgilik!” diye bagirdigi, kendisine yonelik savas ¢igliklarin tistlendigi, omuzlarina
yalnizca izleyicilerin oyuna yonelik tepkilerini degil, kendisine yonelik tepkilerini de
aldig1 andir. Saksakeilik, saksakgiligin reddi ve onun kendisini reddi, saksake¢ihigi daha
giiclii yapar, her yerde bulunur hale getirir. Izleyici boylece gercekten de rahatlayabi-
lir, ¢linkii saksakgiliga kars: besledigi giic duygular bile saksak¢iligin kendisi tarafindan
ele alinir. Cesur Atinali amator aktorler gibi Shakespeare’in Bottom’inin 6nerisine “Ben
aslan degilim, Snug'im, sizin gibi bir adamim!”3 diye karsilik verdiginde zirveye erisir.

3 Bottom: “Insafli hanimlar! isterim ki, ya da rica ederim ki, ya da yalvaririm ki sizler korkmayin, korkudan titreme-
yin: benim hayatim sizindir. Buraya bir aslan olarak geldigimi diistiniiyorsaniz, bu benim yasamim igin incitici bir
seydir. Hayir, boyle bir sey degilim; diger adamlar gibi ben de bir adamim’ — ve tam da orada onun adin1 vermesine
izin verir ve onlara acik¢a dogramaci Snug oldugunu séyler.” (A Midsummer Night’s Dream, II1/1)
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Bu izleyiciyi en iyi 1s1irdig1, aslan penceleriyle onu ikiye ayirdig1 zamandir. (‘Bu bir aslan
degildir’ climlesi Freudyen ‘Bu annem degildir’ ciimlesi gibi okunmalidir. PFL 11, sf. 437)

“Izleyicilerin ortasinda tamamen aydmlik icinde duran bir yasayan heykel olarak
Saksakeilik, kalabaligin, duydugu seyin degerini kendi kendine anlama kapasitesinden
yoksun oldugunun resmi belgesi, bariz semboliidiir. Kisaca, Yas Tutan kadinlar ile Acinin
iliskisi neyse, Saksakeilikla teatral Thtisamin iliskisi de odur.” (Villiers, sf. 100)

Gordiigiimiiz gibi Villiers, interpasif 6zelliklerden haberdardir ve kendisi de interpasifligin
zirvesindeki 6rneklerden birini verir. Hatta birkac sayfa sonra “ilerlemeyi ilgilendiren
seylerin 6nciisii olarak Cinlilerin dua carklar1” (sf. 105) ile bir karsilagtirma 6nermesin-
den, kendisinin de interpasiflik {izerine okumus oldugu izlenimini edinebiliriz.

Villiers'nin kalabaliga, kalabaligin kendi kararlarini verememesine ve kendi yargilarim
olusturamamasina kars1 koklesmis yukaridan bakisina kizabiliriz. Ancak saksake¢iligin
mekanizmasi, Villiers’'nin 6nyargilarinin ¢ok Gtesine gecger. Ciinkii soru sudur: Otan-
tik olani, suni olanin icinden nasil ¢ekip cikarabiliriz? Aralarinda net bir ¢izgi var m1?
Kisi ‘zaten coktan ve her zaman’ saksakcihigin bir parcasi degil midir? Saksak¢iligin
bulunmadig: herhangi bir tiyatro, ya da hatta bundan bir parca nasiplenmemis herhangi
bir sanat tiiri var midir? Saksake¢ihiktan kurtulabilir miyiz? Saksake¢iligi performansin
oncesine, yani bizi ilk basta tiyatroya ¢eken seye kadar uzatabiliriz: reklamlar, elestiri
yazilarl, medyada konuya yer verilmesi, arkadaglarin fikirleri, dedikodular... Ancak
bigimleri cok daha miizmin ve sinsidir: yiizyillardir biz daha bir tiyatroya, konser salo-
nuna, galeriye, kiitiiphaneye ayak basmamisken oyunlar1 bizden dnce gormiis, kitaplar
bizden 6nce okumus, resimleri bizden 6nce begenmis, miizikleri bizden once dinlemis
tuhaf bir saksake: grubunu olusturan insanlar vardir. Bunlar isitilemez bir saksakcilik
yapar, hafif bir soylenti ¢ikarirlar: Bu korku ve ac1 uyandiran bir oyun, bu giilmek igin
bir oyun, bir digeri aglamak icin, bu ise alaya almak icin... Hepsini bizden once izledi-
ler ve dinlediler, bizden 6nce bunlardan zevk aldilar, alkigladilar ya da yuhaladilar, bize
nasil tepki verecegimizi gosterecek uygun yollar1 belirlediler. Hi¢ kimse o goriinmez
saksakcilik bunun yapilmasi gereken bir sey oldugu soylentisini yaymadan once bir ti-
yatroya ayak basmis midir? Saksakeilik gelenegin bir bagka adi degil midir? Saksakcilik
olmadan bir kiiltiir var olabilir mi? Bir noktada saksakciliga bagvurmayacak bir otantik-
lik standardi mevcut mudur? Kisi, ona kars1 ¢iktigin1 hayal ederken bile, saksakciligin
bir nebze destegi, arka plandaki sesi olmadan, bagimsiz bir bicimde ‘otantik bir yargy
olusturabilir mi? Gordiigiimiiz gibi saksakeilik, kars: ¢ikmanin da habercisidir. Bu belki
de bize “Saksakeilig1 takip etmeyin!” diyen en sinsi saksakeilik seklidir ve buna muhalefet
etmek, daha naif ve dogrudan sekillerine muhalefet etmekten giictiir. — Tomurcuklanma
asamasindaki burjuva kitle kiiltiiriiniin asagiladig1 ve bozdugu aristokratik degerlerin sa-
vunucusu Villiers, saksak¢iligin biiylimesi ve yayginlasmasini, zamanin bir semptomu,
degerlerin diisiisii, gercek degeri tanima beceriksizligi ve sahtekar otoritelere dayanma
ihtiyaci olarak saptamigtir.

Aristokratik kiiltiir ayirt etmeye dayalidir ve elitleri ayirt eden sey gercek degeri ayirt ede-
bilmesi, saksak¢iligin pesinden gitmemesidir. Fakat burada bir tuzak da vardir. Ciinkii
bu yaklagim gercek saksakciligi sahte saksakciliktan ayirma seklinde terclime edilebilir
ve gercek saksakeiligin ‘saksakeilar: takip etmeyin’ diye bagiranlar oldugu diisiiniilebilir.
Fakat saksakcilik disinda bir ayrim olabilir mi ki?

Bu organize alkig (1slik ve yuhalama da) yiizyillardir siire gelmektedir; onyargi ve
tarafgirligini ortaya ¢ikarmanin kolay bir yolu yoktur, ¢ilinkii bu 6nyarg: olmadan aca-
ba biz nasil olurduk sorusu akillara gelmektedir. Bizim yerimize haz alan bir damla
saksakeilik olmadan sanat zevk alinabilir, kiiltiir tiiketilebilir mi? Entrainé olmadan?



Burada hi¢ ‘ickin deger’ bulunmadigindan s6z etmiyorum, daha c¢ok ickin deger
kavraminin kendisinin bir noktada saksak¢iliga dayanmak zorunda oldugundan bahsedi-
yorum. Bir noktada kisinin saksak¢ihigin ickin deger olduguna giivenmesi gerekir. Bir
noktada kiginin saksakciligin yiizyillardir, binyillardir ‘klasik eserleri’ sardigini bilmesi
ve boylelikle olusan bilgisine giivenmesi gerekir. Ve eger saksakciligin tesvik ettigi belirli
bir degeri, daha gercek olduguna inanilan bagka bir degerle degistirmek istiyorsak, bu
belki de bir tiir saksakeiligi bagka bir tiir saksakgilikla degistirmektir. Saksakeihigin iyi
‘bildigine inanilir’, ama ayn1 zamanda dogasinda kendisiyle gelismek vardir.

Burada interpasifligin ¢izgisini asabilmek ic¢in yalmzca kiiciik bir adim gereklidir:
nasilsa ge¢miste de giiniimiizde de saksake¢ilik bizim yerimize haz alma isini yapmistir,
neden tiyatroya gitmekle ugrasalim ki? Belki de burada otantik yaklagim evde oturmak,
saksakegiligin bizim yerimize zahmetli kiiltiir iglerine katilmasin beklemek, hazzimizi on-
lara devretmek ve evde rahatlayip — ne yapmak? Hazir kahkahali sitcom’lar1 mi1 izlemek?
Biraz daha haz m1 devretmek? Saksakciligin disinda kalan bir haz var m1?

Tabii ki, bu sadece sanat ve kiiltiir igin gecerli degildir. Saksake¢ilik her sekliyle sohret
kazandirir: “Her s6hretin kendi saksak¢ihig1 vardir, yani golgesi, yapay tarafi ve hicbir
seyligi (ciinkii Hicbir Seylik aslinda her seyin kokiidiir)...” (sf. 97). Oyleyse her sohrete
siirekli ve ayrilmaz bicimde eslik eden ve tarihin arka plandaki sesi, duvar kagidi, viziltis1
arasinda goriinmez ve duyulmaz hale gelen, alkiglayan ikizi, 6tekisi vardir ve onu ki-
min ve ne vaatle kiraladig1 unutali da ¢ok zaman olmustur. Ya da belki de hicbir zaman
diizgiin bir bicimde tutulmamig ve 6demesi yapilmamigtir, belki de kendisi ‘zaten her za-
man’ entrainéedir, kokenlerini kavrayamadigimiz bir saksakc¢iligi sadece takip ediyordur
(mitler i¢in iyi bir malzeme: ilk saksakgiyr kim tuttu?). ‘Kim saksakeiyr tuttu?” seklindeki
paranoyak soruyu sormaktansa ‘biri tutmamis oldugu halde nasil oluyor da saksakgilik
bu kadar 1iyi igliyor?’ sorusunu yoneltmemiz daha anlamhdir. Ayni1 anda bagarisini ve
kurtulusunu korurken ayni1 zamanda degerini gizli planlara, uydurmaya ve yaniltmaya,
pariltisini karanliga, varhgimi hiclige mahkim eden bir sohretin pargasidir. Popoya
saplak, genelev ve lagama dair tarafi da vardir. Kiiltiir, gelenek ve tarihin tiimiiniin igine
saksakeilik islemistir. Saksakeilik: biiyiik Oteki, Lacan’in grand Autre’u icin ne de miithis
bir isim!

Her seye ragmen, dahi baron Bottom saksake¢iligi bir makineye doniistiirmek gibi parlak
bir fikre sahipti — ‘zaten her zaman’ oldugu bir seye... “Aslinda saksakcilik insanliktan
mamul bir makinedir, dolayisiyla miikemmellestirilebilir” (sf 97). Miikemmel olmayan in-
san makinesi miikemmellestirilebilir, arizi taraflar1 elenebilir, insan hammaddesi meka-
nik bir aletin dogrulugu ve tahmin edilebilirligi ile degistirilebilir. Makine tiyatro binasina
yerlestirilebilir, mimarisine dahil edilebilir: ‘fonograflar’ heykel ve dekorasyonlarin
gozlerine yerlestirilebilir ve uygun zaman geldiginde “hepsi de izleyiciye ait olan, fakat
miikemmellestirilmesi gereken vay vay seslerini, ¢igliklar, ‘entrikacilar ¢ikarin!’ sozleri-
ni, glilmeleri, i¢ ¢cekmeleri, bir dahalari, tartismalar, tiitiin kutusu tikirtilarin vb.” (sf
102) yayabilirler. Edison* fonografi, sesleri kaydeden ilk makineyi, icat ettiginden beri
bundan daha kolay bir sey yoktur ve ‘hazir kahkaha’ bunun ilk ‘dogal’ sonuglarindan biri
gibi gortinmektedir, Villiers de bunu hemen fark eder. Makine gaz yaymak gibi bir ekle-
meyle mitkemmellestirilebilir, bGylece gerektiginde aglamaya ya da giilmeye yol agacak
gazlar yayabilir. Her koltuga odundan eller tutturabilir, sahneye cicekler ve defneler ata-
cak mekanizmalar konulabilir.

4Thomas Alva Edison, Villiers de I'Isle Adam’in bir baska meshur kitabi olan L’Eve future (Gelecegin Havvasi) (1886)
isimli kitabinda gegen bir bagka kurgusal karakterdir. Bu kitapta tiim hikaye mekanik bir bi¢cimde tiretilmis bir kadin
etrafinda doner (‘android’, “elektro-insan otomat, modern bilimin buluslar1 sayesinde tamamen bir insan hissi
uyandirabilmektedir” (sf 105)) ve icad1 gergeklestiren Edison olarak gecer. Saksak¢ihigin bu yeni avatarina feminist
elestiri tarafindan yoneltilen yogun ilgi dolayisiyla, yakin zamanda bu kitap da s6hret siralarindaki yerini almigtir.
Yazinin Ingilize orijinalinde cock-pit seklinde yazilan bu ifade bir tabanca horozuna, dolayisiyla da biitiin hareketi
baglalatan bir parcaya da gonderme yapar.
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Tiim bunlar suflor girintisine yerlestirilecek sofistike bir kontrol odasindan yonetebilir,
boylece buras: hakiki bir ‘kokpit’e doniisebilir. Hicbir slipheye yer yoktur: bu sahane
makinenin icine girer girmez herhangi bir oyunun basarili olmamas i¢in bir siiphe yok-
tur, hicbir kaza olamaz. Direnmek nafiledir.

Bunlarin da iistiinde, Bottom’in makinesinin bir uzantisi da tiyatro elestirisine laf ata-
bilir. Alisilageldik kliseler ve siradanliklar mekanik bir bigcimde bir araya getirilebilir,
bosluklardaki bazi isimler degistirilebilir ve ortaya ¢ikan sonug¢ miitevazi insan ¢abalarini
oldukca epey asacaktir. Elestiri saksakciligin zaten her zaman bir pargasi olmustur,
dogas geregi zaten mekaniktir. Ruh bir makinedir ve saksak¢ilik Pascal’in tavsiyesinin
bir bagka anidir: 6nce makine ve sonra ruh onu izleyecektir.

Bottom’a Shakespeare’in dokumaci Bottom’inin isminin verilmesi tesadiifi degildir. Yeni
Bottom gibi eskisi de teatral hilekarlikta ustadir. Ancak hayati bir fark vardir: eski Bottom
tiyatroya ickin sihire ve bunun izleyici iizerindeki tesirine inaniyordu. Bu da onu, temel
kaygisi nasil biraz Verfremdungseffekt iiretecegi olan bir Brechtiyen avant la lettre’e (ke-
sin bicimini almamis) ceviriyordu. izleyiciyi tatmin etmek ve goziinii agmak istiyordu —
“bu yalnizca bir oyun, bunlar gercek kiliclar ya da aslanlar degiller”.s Sonsuz bir safdil-
likle, izleyicinin sonsuz safdilligine inaniyordu. Onun i¢in tiyatro kendi iginde saksakgilik
gerektirmeyecek kadar ¢ok ikna ediciydi, boylece aktorlerin rolii bunun tam aksi oluyor-
du: fazla cogkuyu engellemek, yamlgiy1 kirmak. Oysa ki yeni Bottom her sihrin uydurma
oldugunu bildigi i¢in, bunun zi1dd1 bir derde sahiptir: izleyiciyi nasil harekete gecirmek
ve onu nasil inandirmak gerektigini diisiiniir. Yaptig1 numaralar eski Bottominkiler ka-
dar kaba ve barizdir, ancak insan yine de bunlar yutar. izleyicinin, Kralice Titania gibi
biiyililenmis bir bicimde esegin kafasina sirilsiklam asik olmaktan bagka bir caresi yoktur.

Oyleyse s6hret muammasinin son ¢oziimiinii dipsiz Bottom’da buldugunu soyleyebiliriz:
“Bu Sfenks kendi Oedipus’unu buldu” (sf. 107).

Bu yazidan pek ¢ok soru ¢ikmaktadir. Her seyden dnce, ‘gercek’ bir interpasiflik 6rnegi
mi ele almaktay1z? Baghgimizin altim ¢izen belirsiz bir ¢izgi var, ancak soru, bu siir
¢izgisinin sonuna kadar korunup korunamayacagi. Bu soruya Villiers'nin elzem terimi
entrainer ile yaklasilabilir — tegvik etmek, dayatmak, tesvik etmek, harekete gecirmek.
Ona gore makinenin amaci, saksakciligin ilk yaydig: tepkileri, insan ya da mekanik bir
sekle sahip olmalar1 fark etmeksizin tegvik etmektir. Saksakgilik izleyiciye kahkaha,
gozyasi, fikir vb. bulagtirmalidir, ki bunlar ‘gercek’ numarasi yapan yapay formu oncel-
erler (ya da bazen kabaca fizyolojik uyaricilar devreye girer ve interpasiflik tamamen
ortadan kaybedilir). Saksakcilik bana alkiglatmak icin alkislar, beni giildiirmek icin
giiler. Izleyicinin ‘otantik’ hisleri yapay olanla harekete gecirilir, boylece aradaki fark:
artik kendisi de goremez hale gelir. Ancak interpasifligin yaptig1 sey bu mekanizmanin
biraz yerinin degistirilmesidir: insan ya da mekanik mekanizmalar bizim yerimize tepki
vermeyi listlenirler, boylece haz almaktan kurtulur ya da (insan ya da mekanik) Gtekiye
hazzimizi havale etmis olmanin garip hazzina boyun egeriz. Hazir kahkaha beni giil-
diirmez, bunun yerine, bizim gililmemizi engeller. Her ne kadar hayali her zaman orada
olsa da, Villiers bu kivrimda birden durur — saksakcilik dedigimiz anda, havale edilmis
bir haz varsayimi vardir. Saksake¢ilig: izlemeye beni sevk eden sey ‘haz almasi beklenen
Ozneyi’ cisimlestirmesidir (yalnizca bilmesi gereken bir 6zne yerine); boylece bana bu
hazza katilma istegi bulagtirir. Ancak aldatici esik de buradadir: saksak¢iligin haz aldigini
varsaydigim an, cazibe birakilamayacak kadar biiyiik bir hale gelir ve olayin iginde yer
almaktansa saksak¢iligin benim yerime haz almasindan haz duyarim.

5 Bottom: “Bana bir giris yazis1 yaz ve bu yazinin kiliclarimiz bir zarar vermeyevek ve Pyramus 6lmedi dermis gibi

yapmasini sagla: ve daha iyi bir garanti i¢cin Ben Pyramus’un Pyramus degil dogramaci Bottom oldugunu sdyle, bu
onlarin korkusunu giderir.” (I11/1)



Haz alma varsayimi haz almayr saglar ve bu 6zel tiir zevk, interpasifligin temelini
olusturur. Hatta bu mekanizmanin kiiltiiriin de gébegine oturdugu tezi 6ne siiriilebilir.

Biiyiik sehirlerdeki kiiltiir dergileri (6rnegin Londra’da Time Out, New York’da Village
Voice, Paris’te Pariscope) ile ilgili ortak bir deneyimden s6z edebiliriz: Sunulan tiim
gosterilerle ilgili olarak saatlerini, yerlerini ve bilet fiyatlarini1 da igerecek sekilde goz alici
tarifler verirler. Her bir goriilecek seye ipuglari, begenilecek noktalar, nasil kullanilacag,
onemli ozellikleri; haz alinacak belirli acilar1 da iceren elestirel bir yorum eslik eder.
Bunlarin tiimii kullanic1 dostu olmak, gereken reklami yapmak ve tiim bu gorkemli
ozelliklerden haz alma, bu 6zelliklerin auralarina katilma istegi uyandirmak amaciyla
hazirlanmigtir. Ancak bu dergilerin genellikle yarattig1 etki hem bir istek uyandirmalari
hem de kendi uyandirdiklan istegi tatmin etmeleridir. Kisi tiim bu muhtesem gosteri-
ler hakkinda bir seyler okuyarak gosterilere gitmis kadar olur; sayisiz olasilik kargisinda
‘bu gece harikulade seyler yapabilirdim, 6yleyse neden evde oturmuyorum ki?’ der.
Tiim kiiltiirel elestirilerde, sanat dergilerinde, miisrif kataloglarda (giin gectikce daha
da miisriflesirler), tiim biiyiik ve yaygin kiiltiirel kuruluslarda, dedikodu ve kanaatlerde,
yapilmas1 ve yapilmamas1 gerekenlerde, uygun davranislarda, sik olan ve olmayan-
larda, fikir endiistrisinde bir esik bulunur. Kugkusuz kiiltiir karsilama ve begenme isi
olmaksizin var olamazdi, analiz kiiltiirii ayakta tutar. Ancak ayn1 zamanda ortada be-
lirli bir tiir haz alma da vardir: tiim ¢aligmalardan bizim yerimize zevk alan, bunlari
begenen bir 6zne, bizim yerimize dogru bigimde haz alan, her seyi izleyen, okuyan ve
dinleyen biri... Vekaleten, dolaysiz katihm ile, evinden hi¢ ayrilmadan bir parcasi olarak
kiiltiire katilmakla ilgili belirli bir tiir kiiltiirel haz vardir (ve zavall egitimsiz ilkellerin
bunda yer almamasina da acimak — onlar da evlerinden hi¢ ayrilmiyorlar, ancak onlar
ne kacirdiklarindan haberdar degiller, biz ise bunlar hakkinda bilgi sahibi oldugumuz
icin kaciriyor sayllmayiz). (istanbul’da Time Out okumak pek bir ise yaramaz. insanin
say1siz olanaklara kendini verebilmesini saglayacak olan 6zgiir se¢im sanisina sahip ola-
bilmesi icin orada olmas: gerekir, her ne kadar kisi higbir yere gitmese de). Ve elbette
tiim bu kiiltiirel elestiri ve reklam, klige, bayagilik ve stereotiplerin yeniden dontisiimii
ile epey mekanik bir sekilde olur ama bu biraz daha haz getirir, c¢iinkii mekanik dogas1
apacik goriildiigii icin insan kendisini daha da zeki hisseder. ‘Tabii ki bu elestirmenlerin
soylediklerine inanmiyorum, ¢cogu aptal ve kalin kafali, ama yine de...” (Bu konserve kah-
kahalar kargisinda da olur, ¢iinkii zevk veren noktalardan biri tam da kendini zeki, diisiik
seviyeli mizahi giiliing bulmayacak kadar yukarida hissetmektir). Ama tiim bu dergilere
verilen her kurusa degerdir, zira insanlara ‘gercek’ kiiltiiriin verdiginden ¢ok daha fazla
zevk verirler. Bir Paris kahvesinde oturup Pariscope okumaktan ve diinya kiiltiirtiniin en
iyilerini parmaklarinin ucunda hissetmekten daha fazla ne haz verebilir ki? iste sorun
buradadir: kiiltiiriin yerine gececek bir sey olmadan kiiltiir var olamaz, tiim bu bagkasinin
yerine yapilanlar o seye ickindir ve eger bunlar olmasa o sey ugup gider. Kiiltiir, kiiltiir
yerine gecen seylerin, yerine gegcme kapasitesine sahip seylerin kiiltiiriidiir.

Yerine ge¢menin iki tarafi vardir: bir taraftan, eksik olani telafi edecek bir mekanizma
olarak anlagilabilir. Kisi o seyi hemen elde edemez, dolayisiyla bunun yerine en iyi ikin-
ci ihtimale bagvurur — eger bir seyden zevk alamayacaksam bagkasi benim yerime alsin,
(Kafka’dan bir 6rnek vermemiz gerekirse) benim i¢meme izin verilmeyen biray1 bir
bagkasi i¢sin, ya da benim mahrum oldugum zevki almak i¢in bir makine gorevlendiril-
sin. Bir parca yapay zevk hi¢ olmamasindan iyidir, 6yleyse digerinin zevk aldigini bilerek
zevk alayim. Bu herhangi bir nedenden 6tiirii dogrudan ulasilamayan gercek seyin yerine
yetersiz bir ikame koyma mantigidir. Ancak bu interpasifligin gercekte amacladig: sey
degildir; zayif bir ikame degil de bagka bir yoldan elde edemeyecegim sekilde yeni bir tiir
zevk iiretme sorusu olarak ele alindiginda daha iyi anlagilabilir ve burada bulunan para-
doksu gosterebilir. Iste burada kiiltiirel yerine koymanin uygun islevi ortaya cikar: hazzin
kaybolmasini, yasaklar ve kisitlamalarla kiiltiiriin bize dayattig1 agir bedelleri, dogal
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diirtiilerin bastirilmasini, bunun yarattigi hosnutsuzlugu, interpasif olanlar da dahil
olmak {tizere kiiltiirel aletlerin telafi etmesi degil, daha 6nce goriilmemis yeni hazlarin
icat edilmesidir. Mesele diirtiilerin sosyal kisitlamalara uyum saglamas1 ve gercek
seylerin yerine gegen seylerle tatmin edilmesi degildir; dogalar1 geregi uyumsuzdurlar ve
ehlilestirilemeleri sosyal uyum degildir; ancak yerine koyma yapisi iginde her zaman yeni
nesneler iiretirler. Interpasiflik ile kiiltiir kendini ikiye katlar diyebiliriz: yeni nesneler,
kiiltiirel {iriinler, sanat ¢alismalar1 — yerine gecen seyler olarak — ikincil bir harekette
nesnenin kendisi olarak, aurayi tasiyan seyin kendisi olarak, en yiiksek iyilik olarak
goriiliirler, yerine gegen seyler olarak bu nesnelerin kendileri 6nerilen kiiltiirel hazzin
nesneleridirler. Kiiltiirlii bir insan1 egitimsiz barbarlardan ayirt eden de budur: bu insan
kiiltiirel nesnelere deger vermeyi ve bunlardan uygun sekilde hoslanmay, onlar arasinda
nasil hareket edecegini, onlara nasil tapinip nasil dalkavukluk yapacagini bilir. Ancak
burada ikinci bir erteleme olarak interpasiflik devreye girer: bunlardan bizim yerimize
haz alan, bunlar: bizim yerimize begenen makineler icat etmek. Bdylece bir sanat yapiti
aslinda yerine konan bir sey, diirtiilerin tasfiyesi ile yasam bulmug sézde taklit bir haz ise
interpasiflik, yerine gecen bir seyin, ilk derecedeki taklidin saglayacag: var sayilan hazzin
yerine gecendir. iki defa ertelenmis hazdir. Ancak bu ikili yaps, kiiltiiriin kendisi kadar
eskidir. Interpasifligin belki de en eski mekanizmasi olan saksakeilik, iki igleve sahiptir:
bir taraftan kiiltiir nesnelerini secer, bize sanat ¢alismalarin isaret eder, onlardan nasil
haz alinacagini gosterir, kiiltiirel girisimlerin pek ¢ok kolunu destekler, bizlere yarg: ve
fikir saglar. Ancak Obiir taraftan, yalmzca bizi icine cekmek, egitmek ve gereken duygu-
larla doldurmak i¢in degil, bizim yerimize eglenmek, giilmek ve aglamak, yargilarimiz
aciklamak icin de oradadir. Boylece havale ederek, temsilcilerim araciligiyla kiiltiir islerine
katilabilirim — ki bu yine belirsizdir: hem ‘otantik’, yani kiiltiirel acidan uygun bir durustur;
havale edilen haz, kiiltiirden ayrigtirilmasi miimkiin olmayan bir mekanizmadir, havale
etmeye dayal otantiklik onu imler (otantikligin otantik havalesi), hem de afra tafra, ki-
birlilik, kendini 6nemsemeye dogru bir meyil vardir, ¢linkii bu yaklagimi1 benimsedigimde
kendimi kiiltiiriin her zamanki tiiketicilerinden ¢ok daha sofistike hisseder, kendimi
kiiltiiriin Gstiine yerlestirir, kiiltiirlii olusumu bagkalarinin kiiltiir islerini benim yerime
yapmasini saglayarak gosteririm, dogrudan kiiltiire katilmayarak daha yiiksek derecede
bir kiiltiir sergilemis olurum. Dolayisiyla bu tavir hem gercek hem magrur, ya da hem
miitevazi hem de kiistah olmaktir — eger mesele kendi egonun hazzim bir bagka seye, bir
makineye havale etmek, hazzin merkezden uzaklagsmasindan hoslanmak ve ‘onun’ haz
almasindan memnun olmak ise miitevazilik; fakat mesele bu sekilde egonun biiyiimesi,
kendini begenmigligin artmasi ve kiiltiirel kapitalin arttig1 sanisi ise kiistahliktir. Bunlara,
insanin kamusal alanda itiraf etmek istemeyecegi interpasifligin kirli zevkleri ile bobiir-
lenerek kendini gercek bir erbap olarak gostermek arasindaki ince ¢izgi eslik eder.

Saksakeilik kiiltlir kadar eskiyse de yine de bir tarihi vardir. Villiers'nin yazdiklar1 bir
doniim noktasim gosterdigi i¢in 6nemlidir. Belki de ancak 19. yiizyillda saksak¢iligin
yalnizca bir makineden ibaret oldugu ve salt mekanik bir bigimde hizmetlerinin temin
edilebilecegi, gercekten kiiltiire bagh bir mekanizma oldugu, kendisini destekleyen bir
kiiltiirel makine bulundugu, her ikisinin de bulagtirma yoluyla haz iirettigi ve tiiketicinin
yerine haz aldig1 anlasildi. Fonografa ve pek cok teknik ustaliga yazisinda yer vererek
ileride ortaya cikacak teknolojik gelismelerin habercisi olan Villiers'nin yazdiklarimin
onemi de buradan gelir. Video bizim yerimize film izleyebilir, fotokopi makineleri bizim
yerimize kitap okuyabilir, kiiltiire katihmimizin yerine gececek seyler olarak turistik kiil-
tiirel gezilerimizin fotograflarim ¢ekeriz, hazir kahkahalar bizim yerimize giiler. Kiiltiiriin
istiflenebilmesi ve kaydedilebilmesi, yerine ge¢me yapisin1 kuvvetlendirir, kendimiz haz
almaktan bizi eskisinden daha da fazla kurtarir. Keskin bir zeka 6rnegi olarak Villiers,
yeni teknolojilerin saksakeilik mekanizmasina dayanacagini ve kiiltiir kadar eski bir
mekanizmanin nakledilecegini gormiistiir.



Interpasiflik bir agiklikta, basit psikanalitik terimleri kullanmak gerekirse, arzu ile
diirtiiniin kesisme noktasinda durur. Hem arzu hem diirtii havale etme yapisina dayanir,
ancak bunu iki farkli, hatta zit sekilde yaparlar.

Havale etmek ne demektir? insan hareketinin havale edilmesinin olaganiistii bir tarafi
yoktur. Hatta bir hareketin ilk bagta havale edilerek 6zellikle insani bir hal aldigini sGyleye-
biliriz — ya bir seye, bir alete havale edilir (bir tanima gore insan ‘alet-yapan’ hayvandir,
bkz. Marx ve Franklin), ya da hareket buna paralel bir sekilde, bagka bir insana, ‘konusan
bir alete’ (Aristo'nun kdéle tanimi), emirleri yerine getirecek birine havale edilir: bunlar
kisinin hareketini bir bagkasina devretmesinin iki yoludur ve her ikisi de tam da tarihin
malzemesi, teknolojinin ilerlemesinin ve bunu sinif iligkilerinin gelismesinin izlemesinin
temelidir (nostaljik Marksist terimlerle ifade etmek gerekirse, iiretim araclarinin ve iire-
tim iligkilerinin). Hareketin havale edilmesi jesti hem ‘insanin dogasini’ tanimlar hem
de getirdigi aracilik ile bu dogay1 ‘yabancilasmaya’ maruz birakir. (kim aletlere sahiptir?
Kim kolelere sahiptir? Uretim araclarina kim sahiptir? Sinif iligkileri anlaminda iiretim
iligkilerinin tiim oyunu buradadir). Dolayisiyla insan hareketi, tanimi geregi, ‘inter’dir.

Kisinin pasifligini havale etmesi bu kadar acgik¢a goriilebilecek bir sey degildir.
Biinyesinde barindirdig1 pek ¢ok paradokstan biri de, asil pasiflik ve aktiflik arasinda
bir ¢izgi cekilip cekilemeyecegidir. Sorunun iki tarafi vardir. Giilmek, aglamak, dua et-
mek, korku ve acima duymak, video izlemek vb. — bunlar pasif midir? Pasiflik nerede
baglar, aktiflik nerede son bulur? Giilmek bir pasiflik midir? Elbette — genellikle — bir
tesvik sonucu gerceklesir, dogas: geregi bir seye tepkidir, ama yine de, tepki olmayan
herhangi bir hareket mevcut mudur? Kisi tesvik edilmemis bir harekete baslayabilir mi?
Kant'in Saf Aklin Elestirisindeki meghur iiciincii karsithgin causa noumenon’unun ken-
disi etki olan bir sebep degil midir? Algi gibi u¢ bir 6rnekte bile, duyularimiz yalnizca
disaridan gelen stimulilerle etkilenirken, Kant’tan sonra kisi bunun artik yalmzca pasif
bir bigimde oldugunu iddia edemez. Ciinkii Kant'in vurgusu tam olarak nesnenin ‘zaten
her zaman’ algilanan seye katkida bulundugudur. Kahkahanin bir bagkasina devredil-
mesi (insan ya da makine) elbette paradoksaldir ama belki de bu 6ncelikle pasifliginden
kaynaklanmiyordur. Daha ¢ok ‘hesaplanamaz’ karakteri onu bdyle yapar, mahrem bir
bi¢cimde insan gibi goriilmesi (ve hatta insan1 ‘giilen hayvan’ olarak tamimlamak gibi
yaygin bir oneri vardir), indirgenemez bir bicimde insan gibi olusu dolayisiyla havale
edilemez (bu diger mahrem duygular icin de gegerlidir — yas tutma, korku, acima vb.).
‘Alet-yapan’ hayvan zorunlu olarak havale ederken, ‘giilen hayvan’ bunu yapmak zorunda
degildir — en azindan hazir kahkaha icat olana kadar. — Oyleyse ‘duygu’ hicbir zaman pa-
siflik olmus mudur? Eger ilk basta bir tepkiyse (fakat bu her hareket icin gecerlidir),
kendisi ancak ‘aktif olarak kendini ifade ettiginde, ‘eyleme vuruldugunda’, goriiniir
yapildiginda, bir sekilde digsallagtirildiginda, {izerine ¢alhisildiginda ve biitiin bunlar
aracihigiyla kendisi bagka tepkilerin nedeni oldugunda hissedilebilir olur; dolayisiyla ara-
daki ¢izgi her zaman bulaniktir.

Belki de meselenin agiklanmasi zor tarafi sinirlar1 higbir zaman belirlenemeyen bir pasif-
likte degil, haz alma kavraminda yatar. Haz, interpasiflik katalogunda siralanan ‘mahrem
hislerin’ en altinda yatar; bir yandan (nihayetinde sayilamadig: ve olgiilemedigi igin)®
aktarilabilen bir sey degildir ama 6te yandan bir bonus, 6diil, kazang, yarar, berekettir —
bdyle bir seyi insan neden havale etmek istesin ki? — dyleyse belki de interpasiflik yerine
‘inter-hazdan’ bahsedilebilir. Bu da bizi baslangictaki yaptigim noktaya getirir — (‘pasif-
likteki’) haz, ‘aktif’ 6znenin arka yiiziidiir. Pasifligin agiklanmas: gii¢ yany, igerdigi hazdir.

6 Hazzin hesaplanamazligi bizi daha da onu hesaplamaya caligmaya iter. Aydinlanma siirecinde haz hesabin (‘le cal-
cul des jouissances’) bir takint1 haline getirmis biitiin bir diisiince akimi vardir ve goz alici sonuglar elde etmislerdir.
(Bkz. Bentham)
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Ama bdylece sorun yer degistirir, insan aktiflikten haz almay1 kolaylikla anlayabilir —
peki pasiflikten alinan haz digerinde oldugu gibi kagimilmaz ve utang verici midir? Ve haz
yalnizca pasif midir? Haz nasil havale edilebilir? Havale etmek onu pasiflige ¢evirir mi?

Burada psikanalizin miidahale etmesi gerekebilir ve bence bu kagimilmazdir. Hizlica
anlatmak gerekirse, diyelim ki haz insanlarin pesinde oldugu bir seydir. Oyleyse arzu
kavramu ile tamamlanabilir, tamamlanmasi gerekir. Dolayisiyla kavramsal arzu ve haz
ciftine ulagiriz. Bu ¢ift belki de biraz siipheli aktiflik/pasiflik ¢iftinin yerine gegebilir. Fa-
kat uyarlar mi? Arzu gercekten haz pesinde midir? Arzu hazzi arar mi? Eger Lacan’in
Ecrits’sinin (Paris 1966)’sinin 825. sayfasin1 acarsak su kisa ciimleyi, Lacan’in meshur
deyimlerinden birini bulabiliriz: “Arzu bir savunmadir, hazdaki bir limitin ihlaline kars:
bir savunma [outre-passer]”. Bu baslangi¢ seviyesindeki psikanalitik 6ngorii — yani ar-
zunun amacinin hazza karsi bir savunma oldugu — sorumuzu iyice karmasiklastirir gibi
goriinmektedir ama belki de tamamiyla basitlestirecektir.

Interaktif olmasi, arzunun tam da dogasindan kaynaklanan bir seydir. Bir noktada en-
trainé olmamis arzulayan bir 6teki tarafindan tahrik ve tesvik edilmeyen bir arzu yoktur.
Kisi 6tekinin arzusuna dayanarak arzular, dolayisiyla arzunun ortaya c¢ikabilmesi igin her
seyden once 6teki ile baslangic asamasinda bir 6zdeslesme gerekir. Bunu saksakeilikta
da gorebiliriz — kisinin tepkileri, yargilar1 ve fikirleri her zaman girigleri, yaklagimlari,
cevap vermenin uygun yollarim belirleyen ve katilma arzumuzu kigkirtan saksakeilik
tarafindan bir sekilde cercevelenir. Kisi ‘zaten her zaman’ istemeden de olsa katilmaya
baslar. Lacan hicbir zaman 6znenin arzusunun, ‘6tekinin’ arzusu oldugunu tekrarlamak-
tan yorulmamigtir — bu ciimleyi yeniden kurmamiz gerekirse: saksakgiligin arzusu. Ar-
zuda, kisi, digerini bu harekete siiriikleyenin ne oldugunu anlayabilmek icin o harekete
siiriiklenir (bu arzunun interaktifliginin merkezinde yer alir). Otekinin baslamasini
saglayan nedir? Neyin pesindedir? Neden ve nasil arzular? Nelerden zevk alir? Ya da hig
zevk alir mi? Kisi yalmzca arzunun kendisini iistlenerek bu sorularin yanitim1 bulabilir,
ki bu arzu Oteki’nin arzusundan baska bir sey degildir. Oteki’'nin (saksakciligin) bildigini
varsaymaktan bagka, bir de Oteki'nin haz duydugu varsayimi vardir. Dolayisiyla kisi,
haz 6diiliinii alacag timidiyle saksake¢ilig: takip eder. Ancak piiriiz buradadir; arzuyu en-
gelleyen degil, onu kuran piiriiz...

Arzu, destegini aldig1 6zdeslesme ile birliktedir, ancak hazza uzanmaz — siirekli tatmin
edilmeden birakilir. Oteki'ndeki haz varsayimi, hazza gotiirmez, daha ¢ok bunu énle-
menin bir yoludur. Arzu canh tutulmak isteniyorsa, eksik oldugu gibi birakilmalidir. Ozne
eksikligini sever, eksikligi disinda her seyden vazgecebilir. Varsayilan hazza ulasirsa, bu-
rada 6zne ve arzu es anlamli oldugu i¢in, 6zne konumu ortadan kalkar.

Interpasifligin ilk sekli buradan cikar. Eger gercekten arzu hazza kargi bir savunma
mekanizmasi ise, insanin kendisini korumasinin en zekice yollarindan biri hazz bagkasina
emanet etmektir. ‘Oteki zevk aliyor, o zaman ben de zevk almak istiyorum’dan ‘Oteki zevk
aliyor, dyleyse Tanriya siikiir ben almak zorunda degilim, bu ne rahathik!’a dogru giden
bir meyil vardir. Saksak¢iligin yapmasi gereken seyi yapmasina izin verin, 6rnegin haz
almasina, ama benim yerime... insanlar hic izlemeyecekleri seyleri (6rnegin videodaki
filmleri) itina ile kaydederler. Oyleyse en sevdigim filmleri video benim yerime izlesin,
yoksa onlardan ben zevk almak zorunda kalirim ve bunun getirecegi hayal kirikligini 6n-
ceden sezebiliyorum, varsayilan haz ile boy dlciisecek bir haz elde edemeyecegimi goriiyo-
rum. Memnuniyeti 6tekine birakarak, arzunun tatmininin salimen saglandigini varsay-
maya devam edebilirim. Eger Gteki benim yerime zevk alirsa, arzunun dogasina uygun
olarak, kendimi haz karsisinda savunup arzumu tutabilir ve koruyabilirim.

Burada takintil nevrotiklerin stratejilerini fark etmek gii¢ degil.



Bu yonii daha 6nce Robert Pfaller takdire sayan bir bicimde inceledi.

Ancak bu tiir bir akil yiiriitme sekli yine de interpasifligi interaktifligi alani i¢ine yerlestirir.
Arzu agmazina bir cevap, bu ¢itkmazin etrafindan dolagmak i¢in olasi bir strateji, ve tam
da bu hareketle, bunu uzatmanin bir yoludur. Oziinde interaktif olan arzunun sinirdaki
ornegini sundugu yerdir, ancak yine de olas1 bir sonucu olarak onun mantigini izler. Arzu,
icindeki interaktiflik ¢gikmazi ile bas edebilmek igin, pasiflik var sayar. Hazdan uzak du-
rabilmek igin pasiflik taklidi yapar — ancak yine de bu sekilde etrafindan dolasarak yine
de bir parca haz almaz m1? Eger 6zne (tanimi geregi) arzu 6znesiyse ve eger arzu (tanimi
geregi) hazza karsi bir savunmaysa, 6zne yine de bir par¢a haz duymaz m1? Beden ve ruh
karsisinda kendisini korudugu seyi alir m1? Kisi 6tekinin zevk almasina izin vererek zevk
alabilir ve boylece kendi iyilesmesi miimkiin olmayan memnuniyetsizligini kabul edip,
ona teslim olur mu? Ve interpasifligi ‘inter-haz’ ile degistirmeyi 6nerdigim i¢in, sunu da
sorabiliriz: Haz ‘inter’ midir? Eger arzu 6ziinde ‘inter’ ise, aynis1 haz i¢in de sdylenebilir
mi?

iste burada psikanalitik bir terim olan diirtiiyii giindeme getirmeliyiz. Tezimi biraz ba-
sit bir bicimde ifade etmeye calisirsam, interaktifligin ipucu arzuda, interpasifligin
ipucu ise diirtiide bulunur diyebilirim. Arzu ve hazz diizgiin bir bicimde bir zitlik i¢ine
yerlestirdigimiz i¢in, buradan yola ¢ikildiginda haz, diirtiiniin tarafina diiser. Ciinkii arzu
siirekli tatmin edilmeyerek korunabiliyorsa, diirtii de her zaman haz ve tatminin yolunu
bulan bir seydir.” Hazzin bir tiirii de, insanin arzusunun tatmin edilmemesinden kaynakl
bir yan iiriindiir. insan arzusunu tatmin etmemistir ancak yine de haz almistir — bu bir
‘artik hazdir’, faydasizca haz arama siirecine el altindan sizan art1 bir hazdir. Dolayisiyla,
eger arzu hicbir zaman hazza erisemezse (hatta hazz1 ariyormus gibi goriinerek hazza
ulasmamak icin elinden geleni yapar), diirtiiniin sorunu da bunun ziddidir: kisi hicbir
zaman hazdan kurtulamaz. Bu amacina ulasamamis etkinin sagladig: garip bir tiir hazdur,
daha cok diirtii bunun etrafindan donerek tatmin edilir. Diirtii “amacina ket vurularak”,
zielgehemmt, engellenerek tatmin edilir, ancak yine de amacini kagirmaz. Lacan aslinda
ingilizce’deki amac ve hedef ayrimini kullanir, Fransizca’daki ‘Le But’ kelimesinde bu
ayrim gozden kagar.® Diirtii amacina hedefini tutturamadan da ulasir, oku bir bumerang
gibi hedeften doner — ancak 6zneye degil, ¢linkii 6zne 6ziinde arzunun 6znesidir, diirtii
ise, bir parca artik hazzi ile, 6zneye sahip degildir (Lacan’in siradan anlami da dahil olmak
iizere, en azindan siradan anlaminda).? Diirtiiniin kokeninde 6zne yoktur, yalnizca arzu
6znesi Oteki ile bagindan ortaya cikar, haz ise onun yan iiriiniidiir. Diirtiiniin kaynag ve
bitim noktasi, maddesi ve 6znesi yoktur; ¢linkii yalnizca yolun yan iiriiniidiir, tek dayanak
noktasi ufak bir parca hazza giden dairesel harekettir.

Diirtiide de hazzin havale edildigi goriiliir. Burada mesele kisinin basit bir bigimde elde
edecegi bedensel bir haz degil, bedenin uzantisi ile haz almasidir. Tiim diirtii nesneleri
basit bir bicimde bedene ait olmayan ama yine de bedenin tam da diginda olmayan bir
alana aittirler. Ne iceride ne disarida, tam da aradaki ¢izgiyi bulaniklastiran ve 6zne ile
nesne, kendi ile diinya ayrimini sorgulayan bir yerdedir. Kisinin kendi hazzini orada bir
yerde bulunan ve ne 6zne ne nesne olan ‘ona’ degil, onlar1 hem bir arada tutan hem de
aywran bir dis mahrem alana havale ettigi sGylenebilir.

7 Miller bunu seckin bir bigimde ifade eder: “Freud’un diirtii olarak adlandirdigi sey, her zaman basar1 kazanan
bir harekettir. Kesinlikle bagariya gider. Ancak arzu kesin bir bilingalti yapisina gotiiriir, yani bir isi yiiziine goziine
bulastirmaya ya da siirgmeye: ‘Siramu kacirdim’, ‘Anahtarlarimi unuttum’ gibi. Bu arzudur. itki, bunun aksine, her
zaman anahtarlari elinde bulundurur.” (J.-A. Miller “Commentary on Lacan’s Text”, icinde: Feldstein, R., Fink, B. &
Jaanus, M. (ed.), Reading Seminars I and II, Albany 1996, sf. 426)

8 Lacan, The Four Fundamental Concepts of Psychoanalysis, sf. 178-9 ve 206.

9 Burada hileli bir mesele olan ‘diirtiiniin 6znesini’ bir kenara birakiyorum. En azindan su sdylenebilir, bu stan-
dart Lacanci anlamdaki bir 6zne degildir, ancak Lacan’in ilging bir bicimde baz1 yerlerde “bagsiz bir 6zne” olarak
adlandirdig1 birseydir. Daha iyi bir kelime bulmak gerekirse, “metaforik olarak bassiz bir 6znellesme seklinde
adlandirdigim sey, 6znesiz bir 6znellesme, bir kemik...” (sf 184)
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Oznesiz bir hazdir, ciinkii 6znellik arzuya mahsustur, yani nesneyi kiyida tutmaya. Hazzin
havale edilmesi diirtii mekanizmasinin merkezindedir: kisi onu kendine saklayamaz, onu
kendisine saklamamiz gereken herhangi bir kendilik yoktur, ancak kisi ondan kurtulamaz
da. ‘O zevk aliyor’ vardir (¢a jouit, Lacan’in ge¢ doneminde kendisi i¢in bilincaltinin ¢a
parle’indan daha 6nemli bir hale gelmistir), burada 6zne de Oteki de tereddiittedir.

Bu anlamda diirtiiniin aktif ve pasif ayrimindan sakinabildigini diistiniiyorum. Elbette
Freud diirtiilerin degisimlerini ele alirken, en 6nemli maceralarindan birinin aktif-
lik ve pasifligin yerinin degistirilmesi oldugunu gosterir. Ancak yine de merkezde “her
diirtiiniin aktifligin bir parcas: oldugunu; pasif diirtiilerden bahsedecek olursak, yalnizca
amaclar1 pasif olan diirtiilerden bahsedebilecegimizi” (PFL 11, sf 118) sdyler. Boylece pa-
siflik, onlara ickin aktifligin ¢ikarimsal bir alt dah seklinde ortaya ¢ikar. Ancak diirtiiniin
uygun modunun, ya da uygun ‘sesinin’ daha ortada, dilbilgisindeki aktif ve pasif ifadele-
rin ‘arasindaki’ orta ifade oldugunu, yani ne biri ne 6teki oldugunu iddia edebilecegimizi
diisliniiyorum. Diirtii ‘nétr’, ‘kayitsiz’ bir bicimde doniisiir, gerci hem aktif hem de pasif
‘ifadeleri’ ve etkileri ¢cagirabilir. Herhangi bir 6zne aktif bicimde onu amaclamadan ya
da pasif bir bicimde ona boyun egmeden ‘olan’, ‘meydana gelen’, ‘vuku bulan’ bir seydir.
Belki de hem aktiflik hem de pasiflik arzunun ve onun degisimlerine ait bir alandir, ki bu-
rada pasiflik, aktifligin u¢ 6rnegi olarak ortaya ¢ikar. Belki de dikkatli bir bigimde ‘fiili ses-
lerle’ ilgili bagka bir siniflandirma 6nerilebilir. Tlk bakista aktif ve pasif ifadeler arasindaki
ayrim en 6nemlisi gibi goriinse de, garip bir ‘orta’ siralamasina gore olusturulmus basgka
bir degerlendirme, fiilin tanimladig1 6znenin ‘icerilmesi’ / ‘icerilmemesi’ gibi daha elzem
bir ayrimi ortaya ¢ikarabilir. Bu sekilde, hem aktif hem pasif ifade (6znenin ya hareket
etmesi ya da harekete maruz kalmasi) ayni kategoriye dahil olur, ‘orta’ ifade ise bir bagka
kategori olusturur.*°

Dolayisiyla interpasiflik psikanalizdeki ¢ok 6nemli bir noktaya isaret eder. Her ikisi de,
farkl bicimlerde de olsa, hazzin havale edilmesine dayanan arzu yapist ile diirtii yapisi
arasindaki kesisme noktasinda bulunan bir paradoksun adim koyar. Oteki ile hazda
s6z konusu olan ‘o’ arasinda her zaman sorunlu olmus bir iligskiyi adlandirir. Haz ile
iligkili olarak 6znenin kurulmasina aittir, bedenin kurulmasinin bedenin uzantilarim
da ne sekilde icerecegini cerceveler. Haz, bu uzant ile alakalidir. Bu uzantida aktiflik ve
pasifligin karsilikhi etkilesimi ve ortiismesi gerceklesir; her ikisi de bir ‘inter’, aracilik ve
yetki devri icerir. Iste buraya garip interpasif aletler yerlestirilebilir — haz her zaman bir
protezdir ve interpasiflik bu protezin paradoksal dogasim giin yiiziine ¢ikarir. Ayni za-
manda, 6znenin kurulmasi ile kiiltiir ve kiiltiir mekanizmalarinin kurulmasim bir araya
getirir, ciinkii uzant1 ve uzantinin hazz hi¢ gecikmeden kiiltiirel yatirim ve miidahale-
ler tarafindan ele gecirilir. Tek bir kavramla, hem kiiltiiriin ‘mekanik’ tarafini (ister alet
seklinde olsun, ister daha seckin ve belirsiz bir bicime sahip olan kiiltiirel makinelerin
mekanik iiretimi seklinde olsun) hem de kiiltiiriin sehvete dair temellerini (kendisinde
soz konusu olan belirsiz ve ‘sapkin’ hazzi, hem basarilarini hem de glicsiiz yanlarini, hem
yararli hem de yararsiz golgelerini) gosterir.

10 Benveniste’in meshur ‘orta’ anlatimini buradaki amaclarim agisindan biraz degistirdigimin farkindayim (iginde,
Problémes de la linguistique générale, Paris 1966).
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Ozet

Bu yazida interpasifligin kurgusal cevrimici evrendeki farkli yonlerinin saptanmasi
ve bu cok kullanicili ortamdaki interpasiflik hazzi ve caresizligi iizerine bazi kuramsal
diigiinceler iiretilmesi amaglanmigtir.

ikinci Hayat, interpasiflik hazz icin bir dizi umulmadik olanak sunar. Dans ettirilebilir,
bir bagkasimin sizin yerinize icki igmesini ve sarhos olmasini saglayabilir, sanal olarak
hamile kalabilir ya da baskalarinin hamile olduklarin1 6grenislerine taniklik etme zev-
kini tadabilirsiniz. Tkinci Hayat’ta interpasifligin pek cok farkhi yonii vardir: sanatsal
interpasiflik, ekonomik interpasiflik, politik interpasiflik, cinsel ve erotik interpasif-
lik bunlardan bazilaridir. ikinci Hayat’taki erotik interpasiflikle ilgili olarak sik sik gii-
nah okyanu-suna akan irmaklarin bent kapaklarini a¢tig1 yolunda iddialar ortaya atilir.
Interpasif olarak ulasilabilen Sodom ve Gomore sehirlerine daha yakindan baktigimizda
ise, avatarlarimizin kendilerini Sodom’dan daha sik Pazar Dersleri'nde, Gomore’den
de daha sik olarak G-Max’te bulduklarim1 gorebiliriz. Ekonomik interpasiflik sizin fi-
nansal kazang ve kaybiniz1 bagkalarina devretmenize olanak verir. Linden dolarlarinizin
bagkalar1 tarafindan kazanilip kaybedilmesini istersiniz ve ¢ok az aci ¢ekme riskiyle
bagkalarinin parasinin taban veya tavan yapmasini izleyebilirsiniz. Dahasi, para kazanma
ve kaybetme hazzini digerlerine devretmis olursunuz. Politik interpasiflik, en muhtesem
Che Guevara tipi heyecani, oturdugu yerden laf sGyleyebilme rahathig: (couch potatoism)
ile birlegtirir. Tabii ki ikinci hayatta da mitingler vardir ve siyasi dogrucu ¢evrimigi isy-
ankarlar, MacDonald’s karsit1 gosteriler diizenlemek, Le Pen Karargahlarini yok etmek
ya da sanal yagmur ormanlarr’nin bir boliimiinii kurtarabilmek icin aylarca emek vererek
yaraticiliklarini ortaya koyarlar. Ancak sozde politik hareketler, 6znellik bollugundan
ve ayn1 zamanda eylemin esas amacina odaklanamamaktan muzdariptir. Aym1 durum
ikinci Hayat’ta sanatsal etkinlik, erotik eylem, parasal islem ve politik eylemcilik icin de
gecerlidir. Sonucun iyi olmasina degil, iyi hissetme 6gesine odaklanilir. Burada, Ikinci
Hayat interpasifligi iizerine Winnicott’'un “gecis nesnesi” kavramina dayanarak bir fikir
gelistirmeye ¢alisiyorum.

Erotik Interpasiflik

Hem Ikinci Hayat’ta ikamet edenler hem de burada ikamet etmeye cesaret edemeyen-
ler arasinda, sanal ortamda kur yapmanin ve bastan ¢itkarmanin gercek yasamdakinden
daha olas1 olduguna dair biiylik beklentiler var. Asagidaki konusma, sanal ortamdaki
flortlerin gergek ortamla kiyaslanabilecegini gosteriyor:

[4:17] http://slurl.com/secondlife/Seychelles/185/182/22 adresinden teleport
tamamland.

[4:17] Diinya ici Sesli Sohbet’e baglaniyor...

[4:17] Baglandi.

[4:19] Taylor Edenbaum: Once hanimlar

[4:20] Taylor Edenbaum: setz dich doch

[4:21] Taylor Edenbaum: komm schon setz dich und nimm dir essen

[4:21] Romeo Bergmann: Hallo Kinder, ist das Schwein schon fertiggebraten?
[4:22] Ramona Laniss: wie setz ich mich?

[4:22] Taylor Edenbaum: rechte maustaste auf bank

[4:22] Romeo Bergmann: Na siehste, so geht das

[4:23] Taylor Edenbaum: rechte maus taste auf die bank

[4:23] Taylor Edenbaum: kommst du?

[4:25] Taylor Edenbaum: und wo kommst du her
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[4:25] Ramona Laniss: kreis Unna

[4:25] Taylor Edenbaum: aha

[4:26] Ramona Laniss: oh kann das sein das ich dich hore hore was
[4:26] Ramona Laniss: oh

[4:26] Ramona Laniss: ja

[4:27] Taylor Edenbaum: wie alt bist du denn?

[4:27] Ramona Laniss: 35

[4:28] Taylor Edenbaum: aha

[4:28] Taylor Edenbaum: oh schon so spét ich muss leider gehen bb
[4:29] Ramona Laniss: bye

“Sanal Almanya”da dinledigim beyefendinin, Ramona Laniss adli ¢ekici hamimin 35
yasinda oldugunu ve Unna bolgesinden geldigini 6grenmesi 12 saniye siirdii. Bu bilgiler
ise kadinla daha uzun sohbet etmesini gereksiz kild: “... muss leider gehen”. Ancak zaten
giyinip siislenip ikinci Hayat'in hareketli noktalarinda kendini gosteren daha binlerce
kadin ve erkek var. Bu yerler, erotik etkilesimin bulunmasi1 umulan ve interpasifligin or-
taya giktig1 alanlar. Peki, neden insan hem Linden dolarlarin1 hem de sahici paralarini hig
dokunamayacagi, 6Gpemeyecegi, sarilamayacagi oyuncak bir arkadas i¢in harcar? Ayni za-
manda neden sozel anlamda bu oyuncaklara sanki dokunabilir, 6pebilir ve sarilabilirmis
gibi yapar? Ikinci Hayat1 kullananlar, kendilerine bakan kisilerin yoklugunda en sev-
dikleri oyuncaga sarilan kiiciik cocuklara benziyor. Donald Winnicott bu anlasilmasi gii¢
davranislar1 s6yle betimliyor: Bir anne (ya da bakic1) bebegi biraktiginda, birincil bakim
verenin yoklugu dolayisiyla bebek kolayca mutsuzluga kapilir. Bu kaybetme hissini
dengelemek ve rahatlamak i¢in bebekler, annenin yerine koyabilecegi bir nesne edinir.
Iste buna “Gecis Nesnesi” denir. (Winnicott, 1953)

ikinci Hayat’ta avatarlar, gecis nesnesinin roliinii iistlenir. Bu nesne, bakim veren kisinin
yoklugunda bu insanin yerine gecer. Bati toplumlarindaki cagdas yasam tarzi, kisilerin
yakin iligkiye girmelerini zorlagtirir ve fiziksel arkadaghktan uzak durmalarina yol agar.
Calisirken bilgisayar kullanir, aligverisimizi sanal ortamda yapar, hosca vakit gecirmek
icin ekrana bakar, diger insanlarla goriismek icin cep telefonlarimiz1 kullaniriz. Bir za-
manlar ragbette olan yiiz ylize, ag1z agiza, el ele iletisim yerine artik hayatimizin biiyiik
bir boliimiine elektronik hakim olmakta. 21. yiizyilin batil yetigkinleri i¢in, hisleri ve ruh
hallerine dair icsel gercekler dis diinyadan silikon aletlerden miitesekkil bir perdeyle
ayrilmistir.“Duygusal Makineler ve Nesnelerle iliskiler” isimli kitabinda Trevor Robert,
dis diinya ve i¢sel gercekligin diyalektigini cocuklarin gelisimini goz 6niine alarak inceler:

Igsel gerceklik ve dis diinya arasinda var olan bu iigiincii ara alan deneyiminde, bebek
halen kendi 6znel simirsiz giiciinii denemekte, aym1 zamanda da yeni kesfettigi paylasilan
gerceklige dayal nesnel diinya ile iliskisini stnamaktadir. Yaratici oyun sayesinde bebek
ilkin bir ‘ben-degil’ ya da ‘gecis nesnesi’ (genellikle yumusak bir yatak ortiisii, kumas
ya da oyuncak ay1) sahiplenerek, kendisi, annesi (memesi) ve diinya arasindaki ayrilig
ve iligkiyi kesfeder ya da oyun araciligiyla reddeder. Paradoksal olarak, bebegin bu 6zel
nesne deneyimi hem ‘ben’ hem de ‘ben-degil’ seklindedir. Gegis objesi hi¢bir zaman icsel
bir nesne ya da fantezi kadar sihirsel ya da ‘her seye kadir’ bir egemenlik altina girmez.
Ancak gercek annesi (ya da diinya) gibi tamamen bebegin kontrolii disinda da degildir.
‘Hep Oznel olan ile nesnel olarak algilanan arasindaki teorik cizgide’, ‘bagparmagiyla
oyuncak ayis1’ ya da ‘ben’ ve ‘ben degil’ arasindaki ara alam isgal etmektedir; i¢ ve dig
diinyalar arasinda bir koprii seklindedir. (Trevor, 2009)



Winnicott bu gegis nesnesini genellikle yatak ortiisii ya da oyuncak bir ay1 gibi annenin
sicak kollar1 ve gogsiinii andiran bir yumusak nesne olarak tanimlar. Bu nesneye sarilarak
bebekler, annelerine sarildiklarini zannederler ve boylece bir rahatlama hissederler.
Winnicott'un tahminine gore ¢ocuklarin yiizde atmisi boyle nesneler edinirler. Benim
tahminime gore de ikinci Hayat’ aktif bir bicimde kullanan sbzde yetigkinlerin yiizde
altmig1 boylesi gecis nesneleri edinmistir.

{
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Sekil 1. Ik1nc1 Hayat’ta L is esi: ben-degil sahip 51, “ annesinin
kollarini ve g6gsiinii andiran i (Winnictt, 1953)

Sunu soylemem gerekli ki burada benim amacim - ¢ocuk olsun yetigkin olsun - gecis
nesnelerine sahip olanlar ve onlar1 6nemli bir yere koyanlarla alay etmek degil. Hepi-
mizin oyuncak ayilari olmustur ama onlardan koptugumuz bir nokta da gelmistir.
Eger ikinci Hayat'taki ikameler gelip gecici ise, muhtemelen onlardan bekleneni yerine
getiriyorlardir. Ama eger bu gecis nesneleri 6miir boyu saplant1 haline gelir ise, bu durum
baska bir boyut kazanur.
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Akademik interpasiflik

Ogretim ve 6grenimin cevrimici 6gretim iiyelerine ve 6grencilere devredilmesi arzusu, a-
kademideki 6gretmensiz 6grenim hayalini koriiklemektedir. Ikinci Hayat'in da saglayicis:
olan Linden Laboratuarlari, aym1 zamanda sanal kampiis insa etmek icin arsa sunan em-
lak biirolaridir. Bir yandan da binlerce ziyaretci 6grenci icin umut dagitirlar. ikinei Hayat'n
Birlesik Krallik Universiteleri'nde nasil kullanildigiyla ilgili bir dizi calhisma yapan John
Kirriemuir’e gore, 6gretimin devredilmesi mantig1 en azindan sorgulanabilir bir durum-
dur: Sanal diinyay1 gelistirmek icin ne kadar zamana gereksinim oldugunu hesaplamak
oldukea giictiir, cilinkii yanit cesitliligi son derece fazladir. Baz1 akademisyenlerin sanal
diinyada kendi sitelerini olusturmalar1 gorece daha az zaman alir. (...) Fakat bazlari,
sozlesme ile belirlenen ¢alisma saatlerinin diginda hatir1 sayilir miktarda zaman ve emek
harcar. Leeds Metropolitan Universitesi'nden Ian Truelove sdyle anlatiyor: “... eger kayit
tutsaydim. Kendimle Graham Hibbert arasinda en azindan haftada 40 saat var. Genel-
likle daha da fazla. Eklemeler Nisan’da yapildi, demek ki yaklasik 500 saat. Her ne kadar
Leeds Metropolitan oldukca destekleyici ve aday: gelistirebilmemiz igin ¢alisma saatle-
rimiz konusunda esnek olduysa da, bu siirenin biiyiikce bir kismi resmi ¢aligma saatleri
disinda idi. Arastirma ve bilimsel etkinlikler igin ayrilmis vaktimiz vardi ve baz saatler
bu is icin kullanildi. Bizim igin bir ¢esit eglence bi¢imiydi, bu yiizden zorlanmadik. Tele-
vizyon seyretmekten iyidir.” (Kirriemuir, 2007)

Daha etkili 6gretim ortam bulmak i¢in harcanan zaman, tabii ki 6ncelikle 6gretim i¢in har-
canabilirdi. Akademisyenlere gore ise, bu harcanan emegin eglence ile bazi benzerlikleri var.

T 5

gl Buie, ¢ et o e wikh B
H e H T

Corrreras b rasgbie Yuced® i Leftem -l




Ogrenci sayisinin zamanla azaldig1 giiniimiizde, 6gretmenlerin sanal ortamda biiyiik bir
ogrenci toplulugunun hayalini kuruyor olmalar1 da miimkiin. Bu 6grenciler, yok olmaya
yiiz tutmusg gercek 6grencilerin yerini tutan gecis objeleri.

Politik Interpasiflik

ikinci Hayat’ta karsilasilan her sey goriindiigii kadar sanal olmayabilir. Linden dolarlarin
gercek maddi degerleri vardir; ikinei Hayat'in sundugu sosyal aglar ile gercek sosyal
etkilesim kolaylasir, sanal ortam kurallarmmin herhangi bir iilkenin ya da toplumun
kanunlar kadar gecerliligi vardir. ikinci Hayat ne gercek disidir ne de fiziksel olarak ger-
cekgidir. Jesper Juul'un terimini kullanmak gerekirse, yari-gercektir (Juul, 2005). Poli-
tik eylemin, eger bilim kurguyla karistirilmasindan korkuluyor ise, yari-gergegin gergek
olan kismina dayanmasi gerekir. Demek ki politik eylem, 6rnegin ikinci Hayat'm huku-
ki yapisi, iiretim araclarmin 6zel miilkiyeti, kullanilan teknolojiler gibi ikinci Hayat'in
somut yonlerine odaklanmalidir.

Cinsel interpasiflik

ikinci Hayat’a heniiz kabul edilmemis bir kimse icin, bu diinyada hamile kalmak ol-
dukca anlamsiz goriinebilir. Ne bebek beklemenin heyecani ne bedendeki fiziksel
degisiklikler hissedilebilir; ne de birliktelik, aile kurma gibi bir gereklilik ya da alg:; kim-
lik ve sosyal iligkiler ag¢isindan bir degisim mevcuttur. Bu agidan bakildiginda hamile-
lik simiilasyonlarinin oldukea talep gormesi ve hamile kalmanin alinip satilabilen bir
sey haline doniismesi sasirticidir. “Lord Pepper” lakabiyla taninan programciya gore
(Graf Pfeffer) senaryosunun sonuglar1 “oldukea eglenceli, erkek arkadasinizi korkudan
oldiiriin... Satis fiyat1 150 Linden Dolar1!”. Sokaklardaki reklam afisleri bize kendisinin
espri anlayig1 hakkinda biraz daha fikir verebilir: “Yardim edin... Hamileyim... Ve bebegin
kimden oldugunu bilmiyorum!”

Bir parca espri anlayist olan biri icin, gercek hayatta ya da “Bauerntheater” sahnesinde
bu tarz bir espri keyif verici olabilir, fakat bu esprinin Ikinci Hayat’a nasil terciime
edilebilecegi pek net degildir.
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Sekil 3: Ikinci Hayat’ta satilik sahte hamilelik




ikinci Hayat gibi sentetik bir kalabaliga sahip ortamlarda anlatilan hikayelerin
inandiricihgl oldukca diisiiktiir; zaten kimse de kurgu bir hikayeyi gercek hayatla
eslestirmeye calismaz. Eger birisi Ikinci Hayat’taki avatar1 hamile olan bir kadinn ilk
hayatinda da hamile olup olmadigini sorgularsa bu korkung bir naiflik olur. fkinci Hayat’ta
olup bitenlerin gercek hayatla ilgisinin olmadig bilinen bir gercektir. Bir vodvilde ya da
kabarede izleyiciler hamile kadin roliinii oynayan oyuncunun gercekte hamile olmadigini
bilir. Bu anlamda ikinci Hayat'mn tiyatronun baska bir bicimi oldugu diisiiniilebilir. Bunu
soyledigimizde, tiyatrodaki inandiriciligin bizim olas1 bir gercek diinyaya aktorlerin
performansi araciligiyla bakmamiza imkan tanidigini da belirtmemiz gerekir. Bir oyun
izlerken heyecanlanmamizin nedeni, sahnede aktorlerin performansini izleyerek kendi-
mizin ve baskalarinin gercek yasamlarinin anlamim gorebilmemizdir.

August Strindberg’in yonetmeni oldugu “Froken Julie” filmini izledigimizde, kadinin
kapidan cikip giderken elinde tuttugu jileti olasi bir intiharin isareti olarak diistiniiriiz.
Bundan etkileniriz ama oyuncunun kendine zarar vereceginden korkmayiz. Asil
etkilendigimiz sey ise sahnenin, hayatlarinin bir béliimiinde gercekten tiim umutlarim
yitiren gercek insanlarin diinyasina giiclii bir gonderme yapmasidir. Eger ikinci Hayat’ta
bir avatar zengin ya da fakir oldugunu veya kendini ya da bir bagkasin 6ldiirmek istedigini
soylerse bunun gercek hayat ile alakali oldugunu diistinmeyiz. Peki, neden bazi duygusal
izdiisiimii mekanizmalar tiyatro sahnesinde islerken ikinci Hayat’ta islemez?

Bana gore, izdilisiimiiniin etkili olabilmesi icin, nefret, hayranlhk ya da umutsuzluk be-
lirtilerinde bir parca belirsizlige gereksinim duyulur. Froken Julie kapidan cikarken
elinde bir bigak vardir. Sahnede intihar etmez ama biz bunu yapabilecegini varsayariz.
ikinci Hayat'ta ise duygusal ve bedensel hallerle ilgili hicbir siiphe yoktur. Az once
bahsettigimiz Ikinci Hayat avatarinin sahte hamileligi, hata gotiirmez bir sekilde koca-
man bir karin ile gorsellestirilir ve bu beden degisimi yazilimi/senaryosu merhametsizce
ne is i¢in tasarlanmigsa o isi gergeklestirir. Tiyatroda oyun yazari, kahramaninin hamile
olup olmadig1 konusunda izleyicilerin belli bir sliphe duymasini ister. Strindberg oyu-
nunda, Froken Julie'nin intihar edip etmeyecegi hakkinda bir agik kap: birakir. Bu bize
diislinecek, hissedecek ve duygularimiz1 gergek hayatimizdaki duygusal hedefler iizerinde
yansitmamiza yarayacak bir alan tanir.

Sanatsal Interpasiflik

Aklimiza gelen her tiirden bilgisayar oyununun temelinde interaktiflik yatar. Kisiyle
bilgisayar arasinda karsilikh hicbir etkilesimin olmadig: bir bilgisayar oyununun nasil
isleyebilecegini tahmin etmek neredeyse olanaksizdir. Fakat eger oyuncu kendisinin
yoklugunda avatarinin bir takim hareketler yapmasini saglayacak bir senaryo yazarsa ne
olur? Ornegin Corrada Morgana gibi oyunlarin yazilim sanatcilari, kendi kendine isleme
modunda calisan ve baslat komutu disinda bir etkilesime ihtiya¢ duymayan oyunlar
hazirlamaktan zevk aliyorlar.




Morgana, “CarnageHug” adli filmde (Katliami Kucaklamak) kendi kendine oyun oynaya-
bilen bir seyirci olusturabilmek icin Unreal Tournament 2004 (Gergekdist Turnuva) adl
oyun motorunu kullanmaktadir. Morgana oyundan silahlar1 ¢ikartmis, bunlarin yerine
ise hi¢ bir kural, hi¢ bir yapici erek bilimsel sorumluluk olmadan anlamsiz bir kiyim
icinde birbirine saldiran piyonlar koymus. Oyun kazanmak ya da kaybetmek agisindan
diisiintildiigiinde, yansiz/c¢ikarsiz bir bicimde siirdiiriiliiyor denilebilir. Eger Kant'in
cikarsizligin gozlemlenen nesnenin melekelerini anlayabilmemizi saglayacak kapiy
actig1 onermesinden yola ¢itkmaya hazirsak, Morgana’nmin Carnage Hug gibi interpasif
caligmalar1 kolaylikla bir sanat eseri olarak adlandirilabilir ya da dikkatimizi normal
oyunlarin sihirli cemberinin disinda bir seye vermemize olanak saglayabilir.

Sekil 5. Ljudmila: 1d Tetris. 2007

1d Tetris, oyun gelistirme stiidyosu Ljudmila’da tarayici tabanhi bir oyun olarak
tasarlanmistir. Klasik Sovyet bulmaca oyunu olan Tetris tek boyuta indirgenmis, 2 boyut-
lu bulmaca oyununun sulandirilmis bir sekline doniigsmiistiir. Bu, oyunlardaki etkilesim
meselesini alay konusu haline getiren ve Christiana Paul’iin gayet yerinde olarak
“Diistinceli Hareketsizlik” seklinde tamimladigy bir seydir (Paul, 2006). Oyunlardaki
etkilesim bi¢cimi Carnage Hug ya da 1d Tetris gibi oyunlarda bozulmustur, dolayisiyla bu
oyunlarda seyircinin fail olma durumu neredeyse sifira yakindir. Londra merkezli oyun
gosterisi Zero Gamer (Sifir Oyuncu) ise, agik¢a Barthes’in “Yazinin Sifir Derecesi” adli
eserine gore islemektedir (Barthes, 1953). Yukarida bahsi gecen oyunlar siisten, heye-
candan, iisluptan yoksundur. Ancak bu oyunlarin Sifir Oyuncu oyunlar: seklinde 6zetle-
nebilir olmalarinin tek nedeni bu degildir. Potansiyel oyuncular bu oyunlar: oynanmamis
ve oynanamaz bulmaktadir. Oyun eylemi 6yle celiskili bir hal alir ki disaridan izlenmesini
gerektirir. izleyici icin eylem, kargilikli etkilesimden ¢ikarilmistir.

Aktif olarak oynamadan oyunu izlemek iizere tasarlanmis celigkili bir deneme olan
Machinima, izleyicinin oyunbozan ve hain konumuna geldigi bir bagka popiiler spor-
dis1 oyundur. Machinima alicisini dikizcei koltuguna oturtur, sinema ve oyun deneyimi
arasinda gidip gelir ve bunlardan ikisine de kendini hasretmez.
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Oyunlarda etkinlik olarak eylemsizlik ya da interpasiflik (Pfaller, 2000) (Zizek, 2007),
oyunbozanlik denemesi olarak da goriilebilir (Fuchs, 2009). Oyun motorunun kendi ken-
dine islemesine izin veren sanatg, kendisine ait olan avatarlar1 denetleme sorumlulugunu
reddeder, kazanma kaybetme arayisi ile ilgilenmez ve tiim oyunlarda bulunan “Oynamak
mecburidir!” seklindeki kurala karsi ¢ikar. Ancak oyunbozan sahay: tiimiiyle terk etmez.
Bir dikizci ya da eylemden pasif bir bicimde zevk alan bir izleyici olarak kalir. Bu an-
lamda kendi kendine isleyenleri (auto-executables), 6rnegin yazihmlarda oyuncusundan
fiziksel olarak ayr1 bulunan failleri ya da diger devre dayali oyun sekillerini, interpasif
oyunlar olarak adlandirabiliriz. Pfaller ve Zizek, interpasifligin psikolojik yoniiniin biz-
lerin 6znelligine dayal oldugunu dile getirirler. Pfaller ve Zizek, baz1 sanat yapitlarinin
kendilerinin nasil algilanacagin da belirledigini ikna edici bir bicimde gosterirler. Kisi,
bu sanat yapitlarinin kendi kendilerinden mi hoslandiklarim yoksa bizim mi onlardan
hoslandigimizi diistinmeden edemez (Van Oenen, 2008). Pfaller ve ZizeK'in tarif ettigi
bu mekanizma, yine oyunlarda ve oyunlarin performans sekillerinde bulunabilir. Sadece
oyun sanatinda degil, oyuncularin giinliik pratiklerinde de interpasif fenomenin izlen-
mesi miimkiindiir. Devredilmis haz alma ve korku, First Person Shooter’da (Birinci
Sahis Nisanci) kendini koyuvermenin olasi bi¢cimlerinden biridir. MMORPG’de sadece
kamp kurup, avatarin goziinden bagkalarini izlemenin zevkli olabilecegini biliyor-
uz. Devredilmis 6liim korkusunu 6rnegin tam vurulmak iizere iken hissetmisizdir ve
yanimizdaki oyuncularin 6ldiirme puani alirken mazosist ve interpasif bir haz aldiklarim
da biliriz. Ancak doviis sanatlariyla daha az ilgili simiilasyon ve kilik degistirmeye dayal
ikinci Hayat gibi ortamlar da agk, sehvet ve 6zlemin devredilmesine 6rnek olusturur.
Eger fason iiretilen eglenceden haz alabiliyorsak, bunun ya Lacanci bir bakis agisiyla
sapik, histerik ya da norotik bir hal oldugunu (Van Oenen, 2008) beyan etmeli ya da terk
etmek ister gibi goriiniip de yine de biiyiilii gember i¢inde kalan sofistike bir oyunbozanlik
olarak incelememiz gerekir.



Bibliografya:
Barthes, Roland: Le Degré zéro de I’écriture. Le Seuil, Paris 1953

Corrado, Morgana: CarnageHug. Game art piece. Zero Gamer exhibition, London 2007
http://gamecritical.net/modules/wiwimod/index.php?page=CarnageHug

Fuchs, Mathias: Borderline. Machinima installation for the exhibition “Boundary Signal”.
Open Space Gallery, Vienna 2009

Fuchs, Mathias: Ilonpilaajia ja pelihaita - Spoilsports and Cardsharps
Playfulness Conference. Tampere, Finland, April 2 - 4 2009

Huizinga, Johann: Homo ludens. A study of the play element in culture. Beacon Press,
Boston 1955

Juul, Jesper: Half-Real. Video Games between Real Rules and Fictional Worlds. MIT
Press Cambridge 2005

Kirriemuir, John: The Second Life of UK Academics. Ariadne 2007

Ljudmila: 1d Tetris. Game art piece. Zero Gamer exhibition, London 2007
http://www.tetrisid.org/

Salen, Katie and Zimmermann, Eric: Rules of Play. Game Design Fundamentals. MIT
Press 2004

Trevor, Tom: Robot-Me. Affective Machines and Object Relations
http://www.supertoy.org/cgi-bin/wiki/read.cgi?section=Supertoys&page=robotme

Van Oenen, Gijs: Interpassivity revisited: A critical and hstorical reappraisal of interpas-
sive phenomena. In: International Journal of Zizek Studies. Rotterdam 2008

Paul, Christiane: Catalogue for the show Zero Gamer exhibition at London Games Festi-
val. London 22 - 26 October 2006
http://www.http.uk.net/zerogamer/exhibition.shtml

Pfaller, Robert: Interpassivitdt. Studien iiber delegiertes Geniessen. Springer Verlag,
Wien New York 2000

Pfaller, Robert: Interpassive Persona. Unpublished conference paper for ambero8. Inter-
passive Persona Conference. Istanbul 2008

Winnicott, Donald: Transitional objects and transitional phenomena. In: Int. Journal of
Psychoanalysis, 34:89-97. 1953

7izek, Slavoj: The Interpassive Subject. Fetish between structure and humanism. EGS
StarEuropean Graduate School Faculty, Saas-Fee 2007

98



99

barbara musil
beklentilerini kaydir. edilgin wzdwaptan interpasif hazza dogru

Beklentilerini Kaydir isimli sanat ¢aligmasi iizerine
Siirmekte olan calismalar 2005 - 200?

1. Giris
Beklentilerini Kaydir, basarisini, kullandig interpasiflik kavramina borglu olan ve hala
siirmekte olan bir kisisel deneyim olarak nitelenebilir.

Proje, asagidaki boliimlerden olusan ¢ok bilegenli bir ¢alismadir:

Daima biiyiiyen bir belge arsivi, arsiv malzemesinin ve projenin ilerleyisinin yazili bir
analizi ile proje boyunca toplanan malzemelerden olusturulan bir goriintii yerlestirmesi
(enstalasyon).

Beklentilerini Kaydir’daki interpasiflik etmeni, interpasif makinenin ilk 6rnegi olarak
bilinen dua carkina benzer bir sekilde igleyen dort kanalli bir video yerlestirmesi ile
gerceklestirilmistir.

Taninmis onciilii gibi toren aletlerinin bu cagdas uyarlamasi da, kisisel bir dua metni
icin sadece herhangi bir keyfi malzemeyi degil, gercekten anlamli, neredeyse kutsal
bir kaynaktan gelen bir malzeme kullanir. Yerlestirmenin islevi ve etkisi agisindan, ne
yazarin fiziksel varliginin orada olmasi - yani benim, sozIlii metinde kisisel olarak bahse-
dilen kisinin - ne de herhangi bir halk ya da izleyici kitlesinin varhig: gereklidir.

Metin malzemesinin ve hareketli imgelerin ele alinis1 bastan itibaren teknik aletlere
devredilmistir. Buna ragmen - ya da belki bundan dolay1 - yerlestirme, son derece
ayrintihdir ve c¢ok dikkatlice sahnelenmistir. Her ritiiel pratiginde oldugu gibi, dig
goriliniim ve gosterinin tarzi cok 6nemlidir. Yerlestirme her ne kadar otomatik ve bagimsiz
olarak kendi basina ¢ok iyi yiiriise de, izleyicinin fiziksel varligindan bagimsiz olarak belli
bir zarafet ve tarz hala son derece 6nemlidir.

2. Calisma diirtiisii, gegmis deneyimler ve calismanin temel yapisi:

Yukarida s6zii gecen dua carkinin kaynak malzemesinin secilmesi ve edinilmesinin uzun
bir tarihi var. Bu 6zel malzemeyi bir ritiiel makinesinde kullanmak ve bu sekilde ona
tamamiyla yeni bir anlam yliklemek, biiyiik olasilikla her cagdas sanatc¢inin bildigi gibi
aslinda siiregelen ve hi¢ bitmeyen bir kavgaya yonelik olarak tiretilmis bir ¢oziimdiir. En
bastan beri calisma istenci, miikemmel bir eser ortaya ¢ikarip sanat tiiketicisinin ilgisini
cekmek degil, can sikic1 ve kacinilmaz giinliik isler durumunun bir uygulamasidir. Oyleyse
burada bahsi gegen durumlardan hangileri, ya da ne tip durumlar islenmek zorundadir?

Diger profesyonel gruplara mensup iiyeler gibi sanatcilar da, siirekli olarak festivallere,
odillii yarigmalara, burslara, fonlara bagvuruda bulunmaya tegvik edilirler. Bu zaten
yeterince ac1 vericidir. Ancak tutkulu ve titizce hazirlanan bagvurulara gelen yanit pek de
olumlu olmadiginda durum oldukea ciddi bir hal alir. Eger sans eseri bu durum kisa bir
zaman zarfinda sik sik tekrarlanirsa, tekil bir olaya baglh hiisranin uzun vadede biiyiik ve
ciddi hayal kirikliklarina doniismesi kaginilmaz olur. Hiisran, umut verebilecek bir sanat-
sal kariyer agisindan ¢ok kétii bir temel olusturur.

Bu tip bir tehdidi 6nleyebilmek adina, basvuruya verilebilecek iki yanitin anlamini tekrar
degerlendirerek, genellikle tutkunun kosteklenmesine neden olan olumsuz yanitlari
kisisel basariya doniistiirebilmek icin kullanilabilecek farkli bir kisisel-deney icat ettim.



Bu iki tip yamita verilen duygusal tepkileri 180 derece dondiirmek olduk¢a umut verici
goriindii, ¢linkii genellikle kabulden cok red cevabi alinmaktaydi. Boylece daha 6nceleri
olumsuz olarak nitelendirdigimiz yanitlar olumlu bir hal aliyordu ve bu tam tersi icin de
gecerli idi. (Beklentinin neselendirici ve motive edici etkilerinin kaybolmamasi, bunun
yerine yeni bir ¢eligkili sonuca dogru kaydirilmas: gerektigi icin, beklentinin kendisine bu
islemde hi¢ dokunulmamalidir.)

Tabii ki hicbir ciddi sav olmadan bu beklenti kaymasiyla basa ¢ikmak oldukca zordur.
Peki, bir proje Onerisine alinan red cevabini acaba kisi nasil bir basar1 olarak deneyim-
leyebilir?

Daha Onceleri olumsuz bir sonucu ilan etmekte olan mektuplar akiler bir yontemle
kullanilmali ve daha ylice bir amaca hizmet vermeliydi. Ancak bu mektuplarin olumlu
tarafi ne olabilirdi?

Red mektuplarini daha dikkatli okuyarak ve iceriklerindeki biitiin detaylar1 derinleme-
sine inceleyerek, bazi ilgi cekici kesiflerde bulundum.

Oncelikle, metinlerde belli bir tarzda edebi kalite ve karakteristik bir siirsel yap: vard.
Ancak daha 6nemlisi, mektuplarin hepsinde tebrik ve kutlamalar Gyle bir hal aliyordu ki,
reddin ifade edildigi ciimleye varmadan ¢ok 6nce projenin reddedildigi anlasiliyordu (bu
unsur olumlu mektuplarda tamamen atlanmigt1!)

Sanat cevrelerinin taninmis tiyeleri tarafindan yazilan red mektuplarinin her birinde, bu
onurlu kisi, mektubun son satirinda bagvurucunun sanatsal ¢alismalari, kisisel gelecegi
ve yaratici gelisimi igin en iyi dileklerini bildirmeyi unutmamisti!

Bu durumda, bu kadar kapsaml bir faydayla kiyaslandiginda, kim bu kadar dar goriislii
olup nacizane bir proje teklifinin reddedilisine iiziiliiyor olabilir?

Bir kere, biitlin bu pozitif dileklerin elde bulunmas: yeteri kadar etkileyiciydi. Ancak
diinyanin her yerinden gelen red mektuplarindan olusan hos bir arsiv yaptiktan son-
ra, bunlar sadece cekmecede biriktirmek yeterli gelmedi; mektuplardan gerektigi gibi
yararlanamadigimi diisiindiim. Bu pozitif giiclere ozgiirliiklerini vermek ve onlar1 goz
oniine sermek 6nemli gibi goriindii. Mesela sanat kariyerleri i¢in pozitif dileklerini siirek-
li, sonsuza kadar tekrar edebilecek bir makine icat edebilirdim.

Kurgu sdyle planlandi: bu degerli malzemeye en uygun kullanim, ses ve goriintii
yerlestirmesi seklinde olabilirdi. Goriintii asamasi i¢in birinin ¢ogunlukla kaybettigi
yakinlarina mektup yazdigi ya da okudugu meshur filmlerden sahneler topladim. Malzeme
polisiye film karakterlerinden Simpsons’a kadar uzanan genis bir yelpazeden olusuyordu.
Yeterli goriintii malzemesi topladiktan sonra dublajcilar, filmlerdeki kahramanlarin
goriintiileri tizerine red mektuplarinin orijinal metinlerini okudular.

Dolayisiyla yerlestirmede, bilindik karar sahiplerinden olusan biiyiik bir koro, proje
odasinda toplanip, ezberlerinin sonunda en iyi dileklerini sunmay1 asla unutmadan,
tutkulu proje tekliflerine olumsuz cevaplarini okuyorlar. Miikemmel bir gekilde stirekli
tekrarladiklar pozitif dilekleri, dort kanal projeksiyonla hazirlanan salonu dolduruyor.
Yani salon zaten oldukg¢a dolu. Yukarida soz ettigim gibi, hazirlanan diizenegin pozitif
mantra makinesi olarak islevi, orada bulunan bir kisinin ya da izleyicinin varligina bagh
degil ya da bu kisilerin varhigindan etkilenmiyor.(Hig¢ kimse dua ¢arkina katilmak zorun-
da da degil.)
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Bu anlamda, Beklentilerini Kaydir kendini seyreden bir sanat caligmas.

Bu kendini seyreden sanat ¢alismasi fikri, teorisyenler ve sanatgilarin tartistigl interpa-
siflik konusu agisindan merkezi bir eylem alani olugturur. Christof Schlingensief, Kasim
2008 tarihli bir gazete roportajinda, kendi faaliyetleri ve etkilerini gelistirmek i¢in her-
hangi bir insan topluluguna gereksinim duymayan, yani bagimsiz giicleri olan imgelerden
bahseder. Son gorsel yerlestirmesi hakkinda da benzer bir sey soylemektedir:

“Imgeler kimse etrafta olmadig1 halde birbirleriyle konusmay siirdiiriirler! Bu kabul et-
memiz gereken bir seydir! Bu imgelerin 6zgiirliiglidiir! Biitiin miizelerde ziyaretciler ve
bekgiler gider gitmez samata kopar.”

Eger imgelerin boyle bir 6zerkligi varsa, yani kendi miikemmel var oluslar i¢in kimseye
ihtiya¢ duymuyorlarsa, celigkili bir etki ortaya ¢ikmaktadir:

Bagkalarinin kendisi hakkinda ne diisiindiigiinii umursamayan biri gibi, bu sekilde
davranan bir sanat ¢alismasi da daha gekici ve cazip olabilir. Boyle bir yaklasimla ortaya
cikan projeler etkileyici bulunmasalar dahi asilmalar: genellikle giictiir.

Ama simdi somut bir ¢calisma olarak Beklentilerini Kaydir’ a donelim:

Video yerlestirmesinde hareket eden imgelerin bir biiyiilii oda gibi 6zerkee ortaya ¢ikan
giicleri ve konusan imgelerin olusturdugu pozitif etki, inan¢ meselesi degil istatistiklerle
de kanitlanabilecek ampirik bir gercekliktir.

Bagladigindan bu yana projenin aldig1 davetler ve 6diiller biiyiik 6l¢lide artmistir. Bagvuru
hiicumunun sonugclar1 degerlendirilmis (neredeyse yilda 70 bagvuru, ki bu her hafta bir-
den fazla bagvuru oldugu anlamina gelir) ve bir kitapgikta yaymlanmistir.

Baz1 kugkucular biiyiik olasilikla sanatginin kariyerindeki pozitif yansimalarin sorumlusu
olarak sunlar goriiyor olabilirler:

Bazilar red cevaplarinin yeniden degerlendirilmesinin iyi bir ruh haline ve motivasyona
sahip olmaya yaradigini, boylece de hayal kirikliklarinin kisiyi durdurmasim engelleyerek
gelecekteki hedeflere ulagsmasi icin eskiden oldugu kadar sik ve yogun olarak calismasini
sagladigim soyleyebilir. Gercekten de, pozitif geligsime bir tiir katarsis etkisi sebep olabilir,
¢linkii red mektuplarina tamamen farkli bir bakis agisiyla yaklagilmaktadir.

Ote yandan, red mektuplarinin géndericilerinin ruhsal durum ve kimlikleriyle eglenmek
ve dig goriiniiglerini hayalde canlandirmak etkilesim hiyerarsisini degistirmis olabilir.
Bu tiir bir ruhsal tedavi gelecekte yapilacak basvurular: olumlu etkileyebilir, zaten bu
bagvurular da zarif bir bicimde her iki halde kazanilacak bir duruma getirilmis olur.

Diger bir tartigma, saygin festivaller ve kurumlardan gelen davetlerin ¢ogalmasini,
ortalamanin oldukgea iizerinde bir siklikla bagvuru yapilmasina baglar. Bagka bir diisiince
de, her iki halde de kazanim durumunun olugmasini, zorlamadan sonuca ulagsmaya neden
olan rahat bir yaklasim kazandirmasi ve bunun da pozitif sonug olasiligini arttirmasi ile
iligkilendirir.

Mantra makinesi ile karsilagtirlldiginda elbette ki bu yaklasimlar tamamen g6z ard edi-
lebilirdi.



3. Son diisiinceler
Sonug olarak Beklentilerini Kaydir calismasinin son bir detayina dénelim:

Bu metni hazirlar ve calismaya yeni bir gozle bakarken, projenin kiyisinda kosesinde
kaldig1 icin daha 6nce goremedigim bir noktayr fark ettim: Red mektuplarinin metin-
leri arasinda gizlenmis ikinci bir interpasiflik siireci buldum. Bu kiiciik kesif, bazilarinin
aklina soru igareti diisiirebilir, hatta dua carkina olan inanci yok ettigi gibi projeyi de
mahvedebilirdi. Ama bu bana isin dogru olduguna dair bir kant gibi geldi, ¢ilinkii is en
sonunda inanilmaz bir sekilde kendi kendini referans gosteriyordu.

Mektuplardan birine tekrar baktigimda, pozitif dileklerin her zaman en son satiri
olusturmadigini gérdiim. Baz1 mektuplarda su dipnot vardi:

Dieses Schreiben wurde elektronisch gefertigt — bu mektup elektronik olarak
olusturulmustur.

Yani mektuplar1 génderen makamlar, sadece mektuplar: yazmak i¢in degil kendi tiziintii-
lerini, merhametlerini, sanat¢inin kariyerine yonelik umutlarini da ifade edecek bir bilgi-
sayar yazilimi hazirlayarak yeni bir interpasiflik siireci olusturmuslardi. Boylece red mek-
ztubu yazmanin agir duygusal etkisinden kurtuluyorlardi.

Proje siirecinde posta goriismelerinin her iki tarafi, birbirlerine muhalif taraflar olmaktan

cikip, en azindan interpasifligi kullanmaktan belli bir oranda zevk aldiklar: i¢in bir tiir
ayni ruhu paylasan yoldas durumuna doniistiiler.
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Bojana Kunst
Asla Teslim Olmamalyaz: Balletikka Internettikka’da baglanabilirligin
arastirilmasu iizerine

Icerik

Cagdas post-kapitalist toplumdaki yasantimizin temel niteliklerini oniimiize serersek,
bunlarin en 6nemlilerinden biri hi¢ siiphe yok ki bagh olmaktir. Mobil iletisimin, in-
ternet baglantilarinin ve kiiresel ekonomik aglarin siirekli cogalmasiyla, “bagh olmak
(to be connected)” ister 6zel ister genel olsun giincel yasantimizin farkl yonlerinin en
temel ozelliklerinden biri haline gelmektedir. Ancak baglantinin etkilerini gercekten an-
lamak icin, onun zithiklar iceren yapisini agiga ¢ikarmamiz gerekir. Baglant: bir tarafta
bize iletisimin ¢oklu ve paralel yonlerinin 6nemsizligini ve sanalligin1 gosterir, soyut ve
degisken potansiyelini ortaya koyar. Boyle iitopik bir 6zellik, 20. Yiizyilin baglangicinda
teknoloji karsisindaki avant-garde biiyiilenmede de s6zkonusuydu. Ancak diger yandan,
bugiin baglant1 giderek daha fazla sekilde, askeri, ekonomik ve siyasi gii¢ yapilarinca
ustalikla gergeklestirilmesi gereken son derece detaylandirilmis bir prosediir haline
gelmektedir. Baglant1 giderek daha fazla, kiiresellesmis diinyamizi birbirine baglayan tek
gercek “kablo”ya doniismektedir. Biitiin soyut potansiyeli ve degiskenligi icinde, para-
doksal olarak ayni zamanda en biitiin ve en kirilgan 6nemi o tasir. Dolayisiyla, giinii-
miizde baglantinin en temel ihtiyaclarimizdan biri haline geldigini sik stk duymamiz
son derece olagandir: her goriinmezlik, baglantinin her kopusu ya da eksikligi derin bir
korkuya yol acar. Ister ekonomik ister sosyal, kisisel ya da 6zel alanda olsun, baglantisiz
(disconnected) olmak, bugiiniin diinyasindaki en biiyiik tehditlerden birini olusturuyor
gibi goriinmektedir.

Bununla beraber, K.W. Jeter'in bilimkurgu romam Noir’da (1999), baglant1 kavrami
tamamen ters bir anlam kazanir.! Baglant: ¢irkin, istenmeyen bir seye doniisiir ve 6zel bir
anlamda kullanilir - bir kiifiir sézciigii olarak. insanlar birbirlerine “connect you mother
connector”*, ya da “get the connect outta here”* gibi sozlerle kiifiir eder. Bagka bir deyisle,
bagliysaniz tamamen iginize edilmistir (if you are connected you have fucked up entire-
ly)* Isadamlarmin “baglarmin etrafinda vizildayarak déniip duran e-mail yiginlariyla
yiriidiigi [...] kiiciik imaj 6beklerinin ilgi igin onlarin etrafinda dolagtigi” Noir'in
diinyasinda, baglant: kelimesinin neden kullanigh bir kiifiir oldugunu tahmin etmek hig
de zor degildir. Ornegin, (Jeff Noon'un, Nymphomation? romanindaki gibi) “blurbflyers”
olarak adlandirilan — vizildamalar1 reklam mesajlari ileten - yapay boceklerle dolu bir
diinya diisliniin. Bu bocek kuryeler aradiginda, cevap vermemeniz imkansizdir. Tabii ki
bir sinegi oldiirebilir ya da kovabilirsiniz, ama her zaman daha fazlas: gelecektir. Ancak
baglantilarin bu muazzam artis1 ve (dogal cevremizin seklini alan) neredeyse “biyolo-
jik® varhigy, baglantinin kiifiire doniismesinin tek nedeni degildir. Her baglantinin bir de
fiyat1 vardir, “Uzanip birine mi dokundunuz? Bu baginiza gelebilecek en kétii seydir. Her
baglantinin bir bedeli vardir; emin olabileceginiz tek sey, er ya da ge¢ 6deme yapmaniz
gerekecegidir.”* Dolayisiyla baglant1 sadece ¢cogalmaz, sadece gevremizi siirekli bagl bir
cevreye doniistiirmekle kalmaz; ayn1 zamanda ondan her zaman biiyiik bir kar elde eden
bir kisiye aittir, onun tarafindan kullanilir ve iiretilir. Her zaman bir siirekli akimmig gibi
olusturulur.

1Jeter, K. W. : Noir roman tizerine bu referans icin Steven Shaviro’ya ve kitabina: Connected or What It Means to
Live in the Network Society, Minneapolis 2003. minnettarim.

2 Jeter, K. W: Noir, New York 1998, s. 18

3 Noon, Jeff: Nymphomation, Corgi Books, London 1997.

4 Shaviro, Steven: Connected Or What It Means To Live in The Network Society, Minneapolis 2003, s. 3.



Ancak bu kars1 konulmaz akima yonelik ¢ok onemli bir tehdit de vardir: her yerde
baglantilar olmasi ayn1 zamanda, Manuel Castells’in giiniimiiz yonetici eliti> tarifinde
oldugu gibi, bir ag toplumunda rahatlikla yasayan ve ¢alisan, ancak kendisi akimin bir
parcasi haline gelmek istemeyen birilerinin de her zaman var oldugu anlamina gelir.

Bugiin baglanti, sadece giiniimiiz medyasinin ve bilgi toplumunun baglica 6zellikler-
inden biri degil; ayn1 zamanda varolusumuzun temel bi¢imi- kablosuz diinyamizin ve
varolugsumuzun varliginin 6zii - haline gelmistir. Cagdas varlik, essiz bir arabulucu olarak
goriilebilir; bugiin araliksiz olarak dogal ve yapay, hayat ve hayat digi, erkek ve kadin,
iiretilmis ve iiretilmemis, insan ve makine, ben ve 6teki, yerlestirme ve yerinden ¢ikarma,
iitopya ve distopya arasindaki sinirlar1 birlegtirmesi ve bulaniklagtirmasi ile tamimlanir.
Giiniimiizde, insan ve insan olmayan kimlikler, palimpsest ve cok katmanl cagdas mutfak
masalarinda birlikte sunuluyor. Varligimiz, giderek daha parcal ve paylagimh hale geli-
yor, ya da Olliver Dyens’in sdyledigi gibi: “Biz hem tek hem ¢ok, hem organik hem inor-
ganik, hem bilimsel hem akildigiy1z. Bir insan, diinyanin okyanusunda bir dalgadir; gegici
ve dengesiz, ama yine de belirsiz kaynagin acik¢a goriinen bi¢imi, sinirlari stirekli degisen
ve varolusu kendi ilkel koklerinin izlerinden baska bir sey olmayan bir bicim. I¢imizde
onceden gelen binlerce biyolojik gercekligin, bizi sekillendirmis, bozmus ve yeniden
bicimlendirmis olan gercekliklerin, zaman ve mekanlari1 bulunur.”® Bu siireclerde, maddi
yanimizin idealler, organlar, makineler, kiiltiirlerin... sonucuna doniismesiyle, birbiri-
mize derinden bagimh hale geliyoruz. Baglant: fikrini oldukga genigletmis olan, bu ev-
rimsel ve neredeyse varolussal konseptin yaninda, degerlendirilmesi gereken bir diisiince
daha vardir. O olmaksizin, her evrimsel iyimserlik, 6ngoriilebilirligini hizla kaybetmeye
mahkumdur. Bu diisiince, giindelik siyasi ve ekonomik gergekligimizde, baglantilarin
her yerde birden olmasinin getirdigi degisikliklerle ilgili tartismanin bir parcasidir. Bu
bakis acisi, Fransiz filozof Bruno Latour tarafindan ele alinmistir ve bugiin kamusal a-
landa biiyiik degisiklikler yasandigini derinden fark eden ¢ok sayida materyalist goriiste
bulunabilir.” Latour, gegen yiizy1lda uzlasmanin kamusal ve siyasi hayata nasil girdigini,
baglantinin kamusal ve siyasi hayatta nasil gittikce daha goriiniir hale geldigini inceler.
Latour’un ortaya koydugu sey, eski modernite rejiminin, uzlasma ve baglantiy1 kamusal
hayattan bilimsel ve teknolojik alanlara kaydiran ¢okiistidiir.® Latour, modernite tari-
hinde her zaman biiyiik bir béliinme oldugunu anlatir: Siyasi alan, arinma ve ayrilma
yeriydi, ancak bilimsel laboratuarlarda canavarlarin gizli artis1 devam ediyordu.® Bilim-
sel laboratuarin kara kutusunda ya da sanatsal hayal giiciinde hos karsilansa ve kabul
edilse de, sosyal, siyasi, temsili, anayasal alanlarda baglantilardan kaginilmaktadir.
Giinlimiizde baglantilar her yerdeyken, sorulmasi gereken asil soru, giinliik yasantimiza
giren tiim bu baglantilarla birlikte, insan olmayan objelerin nasil megrulastirilacagi ve
bunlara nasil temsil hakk: verilecegidir. Latour’un da belirttigi gibi sorun, “varliklarim
resmen ortaya koyarak, canavarlarin ¢ogalmasinin nasil diizenlenecegi”, yavaslatilacagi,
yonlendirilecegidir. Farkh bir demokrasi gerekli hale gelecek mi? Seyleri de kapsayan bir
demokrasi?”

5 Castells, Manuel: The Rise of the Network Society, Vol. 1 of The Information Age: Economy, Society and Culture,
Blackwell, Massachusets, 2000, s. 446.

6 Dyens, Ollivier: Metal and Flesh. The Evolution of Man: Technology Takes Over, Cambridge, MA; 2001, s. 93.

7 Bkz. Empire by Michael Hardt and Antonio Negri (Cambridge, MA, 2000)ya da A Grammar of the Multitude, by
Paolo Virno (Cambridge, MA, 2004).

8 Tarih boyunca bilim ve teknoloji, siyasetten kesin sekilde ayrilmisti — 6rnegin erken modernitenin ayiric1 siyas-
etinin baslangicin gosteren, hava pompasi hakkinda Hobbes ve Boyle arasindaki ilk tartismayr hatirlaymn. Ayrica
bkz: Stephen Shapin & Simon Schaffer: Leviathan and Air Pump, Hobbes, Boyle and the Experimental Life, Princ-
eton University Press, 1985.

9 Cf. Latour, Bruno: Nous n’avons jamais été modernes, Paris 1991, p. 22 (Kitabin Ingilizce cevirisi de bulunmaktadir :
Latour, Bruno : We Have Never Been Modern, Massachusetts, 1993, p. 12)

Bu modern tutum, ironik ve amacina ters ucuna, biinyesindeki biitiin farkliliklar1 icermek ve arindirmak i¢in muaz-
zam bir biirokratik farklilasma araci inga etmek zorunda kalan postmodern farkhliklar doneminde ulasir. Siyaset
konusundaki postmodern teorilerin polikanin sonunu ya da agirbagh bir tutumla, simulakrumun politikasini ele
almalari hi¢ de sasirtic degildir.
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Politika hayatin her boyutunda biyopolitikaya doniislirken, bu bakis agis1 gittikce daha
ilging bir hale geliyor ve biiyiik sorular iiretiyor.

Bu noktada farkh yonleri incelemek, baglantinin giinliik hayatimiza nasil girdigini ve
hala nasil giinliik siyasi, sosyal ve ekonomik gercekligimize bir tehdit olarak sunuldugunu
ele almak ilgi gekici olacaktir. Bir yanda, is yerinde, baglantinin her an kopmasi tehdidi
vardir, diger yanda ise —Noir’da K.W. Jeter'in belirttigi gibi- bagh olmanin en biiyiik teh-
dit oldugu goriisii. Her iki durumda da, her iki tarafin siyasi sonuclar1 da radikal ve ¢ok
kuvvetlidir: sadece bir kiiresel ekonomik felakete yol agmakla kalmazlar, aym1 zaman-
da hayatin kisisel ve 6zel alanlarinda da bir yikima neden olurlar. Bu iki anlayis1 daha
yakindan ele almak ve baglantinin giinliik hayatimizda nasil bir prosediire doniistiigiinii
ve baglantinin politikasindan soz ettigimizde is yerindeki paradokslarin neler oldugunu
gostermek istiyorum.

Baglantinin iki yoni

Modernite tarihinde, baglantinin toplumsal hayata girmesi ¢ogunlukla, insan ve maki-
nenin kargilasmasi o6rneginde acikca goriilebilen, tekinsiz (unheimliche) bir bulusma or-
taya ¢ikarmistir. Burada ilging olan sey, bu tarihi tekinsiz bulusmanin baz izlerinin, giinii-
miizdeki baglantisiz olma(being disconnected) korkusunda da ayni sekilde goriilebilir
olmasidir. Baglantisiz olmanin en temel ekonomik, siyasi ve hatta kisisel korkularimizdan
biri oldugu inanisi, baz1 eski tehlikelerin iizerini o6rtmektedir: baglantinin kesilmesi
korkusu icinde, yine is yerindeki biiyiik Oteki, konum ve kontrol, béliinme ve denetimli
farklilasma, bugiiniin muazzam verimliligi ve entelektiiel potansiyelinin siirekli diizen-
lenmesi icin tutulmus dilekler vardir. Uretimdeki asir1 biiyiime, bugiin baglantilarin
her yerde birden olmasinin sonuglarindan biridir ve bu durum asir1 biiyiiyen yapisiyla,
baglant1 prosediiriiniin kontrol edilebilir seffafligini tehlikeye atmaktadir. Burada kars:
karsiya oldugumuz, sebebe sonug¢ goriintiisii vererek kendi nedenini 1srarla yeniden
yorumlayan ve saklayan, agik¢a paranoid bir durumdur. Tarihe geri donersek, bagh
olmamanin (disconnection) her zaman bagl olmakla gerceklesen tekinsiz bulusmanin
bir sonucu olmus oldugunu goriiriiz; bagh olmamak, bu bulusmada acgiga gikan celigkili
arada olma durumunun ilk {irkiitiicii isareti olmustur. Makineyle karsilastiklarinda,
insanlar birden donar, nedenleri kaybolur, fiziksel olarak hareketsizdirler, kendile-
rini birden oturmus yapay yaratigin aynasinda kendi yok oluslarina bakarken bulurlar,
susturulmuslardir ve 6lii gibi davranirlar.

O halde, baglantinin kopmasi korkusu, yeni bir korku degildir; eskiden gelen, dogal ve
yapay, hayat ve hayat disi, ben ve Gteki arasindaki sinirlarin akigkanligy ve kaybolmasi
hakkindaki korkularimizin degisime ugramis bir seklidir. Bu tehlikenin temel mantig:
—baglant1 koparsa, kaos olur-, baglantinin hiyerarsik bir prosediir degil sozi edi-
len iki taraflihgin esas 6zii oldugunu dikkate almaz. O arabuluculugun, arada olmanin
bir diizenlemesidir. Oyleyse, tehlikeyi gercekten yaratan, baglantimn kendisi degil,
baglantinin imkansiz oldugu s6ylenen konumudur: Kaos tam olarak gercek ya da hayali
merkezin fazlasiyla tutarsiz denetiminin ve ilgisinin bir sonucudur. Baglantinin kopmas
tehdidi, (isletmelerde, tekellerde, gii¢ yapilarinda, bilgi, hayal ve eglence gibi alanlarin
yapimcilarinda goriilen) asir1 aliskanligin ve bolgesellestirmenin sonucudur. Burada
gercekten tehlikede olan, her nasilsa kendini her zaman akic1 ve hafif, baglantinin kes-
ilmesini ise son derece kaotik gosteren merkezdir. Baglantinin siirekli i¢ tehdidi, onun
¢okiislinde yatiyorsa, bu baglantinin zaten bastan merkezi ve hiyerarsik bir prosediir
olarak anlagildig1 anlamina gelir: sadece bu durumda biiyiik Oteki sahneye cikabilir.



Oyleyse burada gercekten endise verici olan baglantilarin her yerde birden olmas: degil,
sira dis1 durumu siirdiirebilmek icin siirekli belirsizlik ve kaos yaratmak zorunda olan,
goriinmez elin giiciidiir. Bu ayn1 zamanda onun daginik ve kaotik atomlarini diizene
sokabilmek icin aniden uygulayabilecegi tek yoldur. Bu durumda baglantinin kopmasi
tehdidi, uzlasmaya ve kamusal ve siyasi hayata giren baglantiya yonelik ¢ok tehlikeli ve
tutucu bir tepki olarak tarif edilebilir. Tehlikeli olmasinin bir nedeni de, kars1 koyarken
neredeyse her zaman kendi hedefini varsayan, eski giizel Freudyen direng gibi bagka bir
kars1 stratejiye yer vermiyor olmasidir. Hayatin alanlari heniiz hala ayriyken ve siyasi
alan temelde hayatin farkli alanlar1 arasindaki ayrigma ve bu ayrismanin sergilenmesi ile
ilgiliyken, bu tip bir direnc hala bir sekilde verimli olabilmekteydi. Bugiin — bu ayrisma,
kiiresel baglantinin her yerde olmasi altinda gizliyken — direncin kendi hedefini tamamen
akildis1 (disconnected/baglantisiz) bir sekilde agiga ¢ikarmasinin bagka bir yolu yoktur.
Bugiin miimkiin olan tek direng, -birgok kayip ve hedef gozetmeyen cinayetle — giinii-
miiz teroriiniin temel 6zelligi haline gelen 6li direnctir (dead resistance). Bu nedenle,
baglantinin kopmas tehdidi, goriinmez elin bugiinlerde, arabulucunun diizenlemeleri
ile, yani aktif olmanin yeni siyasi yollarini arastiran kontrol edilemez verimlilikle birlikte
sahip oldugu, ¢cok daha ciddi bir sorunun kilik degistirmis seklidir.

Simdi de, baglantilarin en biiyiik tehdit olarak algilandig diger tarafa bakalim. K. W.
Jeter’in Noir’da basariyla anlattig: gibi, baglantinin bir kiifiire doniistiigii, bagh olmanin
becerilmekle* ayni oldugu anin ayirt edici 6zellikleri nelerdir? Bu tuhaf anlayisla ilgili
olarak nasil bir politika iiretebiliriz ve yapabilecegimiz tek seyin kiifiir etmek oldugunu ka-
bul etmezsek, karsi stratejiler neler olabilir? Noir'in diinyas: sadece tamamen baglanmig
(connected) bir diinya olmakla kalmaz, ayn1 zamanda zamanin yeni ahlakim da sergile-
mektedir. Bu, her baglantinin parasal bir karsilig1 olmas1 ve kar getirmesinin gerektigi
acimasiz bir diinyanin kirli ahlakidir.t° Tabii ki burada soziinii ettigimiz seyin sadece eski
korkunun bir bagka yiizii oldugunu séyleyebiliriz: Baglantinin kopmasi tehdidi yoksa, bu
sefer de bizi tamamen yerimizden edecek ve acimasiz ve hi¢ bitmeyen reklamlarin alici
cihazlarina doniistiirecek olan agir1 baglanti (excessive connection) tehdidi vardir, biiyiik
Oteki daha parlak bir kilikla geri dsnmektedir.

Bu asir1 baglant: tehdidi, bagliysan becerilmis olma durumu the fact that you are fucked if
connected®, baglh olma arzumuzla gittikce daha fazla i¢ ice gecen, giinlimiiziin ekonomik
talepleriyle birlikte, her gecen giin daha giincel bir hale gelmektedir. “Iste bir ag toplu-
munda yasamak boyle bir sey. Zamandan uzaya tasindik. istediginiz her sey istediginiz
anda sizin. Ona hemen simdi sahip olabilirsiniz. Tek yapmaniz gereken bedelini 6demek.
Oncelikle bir parasal bedel 6demelisiniz, ¢iinkii para biitiin iiriinlerin evrensel karsiligidir.
Ama buna ek olarak bilgi bedelini de 6demelisiniz, ¢linkii enformasyon da evrensel bir
kargihiktir. Enformasyon, biitiin bilginin, biitlin algilamanin, biitiin tutkunun ve biitiin
arzunun ortak 6l¢tim birimi ve degisim aracidir. Kisacas tecriibenin evrensel karsihig.
Ag toplumunda tecriibe ya dijitaldir ya da yoktur. Ancak bu ayn1 zamanda elinize gegenin
higbir zaman tam olarak bedelini 6dediginiz sey olmadig1 anlamina da gelir. Her zaman
biraz daha azidir.”"* Ama temel arzumuzun her zaman biraz daha fazlasina sahip olmak
oldugunu, her zaman daha fazlasi icin geri donecegimizi bilirsek, elimize gecen, Steven
Shaviro’nun anlattig1 gibi {iretimin tamamen “gizemli hi¢ bir seyin (mysterious nothing)”
art1 degeriyle ilgili olmasi sayesinde, ekonomi ve arzularimizin ele ele gittigi miitkemmel
bir iligkidir.

10 Telif hakkini ihlal edenler, 6liimde yasama mahkum eldilir - sucluya sadece beyni kalacak sekilde iskence
uygulanir. Sonunda suglu bir ganimete doniisiir: ondan geriye biitiin kalanlar bir kulaklik, elektrikli siipiirge, tost
makinesi ya da bagka bir siradan ev aletinin kablosunun igine konur. Ganimet, suclunun telif hakkim ihlal ettigi
sanatgiya verilir. Bu durumda telif hakkini ihlal eden kisi sonsuz bir aciyla kars: karsiya kalir: yumusak kablo icine
kapatilan beyin dokular: ve bilinci ve kisiligi on yillarca dayanabilir. Ve sanatgi her miizik dinleyisinde ya da her ek-

mek kizartiginda suglunun acisin1 hognutlukla animsar. K. W. Jetter: Noir, New York 1998, s. 261 — 26.
11 Shaviro, Steven: Connected or What It Means to Live in the Network Society, Minneapolis 2003, s. 249.

110



111

Sirketler asla ortaya ¢ikmayacaklarina gittikce daha ¢ok emin oldugumuz (kisisel ve
monat bagimsizligimiz nedeniyle) kiigiik kirli sirlarimizin gittikce daha fazlasini biliyor.
Satilan iiriinler ve arzu arasindaki iliskinin her zaman Oteki’nin bizi kaldirabilecegimizden
biraz daha fazla sevmesi ve bizim her zaman biraz daha ¢ok sevgi talep etmekten baska bir
sey yapamamamiz seklinde oldugunu séyleyebiliriz.

Bu iligkide her hamle ve her hareket yineleyen bir bosluga, siradanlhiga bayathga ve
sahtelige mahkum gibi goriiniir. Jeter'in romaninda hakim olan ahlak, bir tiir siirekli si-
yasi kaygidir: arzunun gittikge baglantimizin 6zii haline gelmesiyle, ona kars1 koyulmasi
neredeyse imkansizdir. Bir kez daha, miimkiin olan tek direnis, ayn1 zamanda her gegen
giin daha fazla cagdas kiiresel orkestramizin karakteristik 6zelligi haline gelen 6lii direng-
tir. Sehrin akimlarina ve hareketlerine, kentsel 6zgiirliige ve onun karmagik aglarina,
kiiresel mutlulugumuzun iireticisi haline gelen, bat1 arzusunun baglica biiyiik makinele-
rine saldirmaktadir.

Asla teslim olmamaliy1z: Karg strateji iizerine

O halde, nasil bir kars: strateji nasil olusturacagiz ve 6lii direncten nasil kac¢inacagiz?
Varolusumuzun temel bi¢imi haline gelen baglantilara katilirken, ayn1 zamanda da
baglanti prosediiriiniin yekpare gercekligine nasil karsi koyacagiz? Ayni zamanda
nasil hem disar1 ¢ikip, hem de her zaman aktif olacak ve hayatta kalacagiz? Diinyadaki
varhgimiz siirekli boliimlenip paylasiliyor ve yine de bu paylastirilma ve boliimlenme
hakki icin siirekli savasmak zorundayiz. iki tehdit de — baglantinin bunaltic1 yoklugu
ve asir1 baglanti- hala baglantilar1 geleneksel yoldan diizenlemek istiyor. Baglantinin
kopmasi ve asir1 baglantinin toplumsal ve siyasi hayatin bir parcasi olmasinin 6nlenmesi
icin, siirekli diizenlenmeleri, 6l¢iilmeleri, idare edilmeleri, bolgelere ayrilmalar1 gerekir.
Her zaman, bugiin giiclin temel orgiitlenmesi haline gelmekte olan, son derece ince ve
seffaf protokoller tarafindan diizenlenirler (ve siyasi, teknolojik ve bilimsel protokol-
lerin az ¢ok ayni seye doniismesi hic de sasirtici degildir). Doksanlarda baglant: ve aglar
hala siyasi direncin evrensel gostergeleri olarak goriiliiyorsa da (6rnegin Levy’nin sanal
agorasl), bu umut bugiin oldukga naif kalmaktadir.

Bir kars: strateji olusturmanin ilging yollarindan biri Igor Stromajer ve Brane Zorman
tarafindan gerceklestirilen ‘Ballettika Interrnetikka’ projesinde goriilebilir. Ballettikka
Internettikka, ilk olarak 2001 yilinda bir internet balesi arastirmasi olarak baglayan bir
dizi sanat projesine verilen ortak isimdir. Proje Internet performanslari, gerilla taktikleri
ve canli mobil internet yayin stratejileriyle siirmiistiir.’* Projenin ilk Internet balesinde
(Ljubljana, 2001) odak, dans hareketinin duragan goriintiilerle yayinlanmasindaydi. Bal-
lettikka Internettikka, sanatcilar Igor Stromajer ve Brane Zorman'in cesitli kamusal a-
lanlara girdigi ve performanslarim (baleler) internetten canh olarak yayinladig bir dizi
sanat projesi olarak 6zetlenebilir. Son yillarda proje, kurgusal gerilla yapisi, performans
mekan1 ve robotun performans kabiliyeti arasindaki duygusal gerilime odaklanmisti.
2007 yilinda ikilinin ilgisi, bas kahramanin yikic1 sekilde kullanimina kaydi.'s Ballettik-
ka Internettikka her zaman, sahnenin sembolik ve goriilmeye deger icerigiyle, edimsel
kullanimini yan yana koyar. Ornegin Ballettikka Internettikka - Part Two: Ballet.Net'te
(Moskova 2002), Stromajer, Bolshoi Tiyatrosu’nun kilerine gizlice girer ve bu 6zel kurum-
da dans etmek istemis biitiin dansg¢ilar adina burada dans eder. Performans, Bolshoi'un
yiiziincii y1l kutlamastyla aym zamana rastlar. Stromajer ve Zorman diz iistii bilgisayarlar,
cep telefonlar ve kiiciik pillerle donanmisg halde, kirik bir pencereden Bolshoi’a girdiler

12 Tiim projeler internet sitesinde bulunabilir: http://www.intima.org/bi

13 Gegen zamanda robot dijital yazihm kullanilak yakildi(Ballettikka Internettikka: Olymppikka, 2008), dev bir
makine tarafindan ezildi (Ballettikka Internettikka: Hydraullikka, Madrid, 2008) ve torenle gomiildi (Ballettikka
Internettikka: Intermenttikka, Seoul, 2008).



ve eserlerini bos kilerin kiiclik, karanhk ve kirli bir odasinda gerceklestirdiler.
VolksNetBallet’de (Berlin, 2006) on kiigiik robot (‘halki” temsil eden), bir daha biiyiik
robot (“lideri” temsil eden) ve bir ucan inek, iyi bilinen bir siyasi ve solcu gelenege sahip
Berlin’deki iinlii Volksbiithnenin (Halk Tiyatrosu) bodrumunda (tuvalet), bir grup kore-
ografisi sergilediler.* Ballettikka Internettikka her zaman, sahnenin sembolik ve goriil-
meye deger icerigiyle, edimsel kullanimini yan yana koyar. Sanatcilarin da vurguladig: gibi
“etkinlik bir diger muazzam halk eglencesiyle — 2006 yilinda Berlin’de oynanan Diinya
Kupasi Final magiyla- tam olarak ayni aksam ve aym sehirde gerceklesti”® Sanatcilarin
“neredeyse hareketsiz ama yine de gecisli ag balesi” olarak tarif ettigi Ballettikka Inter-
nettikka: Stattikka’da (Hong Kong, 2007) robot, Hong Kong Lippo Centre’in ¢atisinda,
giinliik ekonomik siireclerin finansal giiciinii ve dinamizmini barindiran binanin {izeri-
nde tamamen hareketsiz gekilde duruyordu. Cevredeki gokdelenler iizerindeki sehir
1siklarinin duragan ritmiyle uyumlu sekilde, robotun sadece gozleri yanip soniiyordu.
Robot, hareketsiz bir gerilla macerasi iginde izole edilmis ve tuhaf, ve hizin edimselligi
ve finans merkezinin

g6z alic1 dinamizmi ile tam bir karsitlik icinde goriiniiyordu. Basit teknoloji kullanan
kombinasyonlara yonelik stratejiler uygulayarak Stromajer, sadece projelerini ulagilabilir
hale getirmekle kalmaz, ayn1 zamanda arzularimizin teknoloji kullanimimiza bir yatirnm
olarak baglanma sekline de deginir: projeleri her zaman giindelik teknolojik deneyim-
lerimizle giiclii bicimde i¢ ice gecmistir. Hepimizin giinliik tecriibelerimizden bildigimiz
gibi, teknolojiye yaptigimiz finansal yatirim ne olursa olsun, giinliik deneyimler hala
cogunlukla belirsiz ve parcalanmistir, devre kesintileri ve duraklamalariyla, ¢ople, lii-
zumsuz bilgiler ve bir olasiliklarin hiper enflasyonuyla dolmus durumdadir. Giinliik
teknolojik faaliyetlerimiz sadece yeni olasiliklar a¢iga ¢ikarmakla kalmaz, ayn1 zamanda
baglantilar ve (bagli)) mahremiyetimiz hakkindaki beklenti, arzu ve hayallerimizi de der-
inden etkiler. Stromajer’in calismasinda, giinliik baglanabilme(connectivity) pratigimizin
duygusal ve kisisel 6zellikleri aragtirilir, eglenceli bir sekilde ortaya cikarilir, yeniden sah-
nelenir: onun internet projelerinin iginde, samimi sorularla, iletisim bozukluklar ve ar-
zunun kirillganhgiyla kars: karsiya, sanki gizemli, 6zel bir yolculuktaymisiz gibi dolagirz.”
Buna ek olarak Stromajer’in projelerinde samimiyet, 6zel bir giiven duygusuyla, her za-
man eglenceli bir sekilde siyasi mahremiyet, gerilla taktikleri ve kamusal ve 6zel, poli-
tika ve arzu arasindaki iligkiyle birlikte anilan, kendine has bir gizlilikle i¢ ice ge¢mistir.
Stromajer’in calismasi, teknoloji deneyimimizin diizenlenme sekillerini ve teknolojinin
bedenlerimize ve giinliik hayatimiza yakinligini nasil algiladigimizi arastirir.

Burada, baglanabilirlik, baglanti olasilig1 ve buna yonelik arzu ve beklentimiz arasindaki
orantisiz iligkiden kaynaklanan, 6zel gizli bir anlasma is bagindadir.

Ballettikka’da ilgi, teknolojinin duygusal kullanimiyla ve bunun hayatin teknolojik ve si-
yasi taraflarini nasil tekrar bir araya getirdigiyle yakindan ilgili olan, (bagli) samimiyetin
arastirlmasindadir. Bununla ne anlatmak istiyorum? Stromajer’in sadece ge¢mis projele-
rinde degil, Ballettikka’da da is basinda olan tuhaf gizlilik, dogrudan baglanabilirlik ihti-
maliyle/olasiligiyla baglantihidir.

14 1890’daki kurulusundan itibaren Volksbiihne tiyatrosu, kendini “halk i¢in sanat” yapmaya, kitlelere, iscilere, en-
tellektiiellere hitap edecek bir estetik gelistirmeye ve “yiiksek kiiltiir’e yonelik burjuva begenisine kars: koymaya
adamigtir. Bkz: ‘Die Kunst Dem Volke, Berliner Volksblatt’ (1890), www.volksbuehne-berlin.de/theorie/pamphlete_
und_programme/die_kunst_dem_volke/ adresinde bulunabilir.

15 1890’daki kurulusundan itibaren Volksbiihne tiyatrosu, kendini “halk i¢in sanat” yapmaya, kitlelere, iscilere, en-
tellektiiellere hitap edecek bir estetik gelistirmeye ve “yiiksek kiiltiir’e yonelik burjuva begenisine karsi koymaya
adamigtir. Bkz: ‘Die Kunst Dem Volke, Berliner Volksblatt’ (1890), www.volksbuehne-berlin.de/theorie/pamphlete_
und_programme/die_kunst_dem_volke/ adresinde bulunabilir.

16 http://www.intima.org/bi/vnb/index.html

17 Bunun giizel bir 6rnegi, Stromajerin internet sanati projesi b.ALT.ica’dir (1998) Hepsi samimiyet, poli-
tika ve teknolojiyle ilgili sorularla baglantili, 1s1ldayan isaretlerin, erotik resimlerin, geri sayimlarin, viriislerle
karsilagmalarin, sorularin, alintilarin, ikonlarin, ve siyah ve beyaz imajlarin arasindan gegen bir yolculukla zamanin
sonundaki yere gidiyoruz.
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Ancak, bu projelerde samimiyet, duygusal yakinlik ve empatiyle ¢ok da ilgili degildir. Bun-
dan ziyade, protokollerin kullanilmasi yoluyla sayfalarin, goriintiilerin ve baglantilarin

parca ve kalintilar1 arasinda bir gezinti siireci olarak ortaya ¢ikmigtir. Baglanabilme
olasiligl, sanatcinin samimiyeti incelemesine 6zel bir tonalite, yalitilmishgin, yalnizhigin
ve soyutlamanin sesini katar. Bu aslinda baglanmis diinyanin (connected world) gene-
li icin gecerli bir paradokstur. Bu 0zel tonali-teyi, teknoloji kullanimimizin, baglanti
olasiliklarimizi  gercege doniistiiren duygu(lar) tarafindan kosullandirilmasiyla
iligkilendirecegim. Duygu, her yere yayilan giiriiltii ve soyutlanmus iletisim protokollerini,
baglantinin modiilasyonu ve duygusal tonalitesini, hem deneyimleme hem de yorumlama
seklimizi derinden etkiler. Laf kalabaligini, anlama gevirme bi¢imimizi etkiler. Bugiin be-
denden ayrilmanin “zevki”, baglantinin; teknolojinin ticari, siyasi ve ekonomik kullanimi
yoluyla potansiyel gerceklesmesinin sadece bir boyutudur. Bir diger boyut, giivenlik,
dokunulmazlik ve daha kisisel bir diizeyde- soyutlanma i¢in olusturulan teknolojik ve si-
yasi protokollerle yakindan ilgili olan korku duygusudur. Dolayisiyla, baglant1 olasilig
bu korku duygusuyla da belirlenir — ¢ok yakinlasmaktan korkmak: baglanti, saldiriya
ugrama, izinsiz giris ya da bir seylere bulasma durumlarim olanakl kilar. Baglanabilirlik
sayesinde sadece yeni giivenlik duvarlar1 ve yeni dokunulmazlik protokolleriyle olanakli
olan bir yakinlik tecriibe ediyoruz; bunlar giiniimiiziin baglantili toplumlarinin kendine
has parcalaridir. iletisim ve baglanti i¢in koyulan kurallar dogrudan dogruya giivenlik
ve dokunulmazlik istegiyle baglantihdir. Kisisel gerilla taktiklerinin, korunan alanlari,
sasirtic1 bir baglanabilme ha-yali ve arzusuyla istila eden bu son derece duygusal durum-
dan kaynaklandigini s6yleyebilirim.

Protokol ve Duygu

Ballettikka Internettikka'nmin 6zel gerilla dogasinin, teknolojinin duygusal kullanimim
ele aldigini 6ne siirdiim. Bu sadece bir ¢ok mekanin bir araya gelisini degil, baglantih
performanslarin baglant1 yoluyla, beklentilerimiz ve arzularimizla kaynagma sekillerini
de One cikarir. Ballettikka Internettikka performanslariin taktik yonii, giinliik baglanti
faaliyetinin duygusal kullanimiyla ve incelenmesiyle gelistirilmistir. Alexander Gal-
loway, bir protokoliin, “belli bir teknolojinin nasil calismasi gerektigiyle ilgili ayrintil
aciklamalar listesi”’nden baska bir sey olmadigini yazar.®® Protokol, bir dizi bos kural
olarak dogru sekilde tarif edilmis bile olsa, yine de arzuya kars1 bagisiklig: yoktur. “Pro-
tokol ayn1 zamanda olasilikla es anlamhdir ... ... olabileceklerin gerceklesebilecegi bir
sahanin siirlarim ¢izer.” Olasilik kavrami gibi, bir protokol de iletisime imkan verebilir.
Bu baglamda, protokollerin getirdigi sey, “yeni heyecan verici kodlarla olasilik ve aksi-
yonu yiikseltme yetenegidir’ 2° Galloway, bu ihtimalin 6zellikle kod ve yazilim gelistirme
diizeyinde calisan, hactivist(hacker/eylemci) yaklasimda etkili oldugunu savunur.
Ancak Ballettikka Internettikka kod diizeyinde caligmaz, protokoller ya da yazilimlar
gelistirmez. Bunun yerine basit, hazir, teknolojik araglarla ¢alisarak, zaten piyasada olani
kullanir. Mevcut iletigsim protokollerinin yaratici kullanimi sayesinde, giindelik teknolojik
baglantilar kullanish hale getirilir.

Stromajer ve Zorman'in, protokolleri, yorum ve icerige tabi kildigim 6ne siiriiyorum.
Kural dizileri olarak protokollerin, basarili olmalar icin yorumlamaya karsi koymalar:
gerektiginden, elbette ki bu tabi kilma eylemi, ilk bakista olanaksiz gibi goriinmekte-
dir. Ancak bir dizi kural olarak protokoller, ayn1 zamanda olasilik ve arzu zemininde
calisirlar: acikea iletisimi miimkiin hale getirirler. Dolayisiyla etkilerinin derecesi, ne
istedigimiz ve arzuladigimizla kuvvetli bir sekilde baglantihdir. fletisim protokollerinin
varligl, baglanmamayi isteyemeyecegimiz anlamina gelir.

18 Alexander R. Galloway, Protocol, How Control Exists After Decentralisation (MIT Press, 2004), s. 171.

19 Age. s. 167.
20 Age. s. 172.



Kullanimlarinin giinliikk hayatimiz ve bedensel ritimlerimiz {izerinde — ve paradoksal
olarak teknolojiyi tecriibe etme seklimizin kendisinde bile- ani, kigisel, maddi bir etkisi
vardir.

Bu deneyim, diigmelere basmanin ve protokolii kullanmanin duygusal bir yolu olarak
tanimlanabilir; elektronik bir midede ugusup endise ve heyecan yaratan kiiciik bir kele-
bek varmus gibi, i¢sel bir deneyim. Protokollerin soyut, sayisiz kural gruplar: oldugu s6zii
dogrudur, ancak calisma sekilleri duygusaldir. Hatta — giiciin bagh diinyadaki isleyisini
anlamak icin oncelikle, duygunun roliinii anlamamiz gerekir. Bu, Brian Massumi’nin,
onun deyimiyle duygunun, ideolojiden sonra post-modern giiciin anlagilmasindaki temel
islevi tizerine yazisindaki duygu tamiminda ortaya koyduklariyla da ¢akisir. ' Duygu, geg
kapitalizmin, gii¢ ve direnis hareketinin merkezinde yer alan bir kosuluna doniistiyor.
Duygunun ekonomik etkileri olabilir: akildisi ve mantiksiz beklentilerin, kiiresel mali pi-
yasa icin felaket anlamina gelebilecegini bilen piyasa ve enflasyon uzmanlarinin iyi bildigi
bir gercek. Buna ek olarak duygu, teknolojinin gelecekteki gelisiminin, bunlar her ne ka-
dar sadece soyut bir dizi kuralsa da, 6zellikle teknolojik baglantilarin duygusal olarak
diizenlenme yollarinin anlasilmasinda, merkezi bir 6neme sahip hale gelmistir.

Bu noktada bir adim geriye atarak, teknolojinin taktik kullanimi ve medya sanatinda tak-
tik stratejilerin son on yilda biiyiik bir degisim gecirdigini de vurgulamak gerekmekte-
dir. Yikim ve el koyma, ¢ogunlukla diigmanla (biiyiik medya sirketleri, teknolojik aglarin
ozellestirilmesi, denetimin merkezilestirilmesi gibi) iliski acisindan ele almaktaydi. Di-
yebiliriz ki bu projelerin taktik bicimi bir kars1 ¢ikis yoluyla tamimlanmigti, ya da basgka
bir sekilde soylemek gerekirse: igerikleri 6nceden tasarlanmis bir kars1 ¢ikis sayesinde
bastan belirlenmisti. Dolayisiyla, taktik boyutu askeri bir modele gore gelistirilmisti ve
“taktik sanatqi (tactical artist)”, cogunlukla gogebe, gezici bir damar olarak tarif edilmisti.
“Ancak taktik uygulayiciy1 en iyi karakterize eden, her seyden once hareketliliktir. Bir
aractan digerine atlayarak hi¢ bitmeyen bir mutant ve hibrit kaynag1 olusturma ar-
zusu ve yetenegi. Sinirlar1 agmak, farkl disiplinleri birlestirmek ve birbirine baglamak
ve teknolojik degisimin ve diizenleyici belirsizligin hiz1 sayesinde, medyada siirekli or-
taya gikan tcretsiz alanlardan her zaman tam olarak yararlanmak.”?> Bu,1997’deki
Next 5 Minutes festivali icin Gert Lovink ve Andy Garcia tarafindan yazilmis olan et-
kili manifestodan, ABC of Tactical Media’dan (Taktik Medyanin ABCsi) bir alintidir.
Bu manifestoda, hiz, hareket, gocebe etkilesim, degiskenlik ve multi aktivite, yeni med-
ya sanatgisinin taktik hareketinin merkezinde yer alir. Sorun sudur ki, bu tarif, hakim
medyanin taktik bigimine, kiiresel askeri stratejilere ve sirketlerin vahsi hizina ¢ok fazla
uymaktadir. Bu manifesto ile ilgili bircok sorun vardir, hiz ve hareketliligin elestirel ol-
mayan romantiklestirilmesini elestirebiliriz(6rnegin Virilio'nun yaptig1 gibi). Ancak daha
da ilging olan, taktik yikicihigin, diismani tarafindan tanimlanms bir kars1 koyus olarak
ayn1 amacla ortaya koyulmus olmasidir. Bugiin medya sanatgilarinin taktik bi¢imini, yeni
tiretim sekillerini, kendi taktiklerini gelistirebilecekleri bir sekilde yeniden diisiinmek
icin bir ¢ok girisim yapilmaktadir. Vurgu kars1 koymakta, bir seyi delip ge¢mekte, bir
seyi altiist etmekte degil, daha ¢ok duygusal aidiyetin yeni bicimlerini gelistirmek, bilgiyi
paylasmak, farkl tiretim bicimleri (agik kod) sayesinde aglar olusturmak, hiz diisiirmek
gibi konular iizerindedir.

Diyebilirim ki vurgu, teknoloji kullaniminin — kullanilan ve uygun hale getirilen ama ayni
zamanda yeni bir liretim gekli potansiyeli olarak da anlagilan- duygusal belirlenisindedir.

21 Brian Massumi, Parables for the Virtual, (Durham, London, 2002).
22 Gert Lovink, Andy Garcia: The ABC of Tactical Media.
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Gercek gerilla miidahalesinin ya da sergilenen, baglantili etkinligin canliligi, sadece bir
seylerin gercekten canli olarak sergilenmesine degil, ayn1 zamanda baglantili etkinligin
nasil sergilendigine de baghdir. Winston Churchill'in ikinci Diinya Savasi’'nda sarf ettigi
meghur sozleri, projenin “internet gerilla performans: hakkinda devam eden sanatsal calisma”
seklindeki tarifine eglik eder.? “Onlarla sahillerde savagmaliyiz. Onlarla inig pistlerinde
savasmaliyiz. Tarlalarda ve caddelerde, tepelerde savagmaliyiz. Asla teslim olmamaliyiz”.
Ama bu savagtaki “onlar” kim — kim, kilerde dans eden, ¢atida duran, gelecegin ticari bir
binasinin beton temelinden sinyal gonderen oyuncak robot tarafindan saldiriya ugruyor?
Ballettikka'nin karigik sinyalleri, teknolojiyle baglanirken bizi kosullandiran ve teknolo-
jinin kendisini kosullandirabilecegimiz, hayal giicii ve arzuyla ayn1 zeminde savasilan bir
savagi da agiga cikariyor.

23 Bkz: http://www.intima.org/bi



zeynep giindiiz
Interaktif teknolojilerde fail olma ve kiiltiirel bir pratik olarak dansin
yayilmas iizerine

Girig

“Yavagca ama kesin bir sekilde, antik dans sanat1 dijitallesti.”

Son otuz y1llik siirec, yeni medyanin sanatsal pratiklerdeki birlesmesine taniklik etmistir.
Performans alaninda dijital teknolojilerle gerceklestirilen ortak calismalarda, 6zellikle
1990’larda goriilen artig, dijital teknolojilerle yaratilan sanat calismalarim ifade ede-
cek, onlara kendine has belirleyici bir kimlik kazandiracak yeni bir terimin gerekliligini
ortaya koyar. “Dijital performans” terimi (Dixon, 2007) ginlimiizde genellikle per-
formans calismalarinda ve iiniversite egitiminde kullanilmakta ve mevcut ihtiyaglar
karsilamaktadir.? Tek cesit bir faaliyet var olmasa da “dijital dans”, uygulayicilar ve teoris-
yenler tarafindan, estetiginin ve igeriginin yaratilmasi ve sunulmasinda 6ncelikli olarak
dijital medyaya dayanan, genel bir dans pratigini adlandirmakta kullanilan, ortak kabul
gormiis bir terim olarak ortaya ¢ikmaktadir.

Dijital sanat faaliyetleri biiyiik bir cesitlilik gostermektedir, ancak interaktif teknolojile-
rin kullanimi, bu alanda neredeyse 6niine gegilemez bir yer tutuyor gibi goriinmektedir.+
Dansta dijital interaktif medyayla gerceklestirilen ig birligi, en son trendlerden birini
olusturmaktadir. Dans sanatcilar1 ve koreograflar icin, dijital interaktif teknolojilerle
calismak, sanat bilim ve yazilim programciligi alanlar1 arasinda gidip gelen bir faali-
yete katilmak anlamina gelir. Bu durum, sanatsal icerik ve teknolojilerin kapasitelerinin
sergilenmesi arasinda bir denge bulunmasini gerektirir. Bununla birlikte, “igerige karsi
teknoloji” tartismasi heniiz ¢6ziimlenmis degildir ve dijital teknolojilerle calisan dans
sanatcilar arasinda en ¢ok tartigilan konulardan birini olusturmaktadir.s

Interaktif teknolojilerle iiretilen “dijital dans”, koreograf ve danscilarin calisma
sekillerinde degisiklikler gerektirir. Buna ek olarak dansin yaratilma, kavranma ve
algilanma yollarim zorlar. Ornegin interaktif teknoloplerln Apparition’a(2004 yilinda
iiretilen bir dans performansi) entegre edilme siireci, yapimci ve medya sanatcis1 Klaus
Obermaier’in baglangi¢ noktas: olarak su sorular: ele almasini gerektirmistir: “Partneri-
niz bir yazilim oldugunda, koreografi nasil olur? Sanal ve gercek goriintiiler ne zaman
ayn1 mekan paylagir?

Sahnede hareket eden her sey ne zaman ayn1 anda hem bagimsiz hem de interaktif olur?”®
Bu makale, interaktif medyanin entegrasyonunun sonucu olarak, dansin kiiltiirel pra-
tiklerinde goriilen baz1 temel degisiklikleri ele alacaktir. Dansci ve koreograflarin interak-
tif teknolojilerin dansa dahil edilmesi konusundaki farkh perspektiflerini ortaya koyarak
bu calisma, dansin genigleyen pratiklerinin kisitlayict ve/veya oOzgiirlestirici olarak
degerlendirilebilecegini gosterecektir.

1 Shreve, Jenn. ‘Borg of the Dance’, Wired, < http://www.wired.com/culture/lifestyle/news/2002/04/51957>.
03.06.2008 tarihinde erisildi.

2 Dixon, Steve. Digital Performance. A History of New Media in Theatre, Dance, Performance Art, And Installation.
Massachusetts: MIT Press, 2007: s.xi.

3 Referanslar icin bkz: Dixon, Steve. Digital Performance. A History of New Media in Theatre, Dance, Performance
Art, And Installation. Massachusetts: MIT Press, 2007. Dinkla, Soke. ‘Towards a Rhetoric and Didactics of Digital
Dance’, Soke Dinkla Soke, Martina Leeker, eds. Dance and Technology. Moving towards Media Productions. Berlin:
Alexander Verlag, 2002: s. 14-28. Rubidge, Sarah. ‘Action, Reaction, Interaction’. Dance Theatre Journal, vol 17, nr.2
(2001): s. 37-42.

4 Rubidge, Sarah. ‘Action, Reaction, Interaction’. Dance Theatre Journal, vol 17, nr. 2 (2001): s. 37-42.

5 Dixon: 2007: s. 5.

6 Scott delaHunta, Apparitionin dramaturgu,

<http://www.exile.at/apparition/> adresinde alintilanmis. 20.05.2007 tarihinde erisildi.
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Buna ek olarak bu c¢aligma, belirli dans performanslarinda teknolojinin oynadig baskin
role 6zel bir 6nem verecek ve teknolojinin fail olma durumunu ayrintili sekilde ele alarak,
performanslara katilmig olan teknolojinin, tiretim siireci sirasinda koreografi tizerindeki
etkisinin ve teknolojinin sahnede “roliinii oynama” seklinin sonucu olarak, bir perfor-
mans partneri olarak goriilebilecegini savunacaktir.” Dolayisiyla bu calisma, bir perfor-
mans partneri olarak teknolojinin ve insan ve teknik sistem arasindaki etkilesimin, yeni ve
dinamik tartigma konulari olarak degerlendirilmesi gerektigini 6ne siirecektir. Arglimanlar,
vaka incelemeleriyle ve dansgilar ve koreograflarla yapilan goriismelerle 6rneklenecektir.

Interaktif Medya ve Interaktif Sanat Yapit1 Dinamiklerinin Cercevesi

1962 yilinda, Marshall McLuhan, “arayiizler etkilesim anlamina gelir (interfaces means
interaction)” diisiincesini ortaya atmis ve o giinden beri hem akademisyenlerden hem
de sanatcilardan etkilesimin cesitli tanimlar birbiri ardina gelmistir.® Giintimiizde,
etkilesim ¢ok kullanilan ve istismar edilen bir terimdir, ancak farkh baglamlarda
kullanldiginda farkh anlamlara geldiginin anlasilmas: da 6nemlidir. Interaktif medya,
CD-ROM ya da telematik gibi ¢ok sayida dijital teknolojiyi anlatmak i¢in kullanmlir, ancak
bu ¢alismada, performansci tarafindan verilen itkilere bilgisayar tarafindan olusturulmus
“gercek zamanl” tepkiler gosteren bir hareket izleme yazilimina ve goriintii tiretici sis-
teme dayaly, bir tiir teknik sistemle baglantili olarak kullanilmaktadir. Birgok giindelik ve
sanatsal pratikteki etkilesimin aksine, bir performans baglamina uygulanan “etkilesim”,
teknoloji ve seyirci ya da giindelik kullanici arasinda degil, performansci ve teknoloji
arasinda gerceklesir. Tiyatro teorisyeni David Saltz bu etkilesimi su sekilde tarif eder: [...]
“Bilgisayarin, performansginin hareketlerine karsilik iirettigi, bilgisayarda saklanan ve
¢ogu zaman bilgisayarda yaratilan sesler ve goriintiiler”.?

Saltz'in tarif ettigi tiirdeki etkilesim, belirli unsurlarin bir araya getirilmesini gerektirir.
Bunlardanilki, infrared isiklar ya da alicilar gibi, performansc¢inin varligini taniyan ve onun
hareketlerini dijital dile ceviren, insan hareketi ya da girdisini okuyabilecek bir algilayic
cihazdir. ikinci gereksinim, girdiye sistemli bir sekilde baglanmis, programlanmis bir
bilgisayardir. Yerlestirilen teknoloji, etkilesime giren kisinin (bu kisi, performansci ya da
katilime olabilir) hareketleriyle aktive edilebilir ve tetiklenebilir olmalidir. Bu hareketler,
elle bir bilgisayar faresinin tiklanmasindansa, etkilesim icindeki kisinin “tiim” bedeniyle
katilarak interaktif sistemle arasinda siirekli ve aktif bir baglanti1 (zamanda ve mekanda
hareket) olusturmasini gerektirir.

ideal olarak, etkilesimdeki kisi, kendini bir yerde sabitlemektense (6rnegin oturup
bir bilgisayar ekranina bakmak), interaktif ortamin “biitiin” ¢evresini kesfeder. Son
olarak, bir klavyeden alinan girdiye karsilik miizik notalarinin iiretilmesi gibi, bu veri-
nin de “gercek-zamanli” olarak insanlarin algilayabilecegi bir diinya olayina ¢evrilmesi
gerekir.”® Gergek zamanlilik, interaktif sistemin en 6nemli karakteristik 6zelligi olarak
degerlendirildiginden énemlidir. Ornegin medya sanatcis1 Simon Penny, interaktif siste-
mi, “duyusal araclardan gelen verilere dayanan otomatik akil ylirlitme sayesinde aninda
yanit veren bir makine sistemi’olarak tarif eder." Bu teknik tanimlama, bu caligma
baglaminda yer alan interaktif medyanin bir diger 6nemli boyutunu, i¢c mantiginin temel-
de “tepkisel” olusunu, ortaya cikarir.

7 The Merriam-Webster sozliigii “perform” fiilini, “yerlesik oriintiileri ya da prosediirleri izleyen ya da {izerinde
uzlasilmis gereklilikleri karsilayan ve cogunlukla 6zel yetenek sergileyen eylem” olarak tanimlar. http://www.merri-
am-webster.com/dictionary/perform. Bu makelede, “to perform” fiiilinin bu tanimini kullandim.

8 Dixon, 2007: s. 5609

9 Saltz, David. ‘Live Media: Interactive Technology and Theatre’. Theatre Topics, vol. 11, nr. 2, (Eyliil 2001):

s. 107

10 Saltz, David. ‘The Art of Interaction: Interactivity, Performativity and Computers’. Journal of Aesthetics and Art
Criticism. vol 55, issue. 2, (Bahar 1997): s. 118-119

11 Penny, Simon. ‘From A to D and back again: the emerging aesthetics of Interactive Art’. 1996, <http://ace.uci.edu/
penny/texts/atod.html>. 12.03.2009 tarihinde erisildi.



Cogu interaktif medyanin tepkisel “dogas1” biiylik bir tartisma konusu olusturur ve farkl
disiplinlerde calisan yazarlar tarafindan biiyiik 6l¢iide elestirilir. Yeni medya sanatcis1 An-
dreas Zapp’a gore, ticari lirlinler ve sanat calismalarinda goriilen interaktivite cevresinde
olusturulan sdylemlerin ¢ogu fazlasiyla abartilmis durumdadir. Bir¢ok “interaktif” {iriin
ya da sanat yapit1 ashnda “tepkiseldir” ve giinlimiizde etkilesim, “teknik bir durumu,
“dinamik, uygulamal deneyim” olarak tarif eden post modern bir estetik slogan ortaya
cikarir”.’* Lev Manovich’e gore (2001), bilgisayar-insan temelli medya baglaminda, in-
teraktivite konseptinin, 6zgiir dolagim hakki ve baglanti(hyperlink) ilkeleri gibi esaslari,
benzersiz bir baglantinin ya da secenek yanilsamasinin nesnelestirilmesinden baska
bir sey olmadigindan, interaktivite bir totolojidir. Baglantilar, kullanicinin 6nceden
programlanmis ve bu nedenle mevcut durumdaki iligkileri takip etmesini gerektirdiginden,
makine kullanic1 adina harekete gecse de, “hareketleri” oldukc¢a tahmin edilebilir kalir.
Gercekte, bizden bagka birinin zihin yapisin1 kendimizinki i¢in bozmamiz istenmistir.'s
Ayrica, “herhangi bir goriintli ya da yaziyr kavramamiz i¢in gerekli olan psikolojik ta-
mamlama(...) siiregleri, yanls bir sekilde mevcut tarafsiz interaktif baglantilar yapisiyla
tanimlanir”.# Bu nedenle, bir insan-bilgisayar konsepti icinde etkilesim, psikolojik
etkilesim pahasina, fiziksel etkilesimin ancak s6zde bir dengini icerebilir.

Ashinda, biitiin sanatlar, sanat yapit: ile seyirci ya da izleyici arasinda bir etkilesimdir,
ve bakan ve bakilan arasinda gerceklesen miizakere ve karsiliklilik dolayisiyla tiim sa-
nat yapitlar bir bakima interaktiftir.’s Ancak, interaktif teknolojilerle iiretilen interak-
tif sanat ya da performanslar, interaktif tasarim, sinirh se¢me ya da hareket 6zgiirliigii
sundugunda bile, etkilesime giren kisiye, sanat yapitim1 aktive etme, degistirme ve et-
kileme sans1 verdiginden, interaktif olmayan sanat yapitlarindan farkhdirlar.® Bu 6zellik
onlari, bir sanatsal form olarak interaktif olmayan sanat yapitlarindan ayirir. Dijital dans
alaninda calisan sanatg1 ve teorisyen Sarah Rubidge’e gore:

Bir isi yeniden gorme ya da duyma deneyimi, isteki anlamlar1 kisinin siirekli degisen
bakis acis1 ve ilgi alanlariyla yeniden yaratmasi, sanatsal deneyimin kalbinde bulunur.
Interaktif olmayan is, izleyicinin eylemine aym sekilde cevap vermez. Bagka bir deyisle,
isin fiziksel formu, izleyicinin etkilesiminin bir sonucu olarak degismez. Bunun yerine
is, fiziksel biitiinliigiinii kaybetmeden kendisini izleyicinin hayali oyununa teslim eder.”
Buna ek olarak Rubidge’e gore, koreografi acisindan, interaktif teknolojilerin tepkisel
altyapisy, etkilesime giren kisi karsilasmayn interaktif olarak “deneyimledigi” oranda 6ne-
mini kaybedebilir:

Her ne kadar bilingalt1 bir diizeyde tam olarak bdyle yapiyor olsalar da, etkilesimdekiler,
dogrudan sisteme degil, sistem tarafindan onlarin hareketlerine karsihik cevrede (diinya)
olusturulan degisikliklere cevap verirler. Hareket ettiklerinde tepkileri sistemin kon-
figlirasyonunu degistirir ve bu da ¢evrenin ve boylece ¢evrenin atmosferinin degismesine
neden olur. Yeni cevreye farkli bir davranigla tepki verirler. Bu durum sistemi yeniden
diizenler ve bu da atmosferi degistirir ve boylece is ve performansg: arasindaki diyalog
devam eder.*®

Bu nedenle, interaktif teknolojilerin tepkisel “dogasina” ragmen, etkilesimdeki kisinin
teknik sistem deneyimi, her durumda sistemin tepkisel karakteriyle sinirlanmaz ve
deneysel bir diizeyde, karsilikli bir siire¢ olarak “hissedilir”.

12 Zapp, alint1 Dixon’dan, 2007: 561.

13 Bu siire¢ Robert Phaller and Slavoj Zizek tarafindan “interpassivity” (interpasiflik) olarak tanimlanmgtir.
14 Manovich, Lev. Language of New Media. Cambridge: MIT Press, 2001: s. 6.

15 Dixon, 2007: s. 560.

16 Dixon, 2007: s. 560

17 Rubidge, 2001: s.

18 Rubidge, 2001: s. 41.
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Deneysel bir diizeyde, interaktivite, siirekli degisen ve gercek-zamanda, interaktif
teknolojilerle yasanan fiziksel karsilagsmalarla gerceklesen bir gesit diyaloglu degis tokus
anlamina gelir. insan ve teknolojiler arasindaki karsilikli degis tokusu aciklamak icin in-
teraktiviteyi, iki “fail(agent)” arasinda, karsilagsmalar temelinde {iretilen “diyalog” olarak
degerlendiren sGylemlerin ele alinmasi gerekmektedir.

Bir diyalog olarak interaktiflik ve teknolojinin faili olmak

Bir 6nceki boliimde de ortaya koyuldugu gibi, interaktivite ¢ok kullanilan ve istismar
edilen bir terimdir ve farkli baglamlarda kullanildiginda, farkli ¢agrisimlara sahiptir.
Bir terim olarak etkilesim, ilk olarak fizik alaninda, karsilikli bir eylemi ya da etkiyi tarif
etmek icin kullamilmistir. Sosyal bilimlerde etkilesim, iki insan fail arasinda karsilikli
anlagilabilirlik (6rnegin dinleme, yorumlama, rol yapma) temelinde gerceklestirilen
iletisimi ifade eder. Insan-bilgisayar etkilesimi(Human-Computer Interaction - HCI),
interaktivitenin sosyal bilimlerde kullanilan anlaminin yayginlagsmasini ve kabul edilme-
sini saglamisg, ancak anlaminda ufak bir degisiklik yaratmistir: daha 6nceleri kisiler arasi
bir etkinligi anlatan interaktivite, artik insanlar ve makineler arasinda gergeklesen siireci
ifade eder. Bu acidan bakinca interaktivite, ‘medya ile somut bir goriigsme sekli’° haline
gelir ve su anda diyalog ya da goriisme nosyonu, interaktivite s6ylemi iginde énemli bir
yer tutmaktadir

Ornegin Software Studies (2007) calismasinda Michael Murtaugh, ‘gercek’ interaktivit-
enin iki insan arasindaki konugmada oldugu gibi gelismesi gerektigine isaret eder.

Interaktif tasarim, insanlar ve bilgisayarlar arasinda evrilen diyalogdaki ‘durdurulabilir-
lik’ ve ‘tamamlanmamighk’ olasiligini icermelidir. Murtaugh’a gore, bu 6geler olmadan,
insanlar ve bilgisayarlar arasindaki konugma bir derse ya da sdyleve doniigiir.** Interak-
tif anlatilar, hikayenin gelisiminin, etkilesime giren ve interaktif sistem arasindaki cift
yonlii iletisim esasina dayali oldugu, dogrusal olmayan iletisimin bir diger 6rnegidir. Bu
nedenle interaktivite, siz onu degistirdikce sizi degistiren bir siirec icerir.

Ancak, insan-bilgisayar etkilesimine bir karsilikli konusma olarak yaklagilmasi, hareket
ve faillik(agency) kavramlarimin HCI, fizik ve sosyal bilimler alanlarindaki farkl
anlamlarina isaret eder.?® Sosyal bilimlerdeki hakim anlayisa gore, etkilesim eyleme ve
eylem de insanin fail olma haline baghdir. Failligin bu 6zgiin yorumlamsi, temel olarak
hukuki, siyasi ve ekonomik alanlarda gecerlidir ve otorite ve gliciin atanmasi konulariyla
yakindan iligkilidir. Bu agidan bakildiginda, fail(agent) terimi ‘bilingli olarak bir diger
nesne ya da ozneye etki eden aktif bir insan1’1 ifade eder. Ancak, nesneler ve makineler,
bilincli hareket etmedikleri i¢in fail degildirler.

Bununla beraber, failligin kimya, biyoloji ve fizik gibi doga bilimlerinden kaynaklanan
ikinci bir anlami daha vardir. Bu perspektif, faillik kavramina daha genis bir acidan ba-
kar ve terimin anlamini, araglar ya da eylemler olabilecek olan ‘koruyucu fail (protective
agent)’ anlamini da kapsayacak sekilde genisletir.2s

19 Suchman, Lucy. Human-Machine Reconfigurations. Plans and Situated Actions. 2nd ed. Cambridge: Cambridge
University Press, 2007: s. 34.

20 Dixon: s. 560

21 Murtaugh, Michael. ‘Interaction’ in: Fuller, Matthew, ed. Software Studies.A lexicon. Massachusetts: MIT Press,
2007: S. 143-149.

22 Meadows, Mike Stephen. Pause and Effect. The art of Interactive Narrative. Indianapolis: New Riders, 2003: s. 37.
23 Seifert, Uwe. ‘The Co-Evolution of Humans and Machines: A Paradox of Interactivity’ in: Seifert, Uwe, Kim, Jin
Hyun, Moore, Anthony, eds. Paradoxes of Interactivity. Perspectives for Media Theory,Human-Computer Interac-
tion and Artistic Investigations. Verlag Bielefeld: [transcript], 2008: s. 8-26.

24 Seifert, 2008: s. 9.

25 Seifert, 2008: s. 9.



Bu baglamda fail, hilkmedecek bir otorite degildir, ‘etki fikrine(idea of effect)’ baghdir;
bu, belirli bir siire¢ ya da eylem iizerinde, bir etki olusturma yetenegi anlamina gelir. ‘The
Mangle of Practice’(1995) calismasinda Andrew Pickering, failligin bu ikinci anlamini, ya
da daha dogru bir deyisle onun, bilimsel bilgi icindeki anlamini ayrintili bir sekilde ele
alir.?® Pickering, bilim insanlarinin, bilimsel bilginin olusturulmasinda etkisi olan ¢esitli
faktorleri -sosyal, teknolojik, kavramsal ve dogal- gozard: ettigini iddia eder. Dolayisiyla,
makineler, aletler, teoriler, kavramsal ve matematiksel yapilar ve insanlar; kiiltiir, zaman
ve mekanin olumsallig i¢inde her zaman degisen iligkileriyle birbirine karisirken, ‘ma-
teryal’ ve insan fail, yan yana durur.

Bruno Latour, ‘aktor-ag teorisinde (actor-network theory)’ aktoriin anlamini insan
olmayanlar1 da kapsayacak sekilde genisletirken, akilci liberal 6zne tarafindan tanimlanan
faillik(ve eylem) kavramini tersine ¢evirmistir.?” ’Aktor-ag teorisine’ gore eylem, bilincin
mutlak kontrolii altinda gerceklestirilmez. Tersine, eylem yavasca ¢oziilmesi gereken
¢ok sayida sasirtici fail grubundan -insan ve insan olmayan- olusan bir diiglimdiir. Aym
sekilde, bir aktor, eylemin kaynag degildir; aksine, eylem, bir dizi aktor arasinda gikarilir,
paylasilir ve doniistiiriiliir. Dolayisiyla, fail hakkinda sorulmasi gereken soru, onun bir
diger failin davranisi ya da eylemi izerinde bir cesit degisim yaratip yaratmadigidir.

Faillik kavram ile ilgili tartisma, sanat ve performans alanlarinda da ele alinmaktadir.
Medya sanat1 uzmani1 Margaret Morse’a gore, interaktif sanat baglaminda, “inter” 6n eki,
ne kadar “quasi” olursa olsun bir bilgisayar faili de igeren, iki nesne ya da fail arasindaki
degis tokusu ifade eder.?® Morse gibi Saltz da bilgisayarlarin fail olmasini tartigir, ancak
onun ilgisi teatral bir gerceve icindedir. Saltz, tiyatroda interaktif teknolojilerle yaptig
teorik ve pratik aragstirmalarina dayanarak, interaktif medyanin spontanliginin ve “canli”
tepkilerinin, teknolojileri “canli” bir performansciya doniistiirdiigii sonucuna varir. In-
teraktif medya, “donmus medya (frozen media)” doneminin bitisine ve yeni “canli med-
ya (live media)” doneminin baglangicina isaret eder.® Saltz, interaktif teknolojilere
performansci roliinii vererek oncelikle onlari, performanslarda kullanilan bir tasarim
Ogesi olusturmak ya da karakterlerin kisisel perspektiflerini temsil etmek gibi daha gele-
neksel kullanimlarindan 6zgiirlestirir. ikinci olarak, interaktif medyanin bir performansa
belirli “karakterler” olarak entegre edilmesinin, tiyatronun formunu ve pratigini nasil
etkiledigini ele alir.

Bir sonraki boliim, Saltz'in teknolojilerin performans partnerlerine doniismesi hakkindaki
iddialarin1 ¢ikis noktasi olarak alarak, faillik kavramimi ve dans performanslarinda
kullanilan teknolojilerin, degisen roliinii inceleyecek. Boliim ayrica, performansginin
statiisii, sanat yapitinin estetigi ve dans performansinin algilanig1 agisindan, dansin kiil-
tiirel pratiginde meydana gelen belirli degisimleri ele alacak.

Performansci olarak Teknoloji ve Sanatin Bir Sanat Dali Olarak Geniglemesi

Bu makale icin secilen vaka incelemeleri, Apparition (K. Obermaier, 2004), Glow (G.
Obarzanek ve F. Weiss, 2006), Mortal Engine (G. Obarzanek ve F. Weiss, 2007) ve 16 [R]
evolutions (Troika Ranch, 2006), belli karakteristik 6zellikleri paylasirlar. Bu yapitlarin
hepsi, estetigin gerceklestirilmesi ve performansin dramaturjisi icin, hareket izleme ve
gercek-zamanl goriintii olusturma sistemlerine yer vermigler ve dayanmiglardir.

26 Pickering, Andrew. The Mangle of Practice: Time, Agency, and Science. Chicago: The University of Chicago Press,
1995.

27 Latour, Bruno. Reassembling the Social. An Introduction to Actor-Network-Theory. Oxford: Oxford University
Press, 2005.

28 Morse, Margaret. ‘The Poetics of Interactivity’ Malloy, Judith, ed. Women, Art and Technology. Massachusetts:
MIT Press, 2003: s. 20.

29 Saltz, 2001: s. 127.
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Bir bilgisayar teknisyeni ya da programcisi ile yakin igbirligi gerektirirler. Buna ek olarak,
bir izleyici i¢in yapilmiglardir ve profesyonel danscilar tarafindan gerceklestirilirler. Son
olarak, koreografi biiyiik oranda “belirlenmistir” ve/ya planlanmig bir emprovizasyon
icin yer birakir ve bu da performanscilarin sadece kesin bir sekilde sinirlanmig bir dizi
parametre i¢inde 6zgiir oldugu anlamina gelir. 3°

Apparition (2004) medya sanatcisi ve besteci Klaus Obermaier ile Arz Electronica Fu-
turelab ve DAMPF lab (Avrupali bir performans sanatlar1 ve teknoloji ortak aragtirma
projesi) mithendisleri ve tasarimcilar1 arasindaki bir ortak ¢alismadir. Performansginin
hareketlerinin ana hatlarim1 arka plandan ayirmak igin karmasik bilgisayar izleme
algoritmalari kullanan, kamera temelli bir hareket izleme sistemi gevresinde olusmustur.
Bu hesaplamalardan elde edilen bilgi, tekrar bedene yansitilan ve/veya performansc¢inin
hareketlerine tepki veren biiyiik ¢capli arka plan projeksiyonlar1 seklinde kullanilan, ger-
¢ek zamanl gorseller olusturulmasin saglar.s!

Obermaier, Apparition’dan 6nce de dans ve yeni medya teknolojileriyle denemeler
yapmigtir. Bu caligmalar, interaktif teknolojileri kullanmamigtir ancak “set koreografisi,
sahneleme ve videonun yaratici ve titiz bir kombinasyonuna dayalidirlar.”s* Bu nedenle
Obermaier, 6nceki iglerinde, koreografi ve teknolojilerin zekice diizenlenmesi sayesinde,
interaktivite degil ama bir “interaktif etki” elde etmeyi basarmistir. Bunlarin ardindan
Obermaier Apparition’da, interaktif medya tarafindan sunulan olanaklar sayesinde
danscilari, “planlanmis” koreografinin belirleyiciliginden kurtarmayi hedefledi. Bu du-
rum sunlardan olusan bir koreografi ortaya ¢ikardi:

[...] Belirlenmis kisimlar, dogaglama yapilan kisimlar ve bunlar arasinda kalan ¢ok sayida
durum. Ama performanscilar, belirlenmis kisimlarda bile biiyiik bir 6zgiirliige sahipler,
ciinkii interaktif sistem son derece esnek. Bu 6zgiirliik eser i¢in 6nemli. Her sey tama-
men belirlenmis olsaydi, interaktivite kullanmama ne gerek kalirdi? Eser, anlamini ve
canlhiligin bu 6zgiirliikten aliyor. 33

Gorsel grafikler hakkindaki estetik segimler, estetik yapinin “seyirciyle iletisimi miim-
kiin kilan, esere seklini veren ve performansgilarin rollerini anlamh bir sekilde oynamasi
ve etkilesime gecmesini saglayan sey oldugunu” iddia eden Obermaier tarafindan
tamimlanmigtir.3+ Bu bakis agisi, bir 6n kabul degildir ve insan ve teknik sistem arasindaki
etkilesim temelinde ortaya ¢ikmasi gerekir. Dolayisiyla, interaktif teknolojinin gercek
zamanl tepkilerinin sagladig1 esneklik, sanat yapitinin estetigini bir “silirec estetigine
(aesthetics of process)”(Birringer, 2004) ve performansi da her performansta farkl
sekillerde aktive edilecek boliimlere ya da “potansiyel konseptlere” doniistiiriir.

Bu baglamda interaktivite, dans¢inin hareketleri ile teknik sistemin tepkileri arasinda bir
ayrim yapmaktansa, performansci ve teknoloji arasindaki karsilasmanin “biitiinsel (ho-
listic)” bir olay olarak algilanmasim gerektirir. Ortaya ¢ikan sey, prova edilmis, ancak yine
de dansg1 ve teknik sistemin ¢iktisi arasindaki 6zel karsilasma sayesinde “hayat” bulan,
belli bir dereceye kadar 6ngériilemez performanstir. Oyleyse Apparition, tek basina dans
eden bedenin “glizelligini” ya da kapasitesini sergilemek yerine, dansin interaktif med-
ya ile “ikili dans1 (pas-de-deux)” araciligiyla, bir sanat formu olarak nasil genisledigini
gostermektedir. Apparition, beden ve teknolojinin, siirsel ve hareketli bir diinya yaratma
amaciyla nasil 6zel bir diyalog ortaya koyduklarini gosterir.

30 Apparition diginda, segilen biitiin vaka incelemelerinin konusu, kiiltiir/doga, insan/hayvan arasindaki ikili
karsitlik ya da icimizdeki Otekidir.

31 <http://www.exile.at/apparition/> 20.05.2007 tarihinde erisildi.

32 <http://www.exile.at/apparition/> 20.05.2007 tarihinde erisildi.

33 Klaus Obermaier ile email roportaji. 20.05.2007.

34 Klaus Obermaier ile email réportaji .20.05.2007.



Giris boliimiinde de belirtildigi gibi, Apparition’in ¢ikis noktasi, dans¢inin partnerinin
bir yazilm olmasinin koreografiye etkisini aragtirmakti. Performansin dramaturjisi
tematik olarak “anlaml” ve estetik olarak ilgi ¢ekici bir performans ortaya cikarmaya
dayali oldugundan, bu sorunun, Apparition’da ve icerik ve bicimin gerceklestirilmesi
icin interaktif medyay1 kullanirken benzer bir estetik takip eden diger performanslarda
ele alinmasi kaginilmazdir. Bunlara ek olarak, performanslarin gergeklestirilmesi, iki tip
performansgl, yani dansci ve teknoloji tarafindan iiretilen iki tip hareket arasindaki ger-
¢ek zamanl iletigim tarafindan yo6netilir.

Interaktif medya performansci olarak degerlendirilebilir, ciinkii insan danscilarm belirli
hareket 6zelliklerinin koreografiyi bir dereceye kadar etkilemesine ve bigimlendirmesine
benzer sekilde, teknolojinin kendine has 6zellikleri de koreografiyi bir seviyeye kadar be-
lirler.

Bir insan partnerle dans ederken danscilarin, birbirlerinin dans etme {islubu, hareket
dinamikleri ve oriintiileri hakkinda bir anlayis gelistirmeleri i¢in, partnerlerinin kapa-
site ve sinirlamalarini kesfetmesi gerekir. Bu siire¢, danscilar arasinda koreografi iizerine
baz1 miizakere ve uzlagmalarin gerceklestirilmesini gerektirebilir. Interaktif teknolojilerle
iiretilen performanslarda diisiinceler, miizakereler ve uzlasilar, biiyiik oranda teknolo-
jinin nitelikleri {izerinde temellenir.

Dans grubu Chunky Move'un koreografi Gideon Obarzanek, 2006 yilinda Glow’da ve
programci Frieder Weiss’le gerceklestirdigi isbirliginde, interaktif medyayla ¢alismigtir.
Obarzanek’e gore, insan danscilarin giiclii ve zayif yonlerine asina olunmasi gerektigi
gibi, bir teknik sistemin de siirlarinin ve potansiyellerinin taninmasi gerekir. Bu ge-
reklidir, ¢linkii teknolojinin kendine has niteliklerini anlamak, koreografiyi umulmadik
sekillerde belirler:

“Sistemin kendine has 6zellikleri, belli bir hareket sekli ve belli bir var olma sekli vardir.
Bir koreograf olarak benim i¢in bunu anlamak ve bununla ¢calismak gercekten 6nemliydi.
Ornegin, sistem hicbir zaman tam olarak hareketsiz ve sabit degildir; her zaman o kiiciik
“titreme” hareketi vardir. [...] Teknoloji koreografiye, normal olarak bir dans isinde hicbir
zaman gormeyeceginiz bir cesit “frekans” katar. Makinenin dogasindan gelen bir estetik-
kinetik 6zelligi vardir”3s

Bu nedenle, teknolojinin kendine has nitelikleri, koreografta, bir eseri teknoloji ol-
madan yaratacagl zamankinden farkli esin noktalarina yonelmesini saglayan alterna-
tif diisiinceler, duygular ve hisler olusturur. Latour’'un terminolojisinde teknoloji artik
sadece bir arag degildir, bir performans partneri ya da “oyuncu”ya doniismiistiir, ¢linki
bagka bir failin davranis ya da eylemi —ve diislincesi- {izerinde bir etkisi vardir.

O halde teknoloji, “sadece ne yaptigimiz degil, nasil diisiindiigimiiz konusunda da
yasanacak degisimleri hizlandirir”.3® “Materyal faillik (material agency)” ve teknik sisteme
katilan duygusal nitelikler, koreograf icin yeni tip bir hareket bilgisi ve teknolojinin, bir
performansin dramaturjisine, arastirma siirecinin en basindan itibaren katilmasim gerek-
tiren, farkli bir iiretim sekli ortaya cikarir. Buna ek olarak, Mortal Engine gibi belli per-
formanslar, insan performansg¢inin varligim diglayan®” ve gorsel olarak sadece teknoloji
tabanli bir “solo” sergileyen sahneler icin zaman ve mekan ayrir. Ornegin, performansin
on yedinci dakikasinda baslayan sahne, yazilimin, yavas yavas dortgenlere ve cizgilere
doniisen ve biitiin sahneye yayilan zarif mavi ve beyaz halkalardan olusan, dort dakikalik

35 Gideon Obarzanek ile rportaj. Brighton, 25.05.2008.
36 Turkle, Sherry. The Second Self. Computers and the Human Spirit. 20th anniversary edition. Massachusetts: MIT
Press, 2005: s. 18.
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bir “solo dansii” sergiler. Bu gibi 6rnekler, teknolojinin nasil giderek seyirci tarafindan
izlenen, miistakil bir “performansciya” dontistiigiinii gosterir. Sonug olarak, Glow, Mortal
Engine, Apparition ve interaktif teknolojilerle iiretilmis diger bir¢cok dans performansi,
koreografik anlayislari zorlarlar, ¢iinkii tanidik bir pratigin algilanmasi ve anlagilmasinda
bir “kavramsal bogluk” ortaya cikarirlar.s®

Dansq ve interaktif teknolojiler arasindaki kendine has iligki sadece dansci ve koreograf
icin degil, seyirci icin de yenidir. Saltz’a gore bu tip performanslarin en 6nemli yeniligi,
seyirciyi teknik sistem ve canli performansi yapan Kkisi arasindaki uyum siirecine maruz
birakmalarindan kaynaklanir.® Saltz’a gore, teknoloji ve performansg arasindaki di-
yalogu yavas yavas olusturmak, adim adim ve seyircinin bu karsilasmanin kurallarini
ve giliciinii anlayabilecegi, takip edebilecegi ve takdir edebilecegi sekilde kurmak,
yapimecinin (ya da koreografin) sorumlulugudur. Saltz, bu siireci “etkilesime gegen kisinin
paradoksu(paradox of interactor)” olarak adlandirarak, “performansci, teknolojiyi daha
derinlemesine inceledikee, seyircinin de, ortamin performansc¢inin hareketlerine canli ve
aninda kargsilik verme yetenegini daha agik gorecegini” savunur.+

Performansci ve medya arasindaki gercek zamanh sohbetin sergilenmesi, interaktif med-
ya kullanilarak iiretilmis olan birgok performanstaki temel bir meseleyi; yani sadece
performans¢inin dans teknigindeki ustahgini sergilemek yerine, dans¢i ve teknoloji
arasinda karsilikli bir diyalog gelistirilmesini de vurgular.+ Bununla birlikte, teknolojiyle
gerceklestirilen bu diyaloglu degis tokus, dansci ve bir sanat formu olarak dans i¢in belli
agilardan ozgiirlestirici olabilir, ama diger yonlerden sinirlamalar yaratir.

Akademisyen ve dans¢1 Erin Manning, en ileri ve karmagik teknolojilerin bile insan be-
deninin karmagikligina sahip olmadigina ve dansc¢inin cesitli ayarlamalar yapmasini
gerektirdigine isaret eder.+* Danscinin hareketlerini ayarlamasi, bilgisayar temelli siste-
min ¢ogunlukla bedenin sinirlarim belirleyerek ya da tiim bedeni mekandan ¢ikararak
dansciy1 (yazilimin algilamasi i¢in tam olarak gerceklestirilmis bir hareket gereklidir)
tanimasim kolaylastirir. Interaktif medyanin jestleri “eslestirme” seklini elestirerek Man-
ning, bu teknolojilerin dansgiy1 belli hareketlerle interaktif sistemi nasil en etkin sekilde
calistiracagini 6grenmeye zorladigini savunur. Sonug olarak yazilim, teknolojinin ne
yapabilecegini belirlerken, ayn1 zamanda niteliksel acidan bir bedenin yapabileceklerini
de sinirlayan koreografiyi belirler. Obarzanek, Manning’in ¢ikisini onaylar ve interaktif
medyayla liretilen koreografinin dansgilar i¢in zorlayici ve itici olmadigim belirtir - ¢linki
dans teknigi agisindan danscilarin smirlar: zorlanmaz. Buna ek olarak, teknolojilerle
calismak, sik stk meydana gelen teknik sorunlar nedeniyle provalar sirasinda ciddi gecik-
melere neden olabilmektedir.+3 Bu teknik sorunlar, toplu prova programini ve dans eseri-
nin iiretim siirecini yavasglatir.+ Interaktif medyayla calisan ilk dans gruplarindan Troika
Ranch’in danscis1 Lucia Tong, sahnede sinirlanma ya da yavaglatilmanin bir diger boyu-
tunu anlatir. 16 [R]evolutions’ta (2006) dans ettikten sonra, deneyimlerini tarif eder :

38 Rubidge, Sarah. ‘Dance Criticism in the Light of Digital Dance’. Taipei National University of the Arts’ta sunulmusg
makale, Dans elestirmenligi ve disiplinlerarasi faaliyet {izerine seminer, Temmuz 2004. <http://www.sensedigital.
co.uk/writing/CritIntDiscTaiw.pdf> .06.06. 2008 tarihinde erisildi.

39 Saltz, 1997: s. 124.

40 Saltz, 2001: s. 117

41 Dans tabii ki sadece teknik ustaligin sergilenmesiyle ilgili degildir. Ornegin 60larda ortaya ¢ikan “Post-modern”
dans, giindelik hareketleri dansin temel ¢caligma mateyali olarak cogkuyla karsilamistir. Ayrica (profesyonel olmayan)
izleyiciyi, etkinligi koltuklarindan izlemek yerine perfornansa katilmaya ¢agirmistir. Dolayisiyla, dansgilarin teknik
becerilerine dayanmak, kisisel stili ve sanatsal vizyonuyla koreografin kendi verdigi bir karardir.

42 Manning, Erin. ‘Prosthetics Making Sense: Dancing the Technogenetic Body’. Fibreculture, issue 9, 2006,
<http://journal.fibreculture.org/issueg/issueg_manning.html >. 06.05.2008 tarihinde erisildi.

43 Gideon Obarzanek ile réportaj. Brighton, 25.05.2008.

44 Obarzanek’in ornegi (ve Lucia Tong'un) interaktif medyaya karsi oldugu anlamina gelmez. Daha ¢ok pratik ve
deneysel sinirlamalara isaret ediyor.



“Sahnede solo dans ettigim ve fonda biitiin o motifleri olusturdugum 6nemli sahneyi
biliyorsunuz... O sahne her zaman kendimi garip hissetmeme neden olur... Seyirciler
agisindan, dansim zaman zaman teknolojinin gérkemi karsisinda ikinci planda kalmig
gibi goriinebilir. Bu durum performansgi ac¢isindan sinir bozucu olabilir, ¢iinkii goz alici,
yeni teknoloji gosteriyi calabilir.”+

Bu alinti, danscinin ekranda olusturdugu muhtesem goriintii karsisinda kendisini
“aracsallagsmis (instrumentalized)” hissetmesini gosterir. Ancak yukaridaki alinti, farkl
bir sekilde de okunabilir : Danscinin, seyircinin ilgi ve begenisini teknolojik partneriyle
“paylasmaya” hazir olmadig1 seklinde. Oyle ya da boyle, Tong’un 6rnegi giris boliimiinde
belirtilen “igerige karsi teknoloji (technology versus content)” tartismasinin ivedilikle ele
alinmasi gereken bir konu oldugunu gosterir. Bir taraftan, sanat yapitinin dramaturji-
sinin gelistirilmesinde teknoloji ve dans esit 6neme sahip olmalidir ki, bir sanat formu
olarak dans, sadece karmagik teknolojilerle deney yapilacak bir laboratuar haline gelm-
esin. Diger taraftan, danscilar, koreograflar ve seyirciler, performansg¢i tanimlarini, sah-
nedeki faaliyette rol alan, insan olmayan unsurlar: da icerecek sekilde genigletmeye agik
olmalhdirlar.

Ancak, danstaki fiziksel sinirlamalara iligkin farkli pozisyonlar alinabilir. Dans¢1 ve
arastirmaci Susan Kozel icin, teknolojilerle i¢ ice ge¢menin sonucu olarak gerceklesen
fiziksel yavaslama, Butoh gibi alternatif danslar kesfetmek icin bir firsatti. Bu yolla
Kozel, yavas ve zarif hareketler ve farkli dinamikler ve ritimler iceren bir dansi ¢alisarak
“negatif” bir noktayr pozitife cevirdi.«® Dans ve teknolojilerin birlesmesinin sinirlayici
oldugu fikrini reddeden Klaus Obermaier, ayrica sanatta yeni perspektiflere ulasmak
icin simirlamalarin gerekli oldugunu savunur. Bu bakimdan, sinirlamalar artistik bir
strateji sunarlar : “Hicbir sinirlama olmadan sanat da olmazdi. Her sahne diizenlem-
esi sinirlamalar getirir ve yeni olasiliklar yaratir. Onlar bu ylizden oradadir! Bir ikinci,
ti¢iincii... performansg bile ilki i¢in bir sinirlamadir”.+

Yukaridaki 6rneklerin de gosterdigi gibi, interaktif medyanin bir performans part-
neri olarak dramaturjiye ve koreografiye entegre edilmesi, farkli perspektiflerden
degerlendirilmeye uygun, paradoksal bir fenomen ortaya koymaktadir. Manning’in
fikirleriyle ve Tong ve Obarzanek’in deneyimleriyle gosterildigi gibi, teknolojinin kore-
ografiyi sinirladig1 degerlendirmesi yapilabilir, ancak teknoloji ayn1 zamanda, Kozel ve
Obermaier’in goriigleriyle aciklandig1 gibi dansin gelecekteki rotasi bakimindan yeni pers-
pektifler de sunar.

Bu makale, “Ozgiirlestirici (liberating)” perspektife yakin durarak, performans partneri
olarak teknolojinin performansgilarin dans tekniklerini belli sekillerde kisitlayabilecegini
ama buna karsilik, oldukea etkileyici bir sey sundugunu savunuyor: hareketin, gorsel
imgeler ve ses gibi sanatin diger bigimlerine karigmasi. Sonuc olarak, interaktif medyanin
dansa entegrasyonu, bir sanat formu olarak dansin kiiltiirel pratiklerinde bir geniglemeyi
ortaya koyar ve bu da koreografinin yaratim siirecinde yeni diisiinme sekilleri ve dansci
icin yeni sorumluluklar meydana getirir. Interaktif medyayla gerceklestirilen perfor-
manslar ayrica bize dansta dijital teknolojilere — artik sadece araclar degil, sahnedeki
potansiyel performansgilar- yaklasimimizi yeniden diisiinme imkani verir.

45 Lucia Tong ile kisisel soylesi. Berlin, 21.08.2008.

46 Susan Kozel ile roportaj. London, 20.12.2008.

Butoh, Japonya’da Ikinci Diinya savasindan sonra ortaya ¢ikmis olan, dans ve performansa yonelik cesitli aktivite,
teknik ve motivasyonlarin ortak ismidir. Genel olarak eglenceli ve grotesk imgeler, tabu konular, agir1 ya da absurd
ortamlar icerir ve geleneksel olarak beyaz makyajla, ¢ok kontrollii yavas hareketlerle, seyircili ya da seyircisiz “serg-
ilenir” Belli bir stili yoktur.

47 Klaus Obermaier ile internet réportaji. 23.05.2007
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robert pfaller
interpassivity today. escape strategies in a society of total participation

o1

By the concept of interpassivity, I have (in 1996) tried to give a theoretical name to a
certain behaviour which consists in delegating one’s own pleasure: people who use their
videorecorders instead of watching tv; intellectuals who use the fotocopying machine in-
stead of reading, and former alcoholics who do not drink anymore but permanently fill
the glasses of their guests, are interpassive personae. Their replacements to whom they
delegate their pleasures function for them as interpassive media.

02

What the concept of interpassivity made conceivable was the idea that we do not only try
to delegate work (“activity”) to other people, animals or machines; but we sometimes also
attempt to delegate our consumption (“passivity”). Whereas a common-sense-economy-
theory (of the homo oeconomicus) would assume that we try to work as little as possible
in order to consume as much as possible, the practices of interpassivity observable in real-
ity forced us to acknowledge the fact that our relationship towards consumption is not at
all unproblematic: Obviously, we do not always want to have our consumptions, i. e. our
pleasures. Of course, this entailed new questions: Why do we not want to have our plea-
sures? Why do people not want to watch TV, observe artworks, laugh, make love, cook,
see friends etc. - but rather want to see those things be done by vicarious agents? And why
is there such a need for replacement? Why can people not just let those things be?

03

Apart from those general, unquieting questions, the theory of interpassivity had a clear
critical target. It was a criticism of the basic assumptions made by the theory of inter-
activity, namely (1) that art observers gain more pleasure when they can interact and
transform the artwork than when they just have to observe and (2) that interaction in art
is a model (or even example) of political emancipation. Against those assumptions, the
theory of interpassivity maintained two key positions, namely: [1] that observers do not
want to interact or transform the artwork; often enough they do not even want to observe
it. Interaction is therefore not to be regarded as a source of increased aesthetic pleasure.
and [2] that interaction cannot be regarded as a source of political emancipation. On the
contrary, interaction is by good reasons often offered to the people by reactionary or even
fascist authorities. Not accepting those offers but keeping a distance towards them has to
be regarded as an emancipatory stance.

04

This criticism brought about by the theory of interpassivity does not only concern the
theory of interactivity; it equally concerns ideologies like that of participation. In opposi-
tion to these, what characterizes the philosophical position of interpassivity theory is a
profound mistrust: The mistrust against the assumption that activity were in general a
good thing, both pleasant and politically liberating.

Yet becoming active (becoming a subject) cannot be regarded as universal political and
aesthetic solutions if we take seriously the thesis of Louis Althusser that subjectivation is
the central mechanism of ideological subjection (cf. Althusser 1969). In the same sense,
Michel Foucault has argued that efficient power structures can only be established if they
provide possibilities for the individuals to become active, to participate and to engage
themselves due to what they regard as their free will. Such “free” activity of the individuals
is therefore one of the most important contributions to making power structures efficient.



Thinking about interpassivity means therefore not less than putting into question a
number of unquestioned assumptions made by almost all emancipatory movements
after 1968: that activity was better than passivity; subjectivity better than objectivity;
ownness better than foreignness; what can be changed better than what cannot; the im-
material better than the material; what is constructed better than what is essential etc.
Those assumptions pertain to what the philosopher Gianni Vattimo has described as
the paradigm of “reappropriation”; the paradigm which characterizes the philosophy

of theoretical humanism (cf. Vattimo 1990: 28ff.), which has been criticized by Louis
Althusser and, later, by psychoanalytic theory (cf. Grunberger/Dessuant 1997). This
paradigm of reappropriation has shaped good parts of neo-marxism (with its criticism
of alienation and reification), as well as of feminism (with its criticism of the object-
status of women) and the recently popular theory of “immaterial labour” (cf. Maurizio
Lazzarato, Paulo Virno, Hardt/Negri et al.). The criticism of this paradigm is not to be
found in interpassivity theory alone , but already, “in a practical state” (a I’état pratique)
in its object; in the interpassive practices.

05

Interpassive behaviour consists of small rituals. These rituals always include a certain
“as if”: tv fans act as if the videorecorder could watch in their place, scholars act as if
the fotocopying machine could read in their place, postsexual fans of pornography act
as if the porno heroes and heroines could have sex in their place, tibetans (according to
Slavoj Zizek’s famous example; cf. Zizek 1989: 33) act as if the prayer wheel could pray
in their place, etc.

This implies that delegation is always double: first, a delegation of pleasure (of tv, read-
ing, sex, religious practice), and secondly, a delegation of belief. Since it is not the inter-
passive subjects themselves who believe in the “as if”. They do not at all identify with the
illusion contained in their behaviour. Often they do not even think of it — far from be-
lieving in it. They just act as if, and from doing so they derive their specific interpassive
relief. A kind of “magic” relief, since a symbolic ersatz act is taken as a fully satisfactory
replacement of a real act: just as the so-called savage, by mutilating the image of his en-
emy, allows himself to avoid really killing the enemy, the interpassive tv fan, by carefully
programming his recorder, allows himself to avoid whole evenings of television.

Double delegation implies a double non-identification. Not identifying means — speak-
ing in Althusser’s terms - to avoid interpellation, not answering a call. Interpassive
people do not answer the call of the consumable commodity (“enjoy me!”), and equally
they do not answer the call of the illusion contained in their behaviour (“believe me!”)
The position of the interpassive persona is therefore not that of the ideological subject,
the subject of interpellation, as described by Althusser (which says “Yes! Here I am!”)
but rather that of the subject of disavowal, as described by Octave Mannoni (which says
“T know quite well but still”; c¢f. Mannoni 1964).

06

The small magic rituals of interpassive behaviour (the acting as if) have therefore to be
understood as attempts to avoid subjectivation, attempts not to become a subject (in
the Althusserian sense). Yet this finding has, conversely, to be applied to all magic ritual
behaviour. Not only does interpassivity consist of magic rituals, but all magic rituals
have an interpassive dimension to them. Magic is based on non-identification, i. e. on
disbelief (a point that has been made by Sigmund Freud, in his essay on fetishism, and
by Ludwig Wittgenstein, in his remarks on Frazer’s Golden Bough).

07
If this interpassive dimension pertains to all magic acts, and not only to the small magic
acts of interpassivity — then we have to ask ourselves what we have to think about the
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ongoing “disenchantment of the world” (the famous formula, coined by Max Weber in
1905, appears to apply most rightfully to our present time), which currently deprives us
of all the elegant and glamourous pleasures such as tobacco culture, drinking alcohol,
the presence of sex or adult language, or any other formal, public behaviour that, by its
increased formalism, marks its difference from everyday private behaviour.

If magic is based on disbelief, then the disenchantment of the world has clearly to be
regarded as an attempt to abandon practices of disbelief. What often presents itself as
a move of enlightenment has to be understood in fact as a move of interiorization and
increased subjectivation. This is precisely the point of Max Weber’s theory — since Weber
clearly states that the process of disenchantment is not at all powered by science or mate-
rialist philosophy, but by religion.

In contemporary art we can often observe a similar move. Roughly speaking, did the gen-
eral appearance of art not shift from a “catholic” type in the 8oies, with a lot of colour-
ful figurative material, to a “protestant” type in the goies, with its concentration on the
spoken word and serious moral issues? In the name of a politicization of art, contents are
taken as the important part, whereas forms are more and more neglected and regarded as
remainders of a traditional, “bourgeois”, metaphysical view of art. From the perspective
of interpassivity it has to be asked, whether this is a cognitive gain, or rather a loss - not
only in terms of pleasure, but rather in terms of instruments for dealing with affects. By
doing away with the “charm” of art, one probably abandons its most efficient capacity to
transform the social imaginary — and thus its most important political dimension.

o8

With regard to many social fields we discuss today the relationship between some practic-
es and the people who observe or playfully imitate those practices. It appears significant
that this relationship is mostly conceived as a relationship of identification — for example,
between the soccer fan and the soccer player (the assumption of “mirror neurones” at-
tempts to account for the increase of skill on the side even of the just observing fan). Yet
in many cases, it has to be acknowledged that the observation (or playful imitation) of
practices is not based on identification. Many people watch cooking shows on tv or buy
expensive cooking books just in order not to cook. (We are waiting with curiositiy whether
neural sciences will ever come up with the assumption of “non-mirroring neurones” in
order to account for that.)

The principle of getting at a distance from a certain real practice by observing or imitat-
ing it in miniature form is of crucial importance for all considerations concerning the
relationship for example between violent computer games and real violence, between
consumption of pornography and real sexual violence or between S/M-games in Nazi-
costumes and real fascist political activity. Is it not possible to assume that such imita-
tions, just as magical acts, have the function of a defense-formation? That they are there
in order to avoid real violent actions? Can we not understand that youngsters who gather
quite some aggression during a school day have to shoot for some hours on their comput-
ers in order to go back to school in a relaxed way on the following day?

The fact that in the last years common sense has become more and more inclined to re-
gard playing always and only as a preparation for real action, has to be regarded, from the
viewpoint of interpassivity theory, as a theoretical weakness: contemporary culture has
become more and more unable to imagine a defensive, “cathartic” function of playing.
This theoretical and imaginative decline can be understood as an effect of the ongoing
“disenchantment of the world”.



A kind of “icononographic naiveté” has conquered common sense, allowing it nothing but
comparing the content of a game with that of a real act and drawing dreadful conclusions
from that comparison (yet never applying them to other games such as chess or bowling).
Conceiving of a difference in function, through identity of content, of differenct practices
appears strangely difficult for this common sense. The question of the “articulation” be-
tween these practices (cf. Althuser 1993: 149) cannot be put up. Cultural theory has to
recognize such theoretical hindrances and obstacles typical for a certain epoque, and it
must face and analyse them.

09

Those epistemological hindrances of contemporary thought are even more astonishing
since they are accompanied by a broad number of practices of avoidance through play-
ing. What is currently called “cultural capitalism” consists precisely of such a function
of avoidance. As Slavoj Zizek has remarked, products of cultural capitalism serve more
and more as requisites for a certain lifestyle or conviction (cf. Zizek 2002: 118). Fruits,
for example, are not just fruits, but promises of healthy life or even ecological protest.
Special sneakers are not just sports shoes but proofs of a well-informed objection against
children’s work or even, due to their specific logo, definitive break-throughs against the
logo-madness (cf. Ullrich 203: 128).

Of course, in the history of capitalism it is difficult to find any products which have not
already been “loaded” with such meanings. Roland Barthes has shown this clearly in his
“mythologies” (cf. Barthes 1964: 76ff.). A car like the famous “DS” by citroen was not just
a car, but a myth — in this case, a promise of modernity and utopian elegance. If one wants
to make a distinction between cultural capitalism and classical exploitation of labour-
power by capital, there seems to be at first sight not more than just a quantitative shift
(maybe from a rate of less than 50% of the product-value to a rate beyond 50% provided
by cultural, “mythological” labour).

Yet if there is a sharp dividing line, then it does not run between the presence of a myth
and its absence. The question is not: is there a myth involved, or not? The crucial ques-
tion is rather: is the myth one of participation, or does it rather show the mark, typical
for our epoque, of a dimension of interpassive avoidance? Drivers of a citroen DS wanted
to visibly participate in a new era of modernity and to show that. Today’s customers on
the contrary who buy an offroad-car or a S.U.V. (“Sports Utility Vehicle”), live mostly in
cities and almost never come into offroad-areas. Through the offroad car they provide
themselves with a feeling of “offroad” without ever having to be there. In the beginning
of the 20th century the philosopher Alain had perspicuously remarked: “What the city
dweller especially likes about the country is the going there; action carries within it the
object desired.” (Alain 1973: 242) Today although, under cultural capitalism, this formula
has to be reversed: What the SUV-owner likes about the country is the fact that he does
not go there. Avoidance carries within it the object of his desire (and its fulfillment). The
SUV is our vicarious coutrysider, the apple is healthy in our place, and the sports shoe is
sporty in our place (in fact sports shoes are worn more and more by people who do not
practice any sports). Commodities of cultural capitalism are consumers of a vicarious life;
they are interpassive media.

10

Yet why do people not want to have their lives and pleasures themselves? Why do they
aim at letting themselves be replaced? As we have found out, interpassivity has to do with
the sacred in culture — precisely with a “sacred of everyday life” (Michel Leiris [1938]).
Since interpassive behaviour always aims at avoidance, we have to understand it as a be-
haviour aiming at avoiding the sacred. People tend to interpassive behaviour when they
are afraid to come too closely in touch with something sacred.
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This goes also for the use of cultural capitalist leisure devices which serve at avoiding
leisure. Since, just like life itself, leisure also belonged to the sacred goods of paganism, as
Paul Lafargue [1883] understood very well.

This attempt at avoidance reveals the traces of the oldest, most sincere relationship to-
wards the sacred in culture: holy shyness (or, as we might put it, in more theoretical
terms: sacred anxiety). Since the sacred is far from being convenient or digestible. In-
stead, it is ambivalent, and therefore designated by words which mean “sublime” and
“filthy” at the same time (cf. Freud [1912-13]: 311). Against this background it becomes
obvious how misleading are those contemporary practices, which tend to constantly bring
people into a “participative” touch with certain things: when, for example, the usefulness
of — nowadays privatized, “autonomous” museums — is evaluated in terms of visitors.
Yet, places like museums do not at all fulfill their function by being visited! Their most
important service, on the contrary, consists in the fact that one knows that they are there,
that artworks are well placed there, and that one does not have to constantly visit the
museum in order to observe them. The idea that such places were useless if there were
not human faces incessantly appearing in frontz of artefacts, is a strange idea, marked by
cultural forgetfullness. We owe this idea to the blindness in the way we use, in everyday
life, things like offroad cars.

1

From this viewpoint, it becomes visible that today’s struggles for participation are most
often nothing but attempts to bring individuals to increased identification. Speaking with
Max Weber, we can call these attempts religious. Speaking with Richard Sennett (1977),
we can say that these attempts at participation contribute to the growing “tyranny of in-
timacy”: with their ideal of face-to-face presence, they aim at the intimate, small social
structure of community, not at that of society. They attempt to achieve increased iden-
fication through personal presence and active participation. (Opposed to that, Jacques
Ranciére has emphasized that, in aesthetic matters, it is not activity, but passivity which
allows exploited workers to liberate themselves. Cf. Ranciére 2006: 82).

It appears therefore that the contemporary concept of participation relies on a misunder-
standing of the ancient greek concept of methexis. It presupposes the idea that only those
who have a face-to-face presence and actively collaborate and contribute to something
are at the same time those who profit from that thing. Yet, if we try to learn something
from capital, we can discover that this is not true: looking at capital, we can clearly see
that those who profit from a certain thing are not at all those who are present and actively
collaborate at this thing. The profiteers are rather those invisible, absent people who are
the silent shareholders of that thing. Shareholding, not participation is the correct trans-
lation of methexis, and this has to be taken as an emancipatory aim. Sticking to a strategy
of interpassivity, we can sharpen our political target: the target would be being absent,
dis-identified, and profiting from a society that, unlike capitalism, allows all members to
profit from it in such a distanced, disconnected way.
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mladen dolar
the enjoying machine

In his seminar The Ethics of Psychoanalysis (Paris 1986), Lacan writes the following re-
marks on the function of the choir in Greek tragedy:

“When you are in the evening in the theatre, you think about your petty concerns, about
the pen you have lost during the day, the check you would have to write tomorrow ... Your
emotions are taken care of by a healthy theatrical disposition. The Choir takes care of it.
The emotional commentary is made ... You are thus free of every worry - even if you don’t
feel anything, the Choir will have felt in your place. And after all, why not imagine that the
effect will be produced on you even if you haven’t trembled that much? To tell the truth, I
don’t think that the spectator trembles much.” (pp. 294-5)

There is indeed a most curious device in this: we can delegate our terror and our pity onto
the Choir, who feels for us, grieves for us, trembles for us, it frees us of our burden of par-
ticipation and emotion. Whatever we may be thinking or feeling while attending the per-
formance, we ‘objectively’ experience terror and pity via our stand-in, by delegating them,
as it were. The point was then often made by Zizek (first in Liebe Dein Symptom wie Dich
selbst!, Berlin 1991, pp. 49-52), who proposed some other instances of the same device:
take the case of women hired to mourn and cry over the dead in the place of the mourner,
a practice still followed in certain parts of the world; think of the prayer wheels of the
Buddhist monks; and to come closer to our everyday experience, think of the canned
laughter which accompanies various TV series (the ‘sitcoms’), a bizarre phenomenon
where the machine laughs instead of us and frees us, so to speak, of the burden of enjoy-
ment. The moment one started to look, the examples kept springing up, the phenomenon
suddenly appeared to be widely present without bearing a name. The final step was then
accomplished by Robert Pfaller, with his felicitous invention of the concept of interpas-
sivity, and under this banner a gradually spreading international discussion followed.

The advantage of this term — interpassivity — is among other things that it counteracts
interactivity and points out its reverse side. Interactivity is one of the slogans of the day,
the password for dealing with the new media and praising their alleged advantages, as
well as the motto of a series of new artistic forms and practices which involve participa-
tion by the audience. Interpassivity puts forth a very different image, it aims at a certain
kind of enjoyment disguised by interactivity. What kind of enjoyment can be derived e.
g. from the canned laughter? Surely it’s rather an unavowable sort of pleasure to be in-
dulged in private, something clearly bordering on perversion, a guilty pleasure, a secret
enjoyment. One can present oneself as a hero of interactivity, taking things into one’s own
hands, shaping them with one’s creativity, adding one’s ideas to the existing lot, not let-
ting oneself be imposed on, striking back, as it were - briefly, being a subject (although in
arather dubious sense of a peasant in the global village). But interpassivity? This position
can hardly compete for glamour and there is even something shameful about it. For in
order to be a subject, it seems that the least one can do is anything opposed to passivity,
inter or not. To make it quick and to provide a rather rough provisional starting point,
one could say that interpassivity is the reverse side of the subject, the part which is always
doomed, a constant peril that could engulf subjectivity, reduce it, destroy its dignity - and
also something presenting itself as a lure, a constant temptation, the song of the Sirens,
an appeal to give up, to submit to this unavowable enjoyment.

1 Cf. Robert Pfaller (ed.), Interpassivitit, Vienna 2000, which summarizes his longstanding efforts on this theme.
Two international conferences about interpassivity were organized in Linz in 1996 and in Niirnberg in 1997, and
Pfaller (op. cit.) provides the best summary of the discussion so far. For Zizek’s further reflections on the theme cf.
The Plague of Fantasies, London/New York, 1998.
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(Though in order not to be passively seduced by the song of the Sirens, the active strategy,
in this case, strangely consists in being helplessly tied to a mast. So there you are.)

Ultimately, there seems to be a dilemma, an alternative: either to be a subject, actively
shaping the world around me, interacting with it, or to give way to enjoyment, entrust
oneself to (inter)passivity, let the things laugh and cry instead of me. Either the subject or
the (passive, perverse) enjoyment.

Let me now start with a glance into the prehistory of interpassivity. There is a short piece
which can perhaps be seen as a possible birthplace of the canned laughter phenomenon
and of the entire idea of interpassivity, or at least as its embryonic stage. It is a brief text
called “La machine a gloire” (“The glory machine” or “The machine producing glory”),
written by a somewhat obscure French nineteenth century author Villiers de 'Isle-Adam
(1838-18809). It was first published in 1874 in La Revue littéraire et artistique in Paris, and
later included in his best known book, a volume of stories Contes cruels (Cruel Stories),
in 1883 (here quoted in the new edition, Paris 1980). The piece is curiously dedicated to
Stéphane Mallarmé, otherwise Villiers’ close friend.

Villiers de I'Isle-Adam was of aristocratic origin (he was even briefly considered as the
pretender to the Greek throne in 1863), the fact which seems to have defined his basic
stance and demeanour throughout his ‘life and work’. For the one red thread which con-
sistently runs through virtually all his writing is the horror and rejection of the bourgeois
civilization (for him rather a contradiction in terms), of its spurious values, its idea of
progress, its alarming and ludicrous victorious march through the nineteenth century,
its lack of spirit, character and valour. Villiers was a master of mockery and derision,
ridiculing all the bourgeois tenets by turning them into the fantastic, the grotesque, the
bizarre, the sarcastic, debunking their hidden assumptions and fantasies, prolonging and
exaggerating their ways of thinking into the absurd, but the farcical atmosphere of high
comedy is never far from the tragic and the macabre.

The piece on ‘the glory machine’ tells us about the marvellous invention made by a baron
Bathybius Bottom, an English engineer (whose English name, apart from the obvious anal
allusion, also recalls the immortal Bottom and his ass’s head in A Midsummer Night’s
Dream). The prodigious new machine, which infallibly produces nothing less than glory,
is but an extension of a very old phenomenon, a phenomenon which I suspect might be as
old as the invention of theatre itself, and which in French has an unmatchable economical
and evocative name, la claque. It designates the ‘organized applause’, the group of hired
applauders in the audience who applaud by prearrangement, most often for financial re-
ward (or else for reasons of friendship, rivalry, fidelity to certain traditions, etc.). The
French word is so excellent that the English and the German had no choice but to borrow
it.2 Quite appropriately, its primary meaning in French is ‘the smack, the slap in the face,
the box on the ear’, and among its other meanings we also find that of ‘the brothel’. To say
nothing of its vicinity to la cloaque (cloaca).

2 Brewer’s Dictionary of Phrase and Fable, always on the level of its task, gives the following description: “A body of
hired applauders at a theatre etc.; said to have been originated or first systematized by a M. Sauton, who, in 1820,
established in Paris an office to secure the success of dramatic performances. The manager ordered the required
number of claqueurs, who were divided into commissaires, those who commit the piece to memory, and noisily point
out its merits; rieurs, who laugh at the puns and jokes; pleureurs, chiefly women who hold their handkerchiefs to
their eyes at the emotional parts; chatouilleurs, who are to keep the audience in good humour; and bisseurs, who are
to cry bis (encore).” The phenomenon appears to have been so ubiquitous in the nineteenth century that numerous
authors have treated it well before Villiers (most extensively Emile Souvestre in Le monde tel qu’il sera, 1846). In
December 1842 an anonymous note in Revue et gazette musicale already suggested the replacement of the claque by
a machine, pretending that this device already existed in England and should be imported.



La claque, to be sure, doesn’t involve just applause, it can cover a vast variety of reactions,
both positive and negative. A well organized claque can proffer, in Villiers’ picturesque
terms,

“the Cries of frightened ladies, the muffled Sighs, the telling True Tears, the sudden Small
Chuckles, immediately contained, of a spectator who is slow in getting the point (six
pounds extra), the Clicking of tobacco boxes, into whose generous depth the raptured
man must take refuge, the Clamour, the Suffocations, the Encores, the On-calls, the si-
lent Tears, the Threats, the On-calls with Yelling, the Signs of approbation, the divulged
Opinions, the Crowns, the Principles, the Convictions, the moral Tendencies, the epileptic
Attacks, the Childbirths, the Hissing, the Suicides, the Crackle of the discussion (Art for
Art’s sake, the Form and the Idea), etc., etc.” (p. 100)

This hilarious inventory is immediately followed by a warning;:

“Let us stop here. The spectator might be led to imagine that he himself, unwittingly,
makes part of the claque (which is an absolute and incontestable truth); but it is better to
leave some doubt in his mind about that.” (Ibid.)

The claque presents a strange logical counterpart to the choir of the Greek tragedy, which
served as one of the paramount instances of interpassivity. The choir is the spectator’s
stand-in and representative on the stage, relieving him of his terror and pity which it feels
and expresses for him, instead of him. The claque is his representative in the audience,
his ‘second self” sitting next to him, taking care of his appropriate reactions off stage —
clapping, booing, laughing and crying in his place, instead of him, taking the burden of
feeling and enjoyment off his shoulders. He can relax, the claque will attend to the rest.
But then, can one ever draw the line between the claque and the audience? Does not the
claque surreptitiously infiltrate the audience and its reactions, so that in the limit it may
coincide with it? Is there an audience clearly apart from and simply outside the claque?
Villiers sees very well that the claque is not unrelated to the unconscious: the spectator
makes part of it a son insu, without knowing it, he is bound against his will to this Other
sitting next to him with which he shares the space and the time of the spectacle and from
which he cannot simply disentangle himself. One could well say that in the unconscious
ca claque, perhaps well before ¢a parle, or that ¢a claque is perhaps the model and the
epitome of ca parle. Can the spectator ever say: ‘Away with the claque! I want to rely on
my own authentic reactions!’? But this turn has already been anticipated by the claque
itself: "The latest stage of the Art is proffered when the claque in person cries out: ‘Away
with the claque!” and then pretends to have been itself imposed on [entrainée, induced]
and applauds at the end of the play, as if it was the real Audience and as if the roles were
reversed; it then restrains the overzealous exaltation and makes the restrictions.” (Ibid.)

So the claque is intractable, its boundaries are constantly blurred, it cannot be assigned
to a limited space. It can itself incorporate its own criticism and functions perhaps at its
best when it shouts ‘A bas la claque!’, taking on itself the battle-cry against itself, taking
on its shoulders not only the spectators’ reactions to the play, but also to itself. The claque
is itself and its negation, and the self-negation makes it stronger and omnipresent. The
spectator can indeed relax, since even his hard feelings against the claque are taken care
of by the claque. It reaches its highest form when it says, like the brave Athenian amateur
actors, on the Shakespearean Bottom’s suggestion: ‘T am not the lion, I am Snug, a man
like you!’

3 Bottom: “’Fair ladies! I would wish you, or, I would request you, or, I would entreat you, not to fear, not to tremble:
my life for yours. If you think I come hither as a lion, it were pity of my life. No, I am no such thing; I am a man as

other men are’ - and there, indeed, let him name his name, and tell them plainly he is Snug the joiner.” (A Midsum-
mer Night’s Dream, II1/1)
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This is when it bites at its best, ripping the audience apart with its lion’s claws. (Its “This
is not a lion’ is to be read in the vein of the Freudian ‘This is not my mother’. (PFL 11, p.
437)) “The living statue, sitting in full light in the middle of the audience, la Claque is
the official attestation, the avowed symbol of the incapacity of the crowd to determine
by itself the value of what it hears. Briefly, the claque is to the theatrical Glory what the
Mourning women have been to Sorrow.” (Villiers, p. 100)

Villiers, as we can see, is well aware of the interpassivity aspects, giving himself another
paramount example of it. There are strong indications that he must indeed have read the
discussions on interpassivity since a few pages later he also proposes the comparison
with “the Prayer-wheels of the Chinese, who are our forerunners in all things concerning
Progress” (p. 105).

One may perhaps frown at Villiers’ inveterate contempt for the crowd and its inability to
make up its own mind and form its own judgement, but the mechanism of the claque goes
well beyond his bias. For the question is: How to extricate the ‘authentic’ from the con-
trived? Is there an unequivocal line? Hasn't one ‘always already’ been part of the claque?
Has there ever been a theatre without the claque, or indeed any form of art without some
counterpart of it? Can one be rid of the claque? One must extend the claque to the one
which precedes the performance - the publicity, the reviews, the criticism, the media cov-
erage, the friends’ opinions, the gossip - and which has driven us to the theatre in the
first place. But its forms are far more protracted and insidious: there are people, forming
strange groups of claqueurs over the centuries, who have seen the plays before us, read
the books, admired the paintings, listened to the music, before we ever stepped into a
theatre, a music hall, a gallery, a library, and who have produced the inaudible claque,
this very slight rumour: this is a piece producing terror and pity, this one is for laughter,
that one for tears, this one is to be sneered at. They have seen it all and heard it all, they
have enjoyed it before us, they have applauded and booed, they have set the proper ways
to show us how to react. Would one ever set one’s foot in a theatre without the invisible
claque spreading the rumour that this is a proper thing to do? Isn’t the claque another
name for tradition? Is there a culture without the claque? Are there any standards of
authenticity which would not, at some point, have recourse to the claque? Can one ever
form an ‘authentic judgement’ independently, on the spot, without some support of the
claque, its background noise, even when one imagines opposing it? The opposition, as
we have seen, has been foreshadowed by the claque. There is perhaps the most insidious
form of the claque which tells us: ‘Don’t follow the claque!’, the form even harder to resist
than its more naive straightforward counterpart. — Villiers, the defender of aristocratic
values against their debasement and ruin in the budding mass-culture of the bourgeoisie,
saw the growth and the expansion of the claque as a symptom of the age, as a decline of
values, the mounting inability to recognize true worth and the need to rely on fraudulent
authorities. The aristocratic culture was based on distinction, and what distinguished the
elite was its ability to distinguish true worth, not to be led by the claque. But there is a
trap in this, for this stance could be translated by distinguishing the true claque from the
false one, and the true claque being formed by those who cry ‘don’t follow the claque’. Can
there be distinction simply outside of claque?

There is this organized applause (as well as hissing and booing) which has been going on
for centuries and there is no easy way of discerning its bias and partiality, for what would
we be without that bias? Can there be an enjoyment of art, a consumption of culture,
without some backdrop of the claque enjoying it for us? Without being entrainé? I am not
trying to say that there are no ‘intrinsic values’, but rather that the very notion of intrinsic
values has to rely, at some point, on the claque. One has to trust the claque, at some point,
that this is the intrinsic value. One has to believe, at some point, that the claque should
know, it has surrounded the ‘classical works’ for centuries and millennia.



And if one wants to replace a certain value, induced by the claque, by another one, sup-
posedly more genuine, it is perhaps the case of substituting one claque for another. The
claque is well ‘supposed to know’, but it is also in its nature to contradict itself.

There is only a small step from there to cross the line of interpassivity: why bother going
to the theatre at all, since the claque, past and present, has been and is enjoying it in our
place? Perhaps the authentic stance would rather be to stay at home, relying on the claque
to attend to the troublesome business of culture instead of us, delegating our enjoyment
to them, while we can rather relax at home and do - what? Watch the sitcoms with canned
laughter? Delegate some more enjoyment? Is there an enjoyment outside the claque?

To be sure, this doesn’t apply solely to art and culture. The claque produces glory in all
of its forms: “Every glory has its claque, i. e. its shadow, its part of artifice, of mechanism
and of nothingness (for Nothingness is the origin of everything) ...” (P. 97) So any glory is
constantly and inextricably accompanied by its claquing shadow, the applauding double,
its other, which may well have become invisible and inaudible as the background noise
of history, its wall-paper, its buzz, and it has been long since forgotten who hired it, and
for what reward. Or rather - perhaps it has never been properly hired and paid, perhaps
it has itself been ‘always already’ entrainée, it was always just following the claque whose
origin escapes us (good stuff for myths: who hired the first claqueur?). Instead of asking
the paranoid question ‘Who hired the claque?’ one should rather ask ‘How come that
the claque functions so well without being hired?’ It is the part of glory which dooms its
valour to contrivance, fabrication and deceit, its shining to darkness, its being to nothing-
ness, while at the same time securing its success and survival. There is its part of spank-
ing, of brothel and of cloaca. Culture, tradition, history seem to be all permeated with the
claque. La claque — what a formidable name for the big Other, the Lacanian grand Autre!

Anyway, the ingenious baron Bottom had the brilliant idea to turn the claque into a ma-
chine — something which it has ‘always already’ been anyway. “In fact, the claque is a ma-
chine made of humanity, and hence perfectible.” (P. 97) The imperfect human machine
can be perfected, the contingencies eliminated, its human material can be replaced by the
accuracy and predictability of a mechanical device. The machine should be incorporated
into the theatre hall itself, into its very architecture: the ‘phonographs’ are to be placed
into the orifices of statues and decorations, and at the appropriate moment they would
emit “the wow-wows, the Cries, the ‘Out with the cabal!’, the Laughter, the Sighs, the
Encores, the Discussions, the Principles, the Clicking of tobacco boxes etc., all the sounds
of the audience, but PERFECTED.” (P. 102) Once Edison# has invented the ‘phonograph’,
the first machine to record sounds, there is nothing easier, and the ‘canned laughter’
seems to be its first ‘natural’ consequence, immediately obvious to Villiers. The machine
can be further perfected by the emission of gas, dispersing in turn the tear gas and the
laughing gas as the occasion demands; by the wooden hands attached to every seat; by the
devices throwing flowers and laurels on the stage, etc. All this is operated from a sophis-
ticated control-room placed in the prompter’s pit, which would thus turn into a veritable
‘cock-pit’. There can be no doubt: once any play has entered this tremendous machine, it
is condemned to success, there can be no accident. All resistance is in vain.

On top of that, an extension of the Bottom’s machine can also take care of the theatre
criticism. The recycled clichés and commonplaces can be mechanically assembled, with
only some names being changed in the blank spaces, and the ensuing results would by far
surpass the modest human endeavours.

4 Thomas Alva Edison actually appears as a major fictional character in another notorious book by Villiers de I'Isle-
Adam, L'Eve future (The Eve of the Future) (1886). There the entire plot turns around the fabrication of a me-
chanically produced woman (the ‘andreid’, “the electro-human automate which, thanks to the discoveries of modern
science, gives the complete illusion of humanity” (p. 105)), which in the novel is contrived by Edison in person. The
book has been recently promoted to the rank of glory by a considerable amount of attention paid to it by the feminist
criticism, this new avatar of the claque.
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The criticism has always been part of the claque anyway, it is just as mechanical by its
nature. The spirit is a machine, and the claque can be seen as another instance of Pascal’s
advice: first the machine, and the spirit will follow.

It is no coincidence that Bottom has been named after the Shakespeare’s Bottom the
weaver. Like the new Bottom, the old one was also a mastermind of theatrical trickery.
But there is a crucial difference: the old Bottom believed in theatre’s intrinsic magic and
its sway over the audience, which turned him into a Brechtian avant la lettre, his main
concern being how to produce some Verfremdungseffekt. He wanted to appease and
dis-enchant the audience - ‘this is only a play, these are no real swords and lions’.> He
believed, with infinite credulity, in the infinite credulity of the audience. For him the the-
atre was too convincing in itself to need a claque, so the duty of the actors was quite the
opposite: to fend off too much enthusiasm, to break down the illusion. Whereas the new
Bottom, knowing very well that all magic is contrived, has the opposite concern - how to
arouse the audience and make it believe. His tricks are no less crude and obvious than the
old Bottom’s ones, but one cannot but be taken in. The audience, under the spell like the
fairy Queen Titania, has no choice but to fall in love, head over heels, with the ass’s head.

So the enigma of glory has found its final solution with our bottomless Bottom: “This
Sphinx has found its Oedipus.” (P. 107)

Several problems arise from this text. First of all, are we dealing here with a ‘genuine’
case of interpassivity? There is a subtle edge which delineates our topic, though the ques-
tion is whether the demarcation line can be maintained all the way through. It can be
approached through Villiers’ crucial term entrainer — to induce, to impose, to provoke,
to prompt. The point of the machine, for him, is to induce the reactions first emitted by
the claque, be it in its human or mechanical shape. The claque has to contaminate the
spectator with laughter, tears, opinions etc. which precede in the artificial form pretend-
ing to be ‘the real thing’ (or even crudely by physiological stimuli, where interpassivity is
lost altogether). The claque applauds in order to make me applaud, it laughs to make me
laugh. The spectator’s ‘authentic’ feelings are provoked by artifice, so that he is no longer
able to tell the difference himself. But the point of interpassivity is the slight displacement
of this apparatus: the point where the devices, whether human or mechanical, take upon
themselves the reactions instead of us, when they feel for us, so that we are dispensed of
enjoyment, or rather we can indulge in the bizarre enjoyment of delegating enjoyment to
the (human or mechanical) other. The canned laughter doesn’t make me laugh, it rather
prevents me from laughing. Villiers stops short at this twist, although its spectre is there
throughout — the moment one says the claque, there is a supposition of a delegated enjoy-
ment. What induces me to follow the claque is that it incarnates a ‘subject supposed to
enjoy’ (rather than merely a subject supposed to know), and thereby it tries to contami-
nate me with the wish to participate on this enjoyment. But here is the tricky edge: the
moment I suppose that the claque enjoys, the temptation is great to be dispensed of it
and that I rather enjoy the claque enjoying for me than taking part in it myself. The very
supposition of enjoyment provides enjoyment, a special kind of pleasure which is at the
core of interpassivity. And one can advance the hypothesis that this mechanism actually
lies at the very core of culture.

There is a common experience with the cultural magazines in big cities, such as Time Out
in London, The Village Voice in New York, Pariscope in Paris etc.: they all give alluring
descriptions of all the spectacles on offer, with timetables, venues and prices, and each
item is accompanied by a critical comment, with hints, points of appreciation, the instruc-
tions for use, pointing out the salient features, the special angles of enjoyment.

5 Bottom: “Write me a prologue; and let the prologue seem to say, we will do no harm with our swords, and that

Pyramus is not killed indeed: and for the more better assurance, tell them that I Pyramus am not Pyramus, but Bot-
tom the weaver; this will put them out of fear.” (I1I/1)



It is all meant to be user-friendly, to make the proper publicity and inspire the wish to
indulge in all these sumptuous feats, to partake in their aura. But the effect those maga-
zines mostly have is that they both arouse and satisfy the desire thus aroused, one vicari-
ously enjoys all the magnificent events by reading about them, indulging in the countless
possibilities, ‘oh, I could do so many splendid things tonight, so why don’t I rather stay
at home?’ There is an edge embodied in all culturally criticism, art journals, the lavish
catalogues, getting more lavish by the hour, all the vast and wide-spread cultural enter-
prise, the rumours and the doxa, the musts and the don’ts, the proper attitudes, what
is chic and what isn’t, the industry of opinions — no doubt there is a necessary work of
reception and appreciation without which the culture doesn’t exist, the work of analysis
which sustains culture, but at the same time there is a particular kind of enjoyment at
stake, the enjoyment of all the work, appreciation and enjoyment being done for us, in
our stead, by a subject supposed to enjoy, by someone else enjoying properly, seeing,
reading and hearing it all. There is a particular kind of cultural enjoyment in participating
in culture vicariously, through indirect participation, partaking in it without ever leav-
ing one’s apartment (and pitying the poor uneducated primitives who don’t partake in
it — they don’t leave their apartments either, but they don’t know what they are missing,
whereas we don’t miss it by knowing about it). (It wouldn’t quite do to read Time Out in
Istanbul, one has to be on the spot to have the illusion of the free will to indulge in all the
innumerable possibilities, although one never really goes anywhere.) And of course the
majority of all this cultural criticism and advertisement happen quite mechanically, by
recycling the clichés, platitudes and stereotypes, but this provides an opportunity to a fur-
ther bit of enjoyment, namely of seeing through its mechanical nature and feeling all the
more clever for that. ‘Of course I don’t believe in what these critics have to say, they are
mostly dumb and obtuse, but nevertheless ... (This happens also with canned laughter,
where one of the points of enjoyment is precisely to feel clever, feeling oneself way above
finding this low sort of humour funny.) But so all these journals are worth every penny,
they provide more enjoyment to more people than the ‘real’ culture does. What greater
enjoyment than sitting in a Paris café and browsing through Pariscope, with the best of
world’s culture at my fingertips? And here lies the problem: there is no culture without a
stand-in for culture, all these vicarious ways are internal to the thing itself, which would
evaporate if it was deprived of it. The culture is the culture of the stand-in for culture, of
a capacity for stand-in.

The stand-in has a double edge to it: it can be understood, on the one hand, as the mecha-
nism of compensation for a lack. One cannot get the thing immediately, so one opts for
the second best instead — if I cannot have the pleasure, let another person have it in my
place, drink a beer for me which I am not allowed to drink (to take an example from
Kafka), or let the machine be entrusted with the enjoyment of which I am deprived. A bit
of the ersatz pleasure is better than none at all, so let me at least have the pleasure with
knowing that the other has it. This is the logic of an inadequate compensation for the real
thing, which is unattainable directly, for whatever reason. But this is not what interpas-
sivity really aims at; it is better understood, and presents a real paradox, when it is not a
question of a slim recompense, but a question of producing a new kind of pleasure that
I wouldn’t be able to attain in any other way. It is here that the proper function of the
cultural stand-in comes in: it is not that the cultural gadgets, including interpassive ones,
compensate for the loss of enjoyment, the heavy price that the culture has imposed on us
by its prohibitions and restrictions, the repression of our natural drives, the discontent
it entails, but rather it is an unprecedented invention of new enjoyments. It is not that
the drives should adapt to social restrictions and so be satisfied by stand-ins instead of
the real thing, they are not adaptational by their very nature and their sublimation is not
social adaptation, but they produce ever new objects within the structure of replacement.
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With interpassivity the culture redoubles itself, as it were: the new objects, the cultural
products, the works of art, are — as replacements — seen as the thing itself in a second-
ary movement, the proper thing endowed with an aura, the highest good, they are the
objects which, as stand-ins, are themselves set as the objects of the prescribed cultural
enjoyment. This is what defines the man of culture, as opposed to uneducated barbarians
— that he is able to appreciate and enjoy properly the cultural objects, that he knows his
way around them, the proper ways of worship and adulation. But this is where interpas-
sivity comes in, as a second degree deferral: to invent mechanisms which enjoy them for
us, appreciate them instead of us. So if an artwork is a stand-in, a supposed ersatz enjoy-
ment which has been proliferating through sublimation of the drives, then interpassivity
is a stand-in for a stand-in, a stand-in for the enjoyment that the first degree ersatz was
supposed to yield. It is a doubly deferred enjoyment. But this double structure is as old as
culture itself. The claque, as maybe the oldest mechanism of interpassivity, has a double
function: on the one hand it singles out the objects of culture, it points out works of art for
us, it shows the ways how one should enjoy them, it instils in us the terror and the pity, the
laughter and the tears, it sustains the vast cultural enterprise in its many ramifications,
it provides judgments and opinions. But on the other hand it is not merely there to drag
us in, to cultivate us and instil the proper emotions, but also to enjoy instead of us, laugh
and cry instead of us and divulge our judgments. So I can participate in the business of
culture by delegation, through my representatives, which is again ambiguous: it is both
‘authentic’, that is, a properly cultural stance, the delegated enjoyment being a mecha-
nism inextricable from culture, the authenticity relying on delegation is what makes it
tick, the authentic delegation of authenticity, but at the same time there is a slope leading
to pomposity, vanity, self-importance, for by adopting this stance I indulge in the illusion
of being far more sophisticated than the usual consumers of culture, I place myself above
culture, I show my cultivation by letting the others do the cultivated work for me, I show
a higher degree of culture by not participating in it directly. So this attitude is on the edge
of being both genuine and conceited, or of being both humble and arrogant — humble, if it
is about giving up the enjoyment of the ego to another, to a device, so that one gets enjoy-
ment in its decenterment, I am happy because ‘it’ is enjoying; arrogant, if this is the way
to an inflation the ego which thus gains in self-importance and the illusion of the increase
of cultural capital. And there is, accompanying it, a thin line between a dirty pleasure of
interpassivity that one wouldn’t want to publicly admit, and the stance of boasting about
it and thus showing oneself as a real connoisseur.

If the claque is as old as culture, it nevertheless has a history. Villiers’ text is important
because it marks a turning point. It was perhaps only in the nineteenth century that one
could realize that the claque is just a machine, that its services can be brought about
in a purely mechanical way, that there is literally a mechanism attached to culture, a
cultural machine which sustains it, a machine of enjoyment, both producing enjoyment
by contamination and itself enjoying instead of the consumer. This is the importance of
Villiers’ text, which makes ample use of the phonograph and various technical artifices,
thus predicting the technologies to come. The video can watch our movies for us, the pho-
tocopying machine can read our books for us, we take photographs of our touristy cultural
excursions as stand-ins for our partaking of culture, the canned laughter can laugh for us.
The fact that culture can be stacked and recorded enhances the structure of the stand-in,
it dispenses us far more than ever from enjoying it ourselves. Villiers has perspicaciously
seen that the new technologies are based on the structure of the claque and that they will
thus effectively relay a mechanism as old as culture.

Interpassivity stands at an interstice, at the crossing point between desire and drive, to
use these elementary psychoanalytic terms. Both desire and drive depend on a structure
of delegation, but in two different, even opposing ways.



What does delegating mean? There is nothing extraordinary in delegating a human ac-
tivity — Indeed one could say that an activity first becomes specifically human by being
delegated, either to a thing - a tool (the man being a ‘tool-making’ animal by one of his
definitions, cf. Marx and Franklin), or, in a parallel gesture, to another man, a ‘speaking
tool’ (Aristotle’s designation of the slave), someone who is to carry out another’s orders:
the two ways of transferring one’s activity to another, which are the very stuff of history,
the substance of the progression of technologies and the concomitant development of
class relations (the means of production and the relations of production, to nostalgically
recall the Marxist terms). The gesture of delegating an activity both defines ‘man’s nature’
and, by the mediation it introduces, exposes it to ‘alienation’. (Who owns the tools? Who
owns the slaves? Who owns the means of production? There is the whole drama of the re-
lations of production as class relations.) So human activity is, by definition, always ‘inter’.
Delegating one’s passivity is far less obvious, and of the many paradoxes it involves the
first problem is whether one can set up a clear limit between activity and passivity at
all. The question has a double edge. Laughing, crying, praying, feeling terror and pity,
watching videos, etc. — are they passive? Where does passivity start, where does activ-
ity end? Is laughing a passivity? Surely it is — generally — provoked, it is by its nature a
reaction to something, but then again, is there ever an action which would not also be a
re-action? Can one start an unprovoked action? The Kantian causa noumenon of the no-
torious third antinomy in the Critique of Pure Reason, a cause which wouldn't itself be an
effect? Even in the extreme case of perception, with our senses merely being affected by
external stimuli, one can hardly maintain, at least after the Kantian turn, that it is simply
passive — Kant’s point being precisely that the subject ‘always already’ contributes to the
constitution of what s/he perceives. Delegating laughter to another (people or machines)
is certainly paradoxical, but perhaps not primarily by virtue of its passivity. It is rather its
‘incalculable’ character which makes it so, the way in which it can be seen as intimately
human (and indeed there is another common proposal for defining the human as ‘the
laughing animal’), so irreducibly human that it cannot be delegated (and it goes the same
for other intimate feelings — mourning, terror and pity etc.). Where ‘the tool-making’
animal necessarily delegates, ‘the laughing animal’ doesn’t — at least not till the recent in-
vention of canned laughter. — So is ‘feeling’ ever a passivity? If it is initially a reaction (but
this is true of any activity as well), it is itself only palpable by ‘actively’ expressing itself,
by being ‘acted out’, made visible, externalised in one way or another, worked-through,
and thus becoming itself a cause for other reactions, so that the line is always blurred.

Perhaps the crux of the matter doesn’t lie so much with passivity, whose boundaries can
never be quite established, but rather with the concept of enjoyment. Enjoyment is what
lies at the bottom of those ‘intimate feelings’ enumerated in the catalogue of interpassiv-
ity, on the one hand as something untransferable (as ultimately incalculable and immea-
surable),® and on the other hand as a bonus, a reward, a gain, a benefit, a blessing — so why
on earth would one want to delegate it at all? — So perhaps instead of interpassivity one
should more appropriately speak of ‘inter-enjoyment’. This brings us back to the point
with which I started — enjoyment (in ‘passivity’) as the reverse side of the subject as ‘ac-
tive’. The crux of passivity is the enjoyment it involves. But the problem is thus displaced,
since one can easily conceive of getting enjoyment from activity — but is it of the same
kind as the unavowable and shameful enjoyment in passivity? And is enjoyment simply
passive? And how can enjoyment be delegated? Does delegating it turn it into passivity?
Here the intervention of psychoanalysis is called for, and I suppose inevitable. To make
it quick, let’s say that if enjoyment is what people are after, then it can and should be
complemented with the concept of desire.

6 The fact that enjoyment is essentially incalculable presses us all the more to attempt to calculate it. There has been

a whole line of thinking, during the Enlightenment, obsessed with ’le calcul des jouissances’, ‘the calculus of enjoy-
ment’, with some hilarious results (cf. Bentham).
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We thus obtain the conceptual pair, desire and enjoyment, which can perhaps substitute
the somewhat dubious pair activity/passivity. But do they fit? Is desire really after enjoy-
ment? Does desire seek enjoyment? If we now open Lacan’s Ecrits (Paris 1966) on p. 825,
we find the following brief sentence, one of the notorious Lacanian proverbs: “For desire
is a defence, defence against the transgression [outre-passer] of a limit in enjoyment.”
This elementary psychoanalytic insight — that the point of desire is the defence against
enjoyment — seems to considerably complicate our problem, or perhaps to utterly simplify it.

It is in the very nature of desire that it is interactive. There is no desire without being
at some point entrainé, provoked and prompted by the desiring other. One desires by
relying on the desire of the other, so there has to be an elementary identification with
the other for desire to emerge. One can easily see that with the claque — one’s reactions,
judgements and opinions are always framed in some way by the claque which offers the
entries, the attitudes, the proper ways to respond, and which instigates our wish to par-
ticipate at all. One has ‘always already’ unwittingly started participating. Lacan has never
tired of repeating that the subject’s desire is the desire of the Other — and we can para-
phrase: the desire of the claque. In desire, one is dragged into activity in order to figure
out what has dragged the other into activity (this is at the core of desire’s interactivity).
What makes the Other tick? What is he (she? it?) after? How and why does he desire?
How does he enjoy? Or does he enjoy at all? One can only find out by adopting the desire
oneself, which is thus indeed nothing else but the desire of the Other. Apart from assum-
ing that the Other (of the claque) knows, there is also the supposition that the Other en-
joys, so one follows the claque, one goes through the motions indicated by the claque, in
the hope to be awarded the prize of enjoyment. But here is the rub, not the rub hindering
the desire, but constituting it.

The desire is coupled with identification in which it takes support, but it doesn’t run out
into enjoyment — it is maintained by being perpetually dissatisfied. The supposition of
enjoyment in the Other doesn’t lead to enjoyment, it is rather the way of preventing it.
The lack has to be maintained if desire is to be kept up at all. The subject loves his lack, he
would rather give up anything but the lack. Should he simply attain the supposed enjoy-
ment, his very status of a subject would collapse, insofar as subject and desire are here
synonymous.

The first form of interpassivity follows from there. If indeed desire is but a defence against
enjoyment, then an ingenious way to defend oneself consists in entrusting enjoyment to
the other. There is a slide leading from ‘The other enjoys, so I want to enjoy as well’ to
‘The other enjoys, so thank God I don’t have to, what a relief!” Let the claque do what it
is supposed to do anyway, i. e. enjoy — instead of me. One painstakingly records, e. g.,
the movies on the video without ever watching them. So let the video watch my favourite
movies for me, for otherwise I would have to enjoy them myself, and I can see in advance
the disappointment that this would bring; I can see that I can never measure up to the
supposed enjoyment. By leaving satisfaction to the other, I can continue to suppose that
the satisfaction of desire is safely taken care of. If the other enjoys for me, I can maintain
and preserve my desire by defending myself against enjoyment, in accordance with the
nature of desire.

It is not difficult to recognise here the strategy of the obsessional neurotic, the direction
which Robert Pfaller has admirably explored.

Yet, this line of reasoning still places interpassivity into the realm of interactivity — it is
an answer to the impasse of desire, a possible strategy to circumvent its deadlock, and, in
this very act, a way to prolong it.



It is the point where desire, as essentially interactive, presents its limit-case, but which
follows from its logic as one of its possible outcomes. The desire assumes passivity, in
order to deal with the deadlock of its inherent interactivity. It imitates passivity to avoid
enjoyment — but does it nevertheless get some of it by this roundabout way? If the subject
is (by definition) the subject of desire, and if desire is (by definition) defence against en-
joyment, can the subject nevertheless obtain some piece of enjoyment? Does he get what
he defends himself against body and soul? Can one enjoy by letting the other enjoy and
thus accept, resign oneself to, one’s own incurable dissatisfaction? And since I proposed
to replace interpassivity with ‘inter-enjoyment’, one can further ask: is enjoyment ‘inter’?
If desire is essentially ‘inter’, does the same go for enjoyment?

It is here that the psychoanalytic concept of drive (der Trieb) should be introduced. To put
my thesis in somewhat simplified terms, I would say that the clue to interactivity lies with
desire, while the clue to interpassivity lies with the drive. And since we disposed desire
and enjoyment in a neat pair of opposites, it follows that enjoyment is placed on the side
of the drive. For if desire is maintained by being constantly unsatisfied, then the drive is
rather something which, alarmingly, always finds its way to enjoyment and satisfaction.”
There is an enjoyment which one gets as a by-product, so to speak, of the dissatisfaction
of desire. One hasn’t satisfied desire, but one has enjoyed anyway — it is a ‘surplus enjoy-
ment’, an additional enjoyment surreptitiously sneaking into the very process of vainly
seeking enjoyment. So if desire can never reach enjoyment (indeed it does everything
to avoid it through the pretence of pursuing it), then the problem of the drive is the very
opposite: one can never be rid of enjoyment. It is a curious kind of enjoyment provided
by the drive not reaching its goal, rather, the drive is satisfied by making a tour around
it. The drive is satisfied through its being thwarted, *inhibited in its goal”, zielgechemmt,
but nevertheless it doesn’t miss its aim. Lacan actually uses the English distinction be-
tween the aim and the goal, indiscernible in the French le but.® The drive reaches its aim
without attaining its goal, its arrow returns from the target, like a boomerang — though
hardly back to the subject, for the subject is essentially the subject of desire, as we have
seen, while the drive, with its bit of surplus enjoyment, has no subject (at least not in any
ordinary, including ordinary Lacanian sense).® There is no subject at the origin of the
drive, there is only the subject of desire emerging from its entanglement with the Other,
the enjoyment being but its by-product. The drive has no origin and no end, it has no
substance and no subject, since it is only a side product of the way, its only subsistence is
in the circulatory movement yielding the tiny bit of enjoyment.

There is a delegation of enjoyment in the drive as well. What is at stake is not a bodily
enjoyment that one could simply have, but enjoying through an extension of the body.
All objects of the drive fall into an area which doesn’t simply pertain to the body but is
not outside of body either. Neither inside not outside, the very transition which blurs the
line and puts into question the dividing line between subject and object, the self and the
world. It has therefore a special connection with bodily openings, apertures, the points
of transition.One can say that one ultimately delegates one’s enjoyment to an ‘it’ which
is neither the subject nor the object out there, but an extimate realm which holds them
together as well as separates them. It is an enjoyment without a subject, for subjectivity
pertains to desire, that is, to keeping the object at bay.

7 Cf. Miller’s very elegant way of putting it: “What Freud calls the drive is an activity which always comes off. It leads
to sure success, whereas desire leads to a sure unconscious formation, namely, a bungled action or slip: ‘I missed
my turn,” ‘T forgot my keys,’ etc. That is desire. The drive, on the contrary, always has its keys in hand.” (J.-A. Miller
“Commentary on Lacan’s Text”, in: Feldstein, R., Fink, B. & Jaanus, M. (eds.), Reading Seminars I and II, Albany
1996, p. 426)

8 Irefer to Lacan’s The Four Fundamental Concepts of Psychoanalysis, p. 178-9 and 206.

9 I am here leaving aside the tricky problem of ‘the subject of the drive’. The least one can say is that it is not a subject
in the standard Lacanian sense ($), but something that Lacan somewhat mysteriously calls in some places “a headless
subject [un sujet acéphal]” (p. 181), for want of a better word, “what I have metaphorically called a headless subjecti-
fication, a subjectification without a subject, a bone ...” (p. 184).
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A delegation of enjoyment is at the core of the mechanism of the drive: one cannot keep it
for oneself, there is no self to keep it for, but one cannot be rid of it either. There is an ‘it
enjoys’ (¢a jouit which for the later Lacan became more fundamental than ¢a parle of the
unconscious), where both the subject and the Other vacillate.

In this sense I think that the drive evades the division into active and passive. To be sure,
Freud, when considering the vicissitudes of the drives, shows that some of their major
adventures consist in reversals between activity and passivity, but nevertheless maintains
that at the core “every drive is a piece of activity; if we speak of passive drives, we can only
mean drives whose aim is passive” (PFL 11, p. 118), so that passivity would thus figure as
a derivative subdivision of their inherent activity. Yet, I think it can be argued that the
proper mode, or the proper ‘voice’ of the drive is rather the medium, the middle voice as
the grammatical notion ‘between’ the active and the passive voices, distinct from both,
neither the one nor the other. The drive evolves ‘neutrally’, ‘indifferently’, though it can
bring about both active and passive ‘expressions’ and effects. It is something which ‘hap-
pens’, ‘takes place’, ‘occurs’, ‘transpires’, without some subject actively striving for it nor
passively submitting to it — perhaps both activity and passivity rather pertain to the realm
of desire and its vicissitudes, where passivity figures as the limit-case of activity. One can
perhaps cautiously propose another classification of the verbal ‘voices’. Whereas at first
sight, the major division appears to be that into the active and the passive voice, with an
awkward appendix of the ‘medium’, another scrutiny might reveal a more crucial divide
along the line of ‘inclusion’/’non-inclusion’ of the subject into what the verb describes. On
that account, both the active and the passive voice (with the subject either acting or being
subjected to action) would fall into one category, while the ‘medium’, the middle voice,
would form the other one.*

Interpassivity thus points to a crucial point in psychoanalysis. It names a paradox which
lies at the crossing point between the structure of desire and the structure of the drive,
which both rely, in a different sense, on delegating enjoyment. It names a relationship,
an always troubled relationship, between the Other and the ‘it’ which is at stake in enjoy-
ment. It pertains to the very constitution of the subject in relation to enjoyment, it cir-
cumscribes the way in which the constitution of the body always involves an extension of
the body, and enjoyment intrinsically has to do with that extension. It is in that extension
that the interplay and overlapping of activity and passivity takes place, both involving an
‘inter’, a structure of mediation and delegation, and it is there that the strange interpas-
sive gadgets can be placed — enjoyment is always a prosthesis, and interpassivity brings to
light the paradoxical nature of this prosthesis. At the same time it brings together the ba-
sic mechanisms of subjective constitution with the constitution of culture and its mecha-
nisms, for the extension and its enjoyment are immediately seized by cultural investment
and intervention. It displays, in a single concept, both the ‘mechanical’ side of culture,
be it in the shape of gadgets or in the more elaborate and less obvious shape of mechani-
cal fabrication of cultural machinery, and on the other hand the libidinal underpinning
of culture, the ambiguous and ‘perverse’ enjoyment which is at stake in it, both as its
achievement and as its pitfall, its beneficial and maleficent shadow.

10 I am well aware that I am twisting Benveniste’s famous account of the ‘medium’ here for the current purpose (in
Problémes de la linguistique générale, Paris 1966).
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Abstract:

The paper tries to identify various flavours of interpassivity in a fictional online-universe
and offers a few speculations on interpassive joy and despair in a massively populated
multi-user environment.

Second Life offers a range of unforeseen possibilities for interpassive delight. You can be
made dancing, have somebody drink and get drunk for you, become virtually pregnant or
enjoy others finding out about being so. There are many different flavours of interpassiv-
ity in Second Life: Artistic interpassivity, economic interpassivity, political interpassivity,
sexual and erotic interpassivity, to only name a few. Erotic interpassivity in Second Life
is frequently condemned of opening the floodgates to an ocean of sin. A closer look at
the interpassively accessible Sodom and Gomorrah shows however that our avatars find
themselves in Sunday schools more often than in Sodom — and in the G-Max more often
than in Gomorrah. Economic interpassivity enables you to delegate financial success or
loss. You want your Linden Dollars to be lost and won by someone else and can watch
somebody else’s baisse and hausse with little risk of suffering. Even more so it enables
you to delegate the joy of gaining or losing money. Political interpassivity combines the
best of Che Guevara-style excitement with the safe heaven of couch potatoism. There are
indeed demonstrations in Second Life and politically correct online-rebels spend months
worth of creativity to demonstrate against MacDonalds, destroy the Le Pen headquarters
or save fractions of Virtual Rainforest. The alleged political action however suffers from
an abundance of subjectivity and a simultaneous lack of focus on the object of action. The
same holds true for artistic activity, erotic action, monetary transactions, and political ac-
tivism in Second Life: The focus is on the feel-good factor and not on the do-good results.
I will try to develop a suggestion based on Winnicott’s notion of the “transitional object”
in regard to interpassivity in Second Life.

Erotic Interpassivity

There are high hopes amongst Second Life inhabitants and those who dare not go there,
that flirts, seduction, and lust might be of a much more intense nature in virtual environ-
ments than in real life. The following chat shows how virtual flirting compares to conver-
sations held in flesh and blood environments:

[4:17] Teleport completed from http://slurl.com/secondlife/Seychelles/185/182/22
[4:17] Connecting to in-world Voice Chat...

[4:17] Connected

[4:19] Taylor Edenbaum: ladies first

[4:20] Taylor Edenbaum: setz dich doch

[4:21] Taylor Edenbaum: komm schon setz dich und nimm dir essen

[4:21] Romeo Bergmann: Hallo Kinder, ist das Schwein schon fertiggebraten?
[4:22] Ramona Laniss: wie setz ich mich?

[4:22] Taylor Edenbaum: rechte maustaste auf bank

[4:22] Romeo Bergmann: Na siehste, so geht das

[4:23] Taylor Edenbaum: rechte maus taste auf die bank

[4:23] Taylor Edenbaum: kommst du?

[4:25] Taylor Edenbaum: und wo kommst du her

[4:25] Ramona Laniss: kreis Unna

[4:25] Taylor Edenbaum: aha

[4:26] Ramona Laniss: oh kann das sein das ich dich hore hore was

[4:26] Ramona Laniss: oh
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[4:26] Ramona Laniss: ja

[4:27] Taylor Edenbaum: wie alt bist du denn?

[4:27] Ramona Laniss: 35

[4:28] Taylor Edenbaum: aha

[4:28] Taylor Edenbaum: oh schon so spét ich muss leider gehen bb
[4:29] Ramona Laniss: bye

It took the gentlemen whom I listened to in “Virtual Germany” only 12 seconds to find
out, that the charming young lady called Ramona Laniss was 35 years old and from the
Unna region, which obviously disqualified her as fit for further conversation: “... muss
leider gehen.” There are however thousands of girls and boys, women and men, out there,
who dress-up, make-up and show up where the action is in Second Life. These places are
the ones where erotic interactivity is hoped to be found and where interpassivity can be
found. Why would one spend Linden Dollars as well as real currency to approach unreal
toy companions, whom one will never touch, kiss or embrace. And why would one at
the same time verbally behave as if one could touch, kiss or embrace such toys? Second
Life users seem to resemble young children who embrace a favourite toy as a substitute
for the physically caring person. Donald Winnicott describes this apparently ambiguous
behaviour, when he says:

When a mother (or carer) leaves an infant, they can easily become upset by the disappear-
ance of their primary care-giver. To compensate and comfort for this sense of loss, they
imbue some object with the attributes of the mother. This item is called a transitional
object. [Winnicott, 1953]

In Second Life avatars can take the role of the transitional object. The object can be a
substitute for human care-givers lost. Contemporary life-style in Western societies often
enforces a lack of intimate contact and an isolation from physical partners. We work on
desktop computers, we shop online, we try to entertain ourselves on the screen and we
communicate with other humans via mobile phone. Most aspects of our lives are now
mediated through electronics, where face-to-face, mouth-to-mouth, or hand-to hand
communication was once prevailing. For the 21st century Western grown-up the outside
world is separated from the inner reality of feelings and moods via a membrane of silicon
devices. In “Affective Machines and Object Relations” Trevor Robert analyses the dialec-
tics of outside world and inner reality in regard to the child’s development:

In this third intermediate area of experience, co-existing between inner reality and the
outside world, the infant can still exercise its feelings of subjective omnipotence whilst
trying out its newfound relationship with the object world of shared reality. Through
creative play, initially with its first ‘not-me’ possession, or ‘transitional object’ (typically
something soft, such as a blanket, a piece of cloth or a teddy bear), the infant can explore,
and sometimes playfully deny, the separateness and relationships between self, mother
(the breast) and the world. Paradoxically the child’s experience of this special object is as
both ‘me’ and ‘not-me’. The transitional object never comes under magical or ‘omnipo-
tent’ control like an internal object or fantasy, but nor is it outside the infant’s control
like the real mother (or world). It is ‘always on the theoretical line between the subjective
and that which is objectively perceived’, occupying an intermediate area ‘between the
thumb and the teddy bear’, between ‘me’ and ‘not-me’, as a bridge between inner and
outer worlds. [Trevor, 2009]

Winnicott describes the transitional object as typically soft, such as a blanket or soft toy,
that is reminiscent of the mother’s warm arms and breast. By cuddling the object, they
feel that they are cuddling the mother and thus feel comforted.



Winnicott’s guess is that around 60% of children adopt such objects. My own guess is that
60% of so called grown-ups actively engaged in Second Life adopt transitional objects
themselves.

<See page: 92, Fig. 1: Transitional object found in Second Life: A not-me possession, “soft
toy, that is reminiscent of the mother’s warm arms and breast” [Winnicott, 1953]>

I need to say here, that I do not want to mock about holding transitional objects — be it a
child or a grown-up who holds them dear. We all had our teddy bears, but then we also
got rid of them at some point. If Second Life substitutes are transitional, they probably
do what they are supposed to do. It becomes another matter however, if the transitional
object turns into a life-long fixation.

Academic interpassivity

The desire to have teaching and learning delegated to online lecturers and students fuels
academic dreams of teaching without teachers. Second Life providers Linden Labs are the
property agent offering real estate to build campuses. They also deliver dreams about thou-
sands of visiting students. For John Kirriemuir, who carried through a series of studies in-
vestigating how the Second Life environment is being used in UK universities, the rationality
of delegated teaching is at least questionable:

Estimating the amount of time needed to develop in-world is difficult, as responses varied
tremendously. Some academics spent relatively little time in constructing their site in-world,
(...) However, others spent considerable time and effort, often cutting into their time outside
contractual working hours. Ian Truelove from Leeds Metropolitan University reveals: ... if
only I'd kept a log. At least 40 hours a week between myself and Graham Hibbert. Often a
lot more. We've had the sims since April, so probably about 500 hours. The vast majority of
that time was not in official work time, although Leeds Met have been very supportive, and
allowed us to be flexible with our work time to develop the island. We have time allocated for
research and scholarly activities, so some of the time fits into this. It is a form of entertain-
ment for us, so we don’t feel hard done by. It’s better than watching TV.” [Kirriemuir, 2007]

The time spent to find a more effective teaching environment could obviously have been
spent on teaching in the first place. The academics concede however that the efforts have
some similarity to entertainment.

<See page: 93, Fig. 2: Academic activities in Second Life amongst projections of interpassive
personae>

It is also possible that in a time of dropping student numbers lecturers dream up student
cohorts in virtual environments. These students are transitional objects compensating for
the real students who disappeared for good.

Political interpassivity

Not everything encountered in Second Life is as virtual as it might seem. Linden Dollars
are a real monetary currency, social networking in Second Life facilitates real social in-
teraction and the rules of the Virtual Environment are as real as the laws of any country
or society. Second Life is neither unreal nor is it physically realistic. It is half-real — to use
the notion of Jesper Juul [Juul, 2005]. Political action must grab the real part of the falf-
real if it does not want to be confused with science fiction. Political action would therefore
have to focus on the concrete aspects of second Life, i.e. the legal structure of Second Life,
the private ownership of the means of production, server technologies aso.
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Sexual interpassivity

For the uninitiated it seems pretty pointless to become pregnant in Second Life. Neither
the joy of expecting a child nor the physical changes of the body can be felt, nor is there
any implication in regard to relationships, family building or other modifications in per-
ception, identity or social relationships. It comes therefore as a surprise that pregnancy
simulation is announced as being desirable and that becoming-pregnant can even be sold.
The programmer who goes by the name of “Lord Pepper” (Graf Pfeffer) claims that the
results of his script are “jolly good fun. Frighten your boyfriend to death... For Sale L$
150.” An advert he set up in street poster size explains what kind of fun he has in mind,
when he states:

Help..... I am pregnant.....and don’t know who the father is.

Given a certain sense of humour this can possibly be exhilerating in real life, or on a “Bau-
erntheater” stage, but how the joke translates into Second Life is unclear.

<See page: 94, Fig. 3: Second Life fake pregnancy for sale>

The make-believe of story-telling is so weak in populated synthetic environments like
Second Life, that nobody would map the fictitious story into real life. Somebody who re-
ally rings the first life avatar of the woman being pregnant in Second Life, and asks her
whether she is indeed pregnant, would have to be considered to be frighteningly naive.
We know for sure, that whatever happens in Second Life need not happen or have hap-
penned in real life. One could argue that the audience in a burlesque theatre or a cabaret
would also never believe that the actress playing a pregnant woman is pregnant. In this
sense one might consider Second Life as another form of theatre. Having said that, we
have to acknowledge that make-believe in theatre allows us to look into a possible real
world through the actors’ acting. One of the reasons why we are excited in a theatre play is
that we can make sense for our own lives or others’ real lives by watching actors perform
on a stage.

When we watch “Froken Julie” by August Strindberg, we take the shaving razor she holds
in her hand when she walks out of the door as a sign for a possible suicide. We are affected
by that - not because of a fear that the actress might do some harm to herself -, but by the
power of projecting the situation into a world of real people who could become completely
desperate at certain moments of their lives. If however an avatar in Second Life says that
she is rich or poor, wants to commit suicide or kill somebody else, we do not assume that
this is relevant for real life. Why do certain mechanisms of affective projection work on a
theatre stage and not in Second Life?

I would like to suggest that the manifestations of love, hate, admiration, or despair need
a certain degree of uncertainty to trigger affective projection. Froken Julie walks out of
the door with the knife in her hand. She does not commit suicide on stage, but we as-
sume that she might do so. In Second Life there is often no doubt about emotional states
or bodily states. The fake pregnancy of the Second Life avatar, we mentioned earlier on,
is unmistakably visualized by a growing tommy and the Script behind the body shape
transformation runs without mercy and grace to perform what it is designed to perform.
In theatre a playwright would have left some doubt about whether the character of the
drama is really pregnant or not. In theatre, Strindberg left it open whether Froken Julie
will kill herself or not. This gives us space to think, to feel and to project our feelings upon
affective targets in real life.



Artistic interpassivity

Interactivity is at the core of gameplay in any conceivable computer game. It seems im-
possible to imagine how gameplay would work, if there was no interactivity between hu-
man and computer involved. But what happens if a gamer writes a script to enable his
or her avatar to perform certain actions in the absence of the player? Game artists like
Corrado Morgana find joy in running games in auto-execution mode and do not interact
except for the minimal start command.

<See page: 95, Fig. 4: Corrado Morgana: CarnageHug. Auto-executable game 2007>

The game art piece “Carnage Hug” by Morgana uses the UnrealTournament 2004 games
engine, to set up and run a bizarre, self-playing spectacle. Morgana removed the weap-
ons from the level and has the player pawns attack each other in a ridiculous massacre
without game rules or other constructive teleological commitment. The game runs in a
disinterested manner as far as winning and loosing the game is concerned. If we are pre-
pared to follow Kant’s suggestion that disinterest will open the door to understanding the
faculties of the observed object, interpassive works like Morgana’s CarnageHug might
easily qualify as a work of art or at least focus our attention upon something outside the
magic circle of normal gameplay.

<See page: 96, Fig. 5: Ljudmila: 1d Tetris. 2007>

1d Tetris is a browser based game by the game development studio Ljudmila. The clas-
sic Soviet puzzle game tetris had been reduced to a 1-dimensional farce of the 2D puzzle
game. It is “meditative inaction” - as Christiane Paul rightly calls it - that ridicules inter-
action in games [Paul, 2006]. The mode the interaction seems to be corrupted by games
like CarnageHug or 1d Tetris, and the level of agency the audience can enjoy is close to
zero. The London based games show Zero Gamer obviously pulled strings in regard to
Barthes’s “Writing Degree Zero” [Barthes, 1953]. The games mentioned above lack any
embellishment, thrill or flair. This is however not the only reason why they could be sum-
marized as Zero Gamer games. The potential players find these games to be unplayed and
unplayable. The game action paradoxically becomes something that has to be watched
from outside the game. For the spectator the activity is taken out of interactivity.

Machinima as the paradoxical attempt to watch gameplay without playing, is another
popular non-sport where the spectator becomes spoilsport and traitor on the game’s
premises. Machinima puts the recipient into the voyeur’s seat and keeps oscillating be-
tween cinema and game experience without fully committing to any of them.

<See page:97, Fig. 6: Mathias Fuchs: Borderline. Machinima 2009>

Non-action as an activity, or interpassivity [Pfaller, 2000] [ZiZek, 2007] in games can
also be seen as a form of spoilsport practice [Fuchs, 2009]. The game artist who lets the
game engine go on its own, rejects his responsibility to control the avatars, he does not get
entangled into the quest of loss or win, and he rejects the basic rule of any game, which
is: You have to play! The spoilsport does however not leave the arena completely. He
remains a voyeur, a spectator of an action he enjoys passively. In this regard the introduc-
tion of auto-executables, i.e. software agents physically detached from the players, and
other modes of delegated play can be righteously called interpassive gaming. Pfaller and
Zizek point out that the psychological aspect of interpassivity is grounded in our subjec-
tivity. They convincingly demonstrate how certain works of art seem to provide for their
own reception. One cannot help feeling that these artworks enjoy themselves or that we
enjoy through them [Van Oenen, 2008].
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The mechanism described by Pfaller and ZiZek can again be found in games and their
modes of performance. It is not only Game Art, but everyday gamers’ practice where
interpassive phenomena can be observed. Delegated enjoyment and delegated fear are
possible forms of letting go in First Person Shooters. We know that it can be fun to just
camp in an MMORPG and watch others play through the eyes of an avatar. We have
experienced delegated death fears when about to be shot and we know peer players who
take some masochistic and interpassive delight in being fragged. But even less martial
areas of disguise and simulation like the Second Life environment will disclose interpas-
sive delegation of love, lust and longing. If we can enjoy the outsourcing of enjoyment, we
have to either declare this as a perverse, a hysteric, and a neurotic attitude in a Lacanian
perspective [Van Oenen, 2008], or analyse it as a sozzphisticated spoilsport attitude of
staying in the magic circle when pretending to leave it.
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barbara musil
shift expectations. from passive affliction to interpassive enjoyment

On the artwork shift expectations
work in progress 2005-200?

1.Introduction

Shift expectations can be characterized as a complicated self-experiment in progress,
achieving success by using the concept of interpassivity .

The project is a multi-part work consisting of the following components:

A permanently growing archive of documents, a written analysis of the archive material
as well as the progress of the project itself, and a video installation comprised of material
gathered in the course of the project.

The interpassive element of the work shift expectations is implemented with a four chan-
nel video-installation, which functions in analogy to the well known prototypical example
of an interpassive machine, the prayer wheel.

Like its famous ancestor, this contemporary version of the ritual instrument does not just
use any arbitrary material for the text of a personal prayer, but a truly meaningful sub-
stance, something of almost holy origin. The function and the impact of the installation
require neither the physical presence of the author — myself, who is personally addressed
in the spoken text — nor the participation of any kind of public or audience.

The way the text material and the moving images are handled is delegated from the start
to the technical devices involved. Nevertheless — or maybe because of that — the installa-
tion is especially elaborate and very carefully staged. As in every ritual practice, the exter-
nal appearance and the style of the performance is crucial. Even though the installation
can get on very well on its own by running automatically and independently, a certain
elegance and style are still very important, regardless of whether any physical person is
watching or not.

2. Motivation, background and basic construction of the work

The choice and acquisition of the aforementioned source material for the prayer wheel
has a long history. Using this special material in a ritual machine and giving it a com-
pletely new meaning by doing so, is actually the solution for an ongoing, apparently nev-
er-ending struggle, probably well known to every contemporary artist. From the start, the
motivation for the work was not the creation of a new, impressive piece of art, appealing
to the interested art-consumer, but the processing of a very unpleasant, unavoidable daily
business situation.

So what kind of a situation has to be processed, which is addressed here?

Like members of other professional groups as well, artists are permanently urged to do a
lot of application work, e.g. for festivals, art prizes, scholarships, funding etc.

This is already painful enough. The situation becomes quite serious, however, when the
response to an ambitiously and meticulously prepared application arrives and this an-
swer is not positive at all. If — by chance — this situation is repeated too often within a
short period of time, it is really difficult to stop the single reaction of disappointment from
turning into a long-term reaction of serious frustration. Frustration is a very bad basis for
the pursuit of a promising artistic career.
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In order to avert this threat, I invented a self-experiment to attempt to turn those an-
swers, generally regarded as thwarting ambition, into a personal success by re-valuating
the meaning of the two possible results to an application. It seemed quite promising to
try to turn the emotional reactions to the two types of answers just 180 degrees around,
because there are generally more rejections than invitations. So the formerly negative
should become the new positive answer and vice versa. (Expectation itself should remain
untouched by this manipulation, as the mood-brightening and motivating influence of ex-
pectation should not be lost, but shifted instead to a new paradoxical result.) Naturally it
is quite difficult to manage this expectation shift without any serious argument. How can
one experience a rejection of a project proposal as a success? The formerly disappointing
letters announcing a negative result had to be used in a sensible way, ultimately serving a
higher purpose. But what could be positive about them?

Taking a closer look and going deeper into detail by analyzing the qualities of the rejection
letters more thoroughly, I made some interesting discoveries. There was a kind of literary
quality and characteristic poetic structure to be found in the texts, but most important of
all, there was also a dimension of felicitation and congratulation in all the letters, which
had been understood as nothing but a rejection before that moment (this component was
completely missing in all the positive answers!)

In every single rejection letter, composed by an illustrious member of the arts society, this
honorable person did not forget to send all her or his best wishes for the artistic work,
personal future and creative development of the recipient in the very last line of their
documents! In a case like this, who could be so narrow-minded and lament the rejection
of one single humble project proposal, compared to this much more extensive benefit?

To begin with, just having all these positive wishes in hand was impressive enough. After
establishing quite a lovely archive of rejections from all over the world, however, merely
collecting them in a drawer did not seem to be enough, or maybe it was not making the
most out of them. It seemed important to give free rein to these positive powers and let
them unfold perfectly — for example by setting up a kind of machine permanently and
endlessly repeating those positive wishes for the artist’s career — for whomever.

The setup was planned as follows: an appropriate use for this valuable material was found
in the form of an audio-visual installation. For the visual level I collected famous film
scenes showing somebody writing or reading a letter, mostly to a missing counterpart.
The material ranges from cloak and dagger films to the Simpsons. After enough film ma-
terial was collected, some speakers synchronized the protagonists of the films — using the
original texts from all the rejection letters.

So a huge choir of well known decision-makers assembles in a projection room, reading
out the negative response to ambitious attempts, still never forgetting to wish all the best
at the very end of their recitation. Their constantly repeated positive wishes, perfect in
form, fill a whole room in a setup of a four-channel projection. So the room is already
quite populated. As mentioned above, the function of the installation as a positive mantra
machine is not at all influenced by nor dependent on the presence of any physical person
or audience. (Nobody has to attend the prayer flags either.)

In this sense, shift expectations embodies an art piece watching itself.

This idea of the self-watching artwork is a central sphere of action for interpassivity, as
discussed by theoreticians and artists.



In a newspaper interview from November 2008, Christof Schlingensief refers to the in-
dependent powers of images, not needing any public to evolve their own activities and
effects.

As he says about one of his recent video installations:

“The images keep on talking to each other when nobody is around! This is something we
have to accept! This is the freedom of the images! In every museum all hell breaks loose
as soon as the visitors and guards have left.”

If the images have this kind of autonomy, not needing anybody else for their perfect exis-
tence, a paradoxical effect appears:

Like a person who does not care about what others think about him/her, an art work do-
ing likewise can be most attractive and appealing.

Projects created with this approach often turn out to be formidable, even if not willingly
impressive.

But now back to the the concrete work shift expectations: The autonomously unfolding
powers of the moving images of the video installation as a magic chamber and the exis-
tence of a positive effect produced by the talking images is not a question of belief but an
empirical fact, which can be proven by statistics. Since the start of the project the number
of invitations and prizes has drastically increased. The results of an application offensive
were evaluated (about 70 applications in one year, which is more than one every week!)
and published in a booklet.

Some sceptics may perhaps hold the following aspects responsible for the positive impact
on the artist’s career:

Some may say that the influence of the re-valuation of the rejections helped to keep up
a good mood and motivation, thereby making it possible to pursue future goals very in-
tensively and in the same frequency as before, not hindered by the impact of frequent
disappointment.

Some kind of cathartic effect could be made responsible for the positive development, as
the rejection letters were regarded from a completely different point of view. The joyful
play with the mental state and the identity of the senders of the rejections and the visu-
alization of their external appearance may have changed the interaction hierarchy. This
kind of mental wellness treatment might be seen as a positive factor for further applica-
tion situations, which have been most elegantly turned into a win-win situation.

Another argument that some may consider responsible for the greater number of nice in-
vitations, including those to prestigious festivals and institutions, could be the extensively
increased frequency of applications compared to an average level of application activity.

Another argument could be that the creation of the new win-win situation led to a relaxed
approach that helped to move ahead without trying to force things and in this way in-

creased the probability of positive results.

In comparison with the powers of the mantra-machine, these arguments are of course
completely negligible.
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3. Final reflection

In conclusion, I return to a final detail of the work shift expectations:

In the course of preparing this text and looking at the work with a fresh eye, I discovered
a little wayside flower in the project that I had not come across before: I discovered a
second interpassive process hidden in the texts of many of the rejection letters. For some,
this little discovery might have called into question or even destroyed the whole concept
of the project as well as faith in the function of the prayer wheel. But for me it came as
a kind of affirmation for the trueness of the work, giving it an incredible self-referential
turn in the very end. Looking at one of the letters again, I discovered that the positive
wishes line is quite often not the very last information on the paper. From time to time,
there is still a footnote that states:

Dieses Schreiben wurde elektronisch gefertigt — this letter was produced electronically.
So the originators of the documents also carried out an interpassive process by delegating
not only the action of writing, but moreover all their regret, their compassion and their
joy and hope concerning the artist’s career to a software agent, which takes over all the
practical as well as the heavy emotional load involved in writing a letter of rejection.

In the process of the project, two parties in a postal conversation thus turned from hostile
counterparts into a kind of companions of the same spirit, who seem to share at least a
certain liking for the use of interpassivity.
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Bojana Kunst
we shall never surrender: on exploring the connectivity in
Balletikka Internettikka

Context

If we lay out the main characteristics of our life in the contemporary post-capitalist soci-
ety one of the most important is definitely being connected. With the continuous increase
of mobile communication, Internet connection and global economic networks, ‘to be
conneced’ becomes the main feature of different aspects of our contemporary life, being
private or public. But to really understand the consequences of the connection we have
to disclose the ambivalent feature of connection. Connection on one side is disclosing
to us the immateriality and virtuality of multiple and parallel ways of communication,
revealing its abstract and fluid potentialities. Such an utopian feature was very much at
stake with the avant-garde fascination in technology at the beginning of the 20th century.
But on the other side connection today is becoming a more and more highly elaborated
procedure, which has to be done with perfection by the military, economical and politi-
cal power structures. Connection is more and more the only real ‘wire’, which links our
globalised world together. In its abstract potentiality and fluidity it paradoxically bears
at the same time the most monolithic and the most fragile materiality. Therefore there is
no wonder that today we can frequently hear that connecting has become one of our basic
needs: every invisibility, every break or absence of connection is associated with deep
fear. Being disconnected seems to pose one of the biggest threats in today’s world, be it in
the economic, social, intimate or private sphere.

Nevertheless, in K. W. Jeter’s science fiction novel Noir (1999), the notion of connection
acquires an entirely opposite meaning.! Connection becomes something ugly, something
to be dismissed, and is used in a very particular sense — as a swearword. People curse at
each other with expressions like ‘connect you mother connector’, or ‘get the connect outta
here’. In other words, you have fucked up entirely if you are connected. In the world of
Noir, where businessmen walk with “swarms of e-mails buzzing around their heads [...]
tiny holo d’images yatering around them for attention”, it is of course not hard to imag-
ine why the word connection is a very handy swearing. Imagine, for example, a world
full of so-called ‘blurbflyers’ (as in Jeff Noon’s novel Nymphomation3) - artificial insects
whose buzzing songs transmit advertising messages. When those insect messengers come
calling, it is impossible for you not to respond. You may of course swat or chase away one
fly, but more of them will always show up. But this enormous inflation and almost ‘bio-
logical’ presence of connection (which takes the form of our natural surroundings) is not
the only cause why connection becomes a dirty word. Every connection also has its price,
“Reach out and touch someone? It’s the worst thing that could happen to you. Every con-
nection has its price; the one thing you can be sure is that, sooner or later, you will have
to pay.” The connection is therefore not just multiplied and inflated, it is not only turning
our surroundings into the always connected surroundings; it is also owned, exploited,
produced, with somebody always making a big profit out of it. It is always structured like
a constant flow. But there is also a very important threat to this overwhelming flow: con-
nections everywhere also mean that there is always somebody who, similarly as in Manuel
Castells’s description of the contemporary ruling elites, lives and works comfortably in a

1 Jeter, K. W. : Noir, New York 1998. I'm grateful for this reference on the novel Noir to Steven Shaviro and his book
Connected or What It Means to Live in the Network Society, Minneapolis 2003.

2 Jeter, K. W: Noir, New York 1998, p. 18

3 Noon, Jeff: Nymphomation, Corgi Books, London 1997.

4 Shaviro, Steven: Connected Or What It Means To Live in The Network Society, Minneapolis 2003, s. 3.

5 Castells, Manuel: The Rise of the Network Society, Vol. 1 of The Information Age: Economy, Society and Culture,
Blackwell, Massachusets, 2000, p. 446.



network society but does not want to become part of the flow himself.

Today the connection is not only a major characteristic of contemporary media and infor-
mation society; it has also become our main mode of being - the core of ontology of our
wireless world and being. Contemporary being could be namely understood as mediation
par excellence; it is characterized today by ceaselessly connecting and blurring the bound-
aries between the natural and the artificial, life and non-life, man and woman, the pro-
duced and the non-produced, man and machine, me and other, location and dislocation,
utopia and dystopia. Today, human and non-human identities are served together on the
tables of palimpsest and multilayered contemporary cuisine. Our being is becoming more
and more partitioned and shared, or as Ollivier Dyens said: “We are both unique and
multiple, organic and inorganic, scientific and irrational. A human being is a wave on the
ocean of the world, a fleeting and unstable, yet perfectly visible form of uncertain origin,
a form whose borders are constantly shifting and whose ontology is nothing but the vis-
ible traces of its own primordial origins. Within us exist times and spaces of thousands of
preceding biological realities, realities that have formed, deformed and reformed us.” In
such processes, we are becoming deeply interdependent, with our materiality becoming
the result of skin, ideals, organs, machines, cultures, etc. Besides this evolutionary and
almost ontological concept, which has enormously expanded the concept of connection,
there is also another observation to consider. Without it, every evolutionary optimism
is namely very quickly doomed to inert predictability. The observation is a part of the
talk about the changes brought by the omnipresence of connections in our contemporary
political and economic reality. This perspective is dealt with by the French philosopher
Bruno Latour and can be found in many materialistic positions, which are deeply aware
that there is a big change happening in the public sphere today.” Latour observes how
mediation entered the public and political life in the previous century, how connection
became more and more visible in the political and public life. What Latour shows is a
specific decay of the old regime of modernity, which shifted mediation and connection
from the public life to the scientific and technological territories.® There was always a
great divide, Latour says, in the history of modernity: political territory was a place of
purification and division, but in the scientific laboratories, the invisible proliferation of
monsters continued.® Although welcomed and allowed in the black box of the scientific
laboratory, or in artistic imagination, connections are avoided in the realm of the social,
political, representative, constitutional.

With the omnipresence of the contemporary connections the main question today how-
ever is how, with all these connections penetrating our contemporary life, the non-human
object should be legitimised and given representation. As Latour says, the problem is how
to slow down, reorient “and regulate the proliferation of monsters by representing their
existence officially. Will a different democracy become necessary? A democracy extended
to things?” With the politics turning into biopolitics in every aspect of life, this perspective
is becoming more and more interesting and generates big questions.

6 Dyens, Ollivier: Metal and Flesh. The Evolution of Man: Technology Takes Over, Cambridge, MA; 2001, p. 93.

7 Cf. Empire by Michael Hardt and Antonio Negri (Cambridge, MA, 2000)or A Grammar of the Multitude, by Paolo
Virno (Cambridge, MA, 2004).

8 Science and technology were through the history always strongly separated from politics — take, for example, the
initial debate between Hobbes and Boyle about the air pump, which marks the beginning of the dividing politics of
early modernity. See also: Stephen Shapin & Simon Schaffer: Leviathan and Air Pump, Hobbes, Boyle and the Ex-
perimental Life, Princeton University Press, 1985.

9 Cf. Latour, Bruno: Nous n’avons jamais été modernes, Paris 1991, p. 22 (There is also english translation of the
book : Latour, Bruno : We Have Never Been Modern, Massachusetts, 1993, p. 12)

This modern attitude reaches its ironical and contra-productive end in the postmodernist phrase of differences,
which has had to build an enormous bureaucratic differentiating apparatus to purify and include all the differences
in their particularity. It is no wonder that postmodernist theories on politics have come up with the end of politics, or
with the resigned attitude, the politics of simulacrum.
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At this point it is challenging to observe the different ways, how connection is entering
our contemporary life and how it is still represented as a threat to our daily political,
social and economic reality. On one hand there is a constant threat at work of being dis-
connected, on the other there is a conviction that - as K. W. Jeter said in Noir - being
connected is the biggest threat. In any case the political consequences of both sides are
radical and overwhelming: they evoke not only a global economical catastrophe, but also
a disaster in the intimate and private spheres of life. I would like to examine this two
understandings more closely and show what kind of procedure connection is becoming
in our contemporary life and what are the paradoxes at work when we are talking about
politics of connections.

Two sides of connection

When in the history of modernity connection entered public life, this mostly resulted in
the uncanny (unheimliche) meeting, which could very clearly be observed for example by
the meeting of man and machine. What is interesting here is that some of the traces of
this historical uncanny meeting can be found precisely in the contemporary fear of being
disconnected. The belief that being disconnected represents one of our main economic,
political and even intimate fears, veils some old threats: in this fear of being disconnected,
there is again a wish for the big Other at work, for location and control, for division and
regulated differentiation, for non-stop regulation of the enormous productivity and intel-
lectual potentiality of today. The productive hypertrophy is namely one of the results of
the omnipresence of contemporary connections and is with its hypertrophic materiality
endangering the manageable transparency of the connecting procedure itself. What we
have here is a clear paranoid situation, persistently reinterpreting and hiding its own
cause by giving the cause the disguise of the effect. If we go back into history, we see that
disconnection has always been an effect of the uncanny meeting with connection; it has
been the first terrifying sign of the ambivalent in-betweeness that reveals in this meeting.
People suddenly become frozen when meeting the machine, their reason disappears, they
are physically immobile, there are suddenly located and facing their own disappearance
in the mirror of the artificial creature, they are silenced and behave as if they were dead.

The fear of being disconnected is then not a new fear; it is a transformed version of our
old fears of the fluidity and disappearing of the borders between the natural and the arti-
ficial, life and non-life, me and the other. The main imperative logic of this threat - ‘wWhen
the connection gets broken, there should be chaos’ - does not take into consideration
that connection is not a hierarchical procedure but the very core of the aforementioned
ambivalence. It is the arrangement of the intermediary, the very arrangement of the in-
betweenes. What really produces the threat is therefore not the connection per se but the
so-called impossible location of connection: the chaos is exactly the effect of to precarious
control and care of the real or imaginary centre. The threat of being disconnected is the
result of excessive familiarity and territorialisation (which can be found in corporations,
monopolies, power structures, producers of information, imagination and entertainment
etc.). What is really endangered here is thus exactly the hardcore centre, which however
always presents itself as fluid and light and disconnection as overwhelmingly chaotic. If
the constant internal threat of connection lies in its collapse, that means that connection
is in advance understood as centred and hierarchical procedure: only in this case, the
big Other can enter the scene. What is really threatening here is then not the omnipres-
ence of connections, but the power of the invisible hand, which constantly has to produce
ambivalence and chaos to carry on with the state of exception. This is also the only way
in which it can suddenly descend to bring order to its dispersed and chaotic individual
atoms. The threat of disconnection could be then described as a very dangerous and re-
actionary reaction to the mediation and connection entering the public and political life.



Dangerous also because it does not allow for any other counterstrategy such as good old
Freudian resistance, which, as resistance, always already presupposes its own target.
When the territories of life were still divided and the political field was mainly about
division between different territories of life and the representation of this division, such
resistance was still somehow productive. Today - when this division is so hidden in the
omnipresence of global connecting - the resistance has no other way as to disclose its own
target in a completely irrational (disconnected) way. The only possible resistance today
is dead resistance, which - with many casualties and indiscriminate killing - is becoming
the main characteristic of contemporary terrorism. The threat of disconnection is thus a
disguise of a much more serious problem, which the invisible hand has nowadays with the
arrangement of the intermediary, that is with the uncontrollable productivity, which calls
for new political issues and new political ways of being active.

Let us now consider the other side of the contemporary connections, where connections
are understood as the biggest threat. What are the characteristics of the moment when
connection becomes a dirty word, when being connected is the same as being fucked,
as K. W. Jeter reveals very well in Noir? What kind of politics can we find in relation to
this bizarre understanding and what would be the counterstrategies, if we do not except
that the only action we can take is swearing? The world of Noir is not only a completely
connected world, but also discloses a new morality of the time. It is a dirty morality of
merciless world, where every connection has to have a monetary value and the role of
profit making.*> Of course, we could say that what we are dealing with here is only another
face of the old fear: if not the threat of disconnection, then there is this threat of excessive
connection, which will dislocate us entirely and turn us into the receptor machines for
merciless and never ending advertising, the big Other is here returning in a more shiny
disguise.

This threat of excessive connection, the fact that you are fucked if connected, is becom-
ing increasingly topical with the contemporary economic demands, which are more and
more immersed in our desire to be connected. ”So this is what it means to live in a net-
work society. We have moved out of time and into space. Anything you want is yours for
the asking. You can get it right here and right now. All you have to do is pay the price.
First of all you must pay a monetary price, since money is the universal equivalent for all
commodities. But you also have to pay the informational price, since information is also
a universal equivalent. Information is the common measure and the medium of exchange
for all knowledge, all perception, all passion, and all desire. The universal equivalent for
experience, in short. In the network society, experience will be digital or not at all. But this
also means that what you get is never quite what you paid for. It is always a tiny bit less.”
But if we know that our main desire is to always have a tiny bit more, that we will always
come back for more, then what we get is a perfect relationship where economy and our
desires go hand in hand, with the production being precisely about the surplus value of
the ‘mysterious nothing’, as Steven Shaviro said. Corporations know more and more of
our dirty little secrets, for which we are getting more and more certain that they (because
of our individual and monadic independence) could never be revealed. We could say that
the relationship between commodity and desire is always that the Other loves us a little
bit more that we could bare, and we cannot behave differently than always demanding a

little bit more love.

10 Copyright violators are sentenced to life-in death - tortured in a way that only the brain of the offender remains.
Finally, the offender is transformed into a trophy: the mass of his neurons and synapses — all that remains of him, is
encased within a speaker wire, a vacuum cleaner, a toaster or some other common household appliance. The trophy
is handed over to the artist whose copyright the offender has violated. In this condition, the violator faces a virtual
eternity of pain: the essential brain tissue and the consciousness and personality locked inside the soft wiring can last
for decades. And the artist is gratifyingly reminded of the violator’s agony every time he or she listens to the stereo or
makes a slice of toast. From K. W. Jetter: Noir, New York 1998, pp. 261 — 26.

11 Shaviro, Steven: Connected or What It Means to Live in the Network Society, Minneapolis 2003, p. 249.
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In this relationship, every move and every action seems doomed to recurring empti-
ness, triteness and simulation. The new morality which is at work in Jeter’s novel is a
kind of permanent political anxiety: with desire increasingly becoming the core of our
connection, it is namely impossible to resist. The only resistance possible is again dead
resistance, which is also becoming more and more characteristic of our contemporary
globalised orchestra. It is attacking the flows and movements of the city, the urban free-
dom and its complicated networks, the main big machines of western desire, which are
becoming producers of our global happiness.

We shall never surrender: On countrastrategy

So how are we to produce a counterstrategy and avoid dead resistance? How are we to
participate in the connections, which are becoming our main mode of being and yet resist
to the monolithic reality of the connecting procedure? How are we to get out but, at the
same time, always be active and stay alive? Our being in the world is continuously parti-
tioned and shared, and yet we have all to constantly fight for the right of this sharing and
for the right to be partitioned. Both the threats — the overwhelming disconnection and the
excessive connection - still want to regulate connections in the traditional way. In order
for the disconnection and excessive connection to be prevented from being part of public
and political life, they should always be regulated, calculated, economized, divided into
territories. They are always regulated by very subtle and transparent protocols, which
are becoming the main organizations of power today (and it is no wonder that political,
technological and scientific protocols are becoming more and less the same thing). If, as
late as in the nineties, the connection and networks were still recognized as a universal
signifiers of political resistance (Levy’s virtual agora, for example), this hope today be-
came a very naive one.

One of the curious ways how to develop a contrastrategy can be found in the project Bal-
lettika Interrnetikka, by Igor Stromajer and Brane Zorman. Ballettikka Internettikka is
the umbrella name for a series of art projects that first began in 2001 as an exploration of
Internet ballet. It has continued with Internet performances, guerrilla tactics and mobile
live Internet broadcasting strategies.” In the first Internet ballet (Ljubljana, 2001) the
focus was on broadcasting dance movement with still images. Ballettikka Internettikka
can be summed up as a series of art projects in which artists Igor Stromajer and Brane
Zorman enter various public spaces and broadcast their performances (ballets) live on
the Internet. In recent years the focus of the project has been on the emotional tension
between the fictional guerrilla framework, the performance location and the performing
skills of the robot. In 2007 the duo’s attention shifted to the destructive manipulation of
the main hero.® Ballettikka Internettikka always juxtaposes the symbolic and spectacular
context of the site with its performative use. For example, in the Ballettikka Internet-
tikka - Part Two: Ballet.Net (Moscow 2002), Stromajer invades the cellar of the Bolshoi
Theatre and dances in the name of all the ballet dancers who ever wanted to dance in
this particular institution. The performance coincided with Bolshoi’s celebration of its
centenary anniversary. Stromajer and Zorman, equipped with laptops, mobile phones
and small batteries, entered the Bolshoi through a broken window and performed their
piece in a small, dark and dirty room of the empty cellar. In VolksNetBallet (Berlin, 2006)
ten smaller robots (representing the ‘people’), one bigger robot (representing the ‘leader’)
and a flying cow, danced a group choreography in the basement (restroom) of the famous

12 All the projects can be accessed at the website http://www.intima.org/bi

13 Recently, the robot has been burned using digital software (Ballettikka Internettikka: Olymppikka, 2008), crushed
by a giant machine (Ballettikka Internettikka: Hydraullikka, Madrid, 2008) and ceremoniously buried (Ballettikka
Internettikka: Intermenttikka, Seoul, 2008).



Volksbiihne (People’s Theatre) in Berlin, a theatre with a well-known political and leftist
tradition.'4

As highlighted by the artists ‘the event happened on the very same evening and in the
very same city as another huge people’s festivity — the World Cup Final soccer match
which took place in Berlin in 2006.”5 In Ballettikka Internettikka: Stattikka (Hong Kong,
2007), which the artists described as an ‘almost static but still transitive net ballet’, the
robot stands perfectly still on the roof of the Hong Kong Lippo Centre, on the building
which embodies the financial power and dynamism of contemporary economic processes.
Only the eyes of the intruding robot flickered in constant rhythm with the city lights on
the surrounding skyscrapers. The robot appeared isolated and strange in a still guerrilla
adventure, and in direct contradiction with the performativity of speed and the spectacu-
lar dynamism of the financial centre. By deploying strategies for low-tech combinations,
Stromajer not only makes his projects accessible, but also touches on the way our desires
are invested in our use of technology: his projects are always strongly intertwined with
our daily technological practice. As we all know through daily experience, regardless of
our financial investment in technology, these daily practices are still typically unstable
and fragmented, full of circuit breaks and pauses, filled with trash, redundant informa-
tion and a hyperinflation of possibilities. At the same time, daily technological practice
does not only disclose new possibilities, but also deeply influences our anticipation, desire
and imagination around connections and the experience of our (connected) intimacy.
In Stromajer’s work, these affective and intimate characteristics of our daily practice of
connectivity are explored, playfully unfolded and restaged: we travel through his Internet
projects as if we were on a secret, private journey, confronted with intimate question-
naires, failures of communication, fragility of desire.’ At the same time, in Stromajer’s
projects intimacy is fused with a special feeling of confidence, a kind of peculiar secrecy,
which is always playfully associated with political confidentiality, guerrilla tactics and
the relation between public and private, politics and desire. Stromajer’s work researches
ways in which our experience of technology is conditioned and how we perceive technolo-
gy’s proximity to our bodies and daily lives. There is a special intimate conspiracy at work
here, springing from the disproportionate relation between the possibility of connectiv-
ity and our desire and anticipation of it. The focus in Ballettikka is on the exploration
of (connected) intimacy, which is closely related to the affective use of technology and
how this recombines technological and political aspects of life. What do I mean by that?
The strange confidentiality at work, not only in Stromajer’s previous projects but also in
Ballettikka, is directly related to the potentiality /possibility of connectivity, that is, with
ways of exploring intimacy through protocols of connection. However, in these projects
intimacy is not so much about emotional proximity or empathy. Rather, it is generated
through the use of protocols, as a process of surfing through the fragments and remains of
pages, images, connections. The potentiality of connectivity gives the artists’ exploration
of intimacy a special tonality, the sound of isolation, loneliness, and abstraction. This, in
fact, is a paradox that applies to the connected world in general. I would relate this inti-
mate tonality to the ways that our use of technology is conditioned by affect(s) through
which the potentialities of our connections become actualities. Affect deeply influences
the ways we both experience and interpret the all-pervasive noise and abstracted

14 From its beginning in 1890 the Volksbiihne theatre is committed to presenting ‘art for the people’, trying to
develop aesthetics that would appeal to the masses, workers, intellectuals, and resist the bourgeois taste for ‘high
culture’. See ‘Die Kunst Dem Volke, Berliner Volksblatt’ (1890), available at http://www.volksbuehne-berlin.de/
theorie/pamphlete_und_programme/die_kunst_dem_volke/

15 http://www.intima.org/bi/vnb/index.html

16 A good example of this is Stromajer’s netart project b.ALT.ica (1998) we travel to the land at the end of time, a
journey which goes through a flickering landscape of signs, erotic images, countdowns, meeting viruses, question-
naires, quotes, icons, and black and white images which are all associatively connected to questions of intimacy,
politics and technology.
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protocols of communication, the modulation and emotional tonality of connection. It in-
fluences how we translate redundancy into meaning. Today, the ‘pleasure’ of disembodi-
ment is only one aspect of the potential actualisation of connection through the commer-
cial, political and economic use of technology. Another aspect is an affect of fear, which
is deeply related to the technological and political protocols for safety, immunity and at
a more intimate level - isolation. So, the potentiality of connection is also conditioned
with this affect of fear - being terrified of getting too close: connection enables acts of in-
vading, intruding or infecting something. Through connectivity we experience proximity,
which is only enabled by new walls of security and new protocols of immunity; these are
intrinsic parts of contemporary connected communities. Protocols for communication
and connection are immediately related to the desire for safety and immunity. I would say
that the intimate guerrilla tactics are formed from this very affective conditioning, invad-
ing protected spaces with desire and surprising imaginations of connectivity.

Protocol and affect

I have argued that the intimate guerrilla nature of Ballettikka Internettikka deals with
an exploration of the affective use of technology. This highlights not only the fusion of
a variety of venues, but also the ways that connected performances intervene with our
anticipations and desires through the use of connectivity. The tactical aspect of Ballet-
tikka Internettikka performances is developed through the affective use and exploration
of the daily practice of connectivity. Alexander Galloway writes that a protocol is nothing
else but an ‘elaborate instruction list of how a given technology should work’.”” Even if
it is rightly described as an empty set of rules, it is nevertheless not immune to desire.
“Protocol is also synonymous with possibility ... it outlines a playing field for what can
happen and where.”® Like the notion of possibility, a protocol can enable communication.
In this sense, what comes with protocols is the ‘exciting new ability to leverage possibility
and action through code’.** Galloway argues that this possibility is particularly potent in
the hactivist approach, which operates on the level of code and software development.
But Ballettikka Internettikka does not operate on the level of code, it is not developing
protocols or software. It is instead using what is already available on the market, dealing
with simple pre-made technological tools. Everyday technological connections are appro-
priated through the imaginative use of existing communication protocols. I suggest that
Stromajer and Zorman subjugate protocols to interpretation and content. Of course, this
subjugation looks at first like an impossible task; since protocols, as sets of rules, actually
have to resist interpretation if they are to be successful. Nevertheless, as sets of rules,
they also operate on the level of possibility and desire: they explicitly render communi-
cation possible. Their effectiveness is therefore strongly connected with what we want
and desire. The existence of communication protocols means that we cannot not want to
connect. Their use has an immediate, intimate, material influence on our daily lives and
bodily rhythms - paradoxically, even on the ways that we experience technology itself.

This experience can be described as an affective way of pushing the buttons and using the
protocol; a viscerally connected experience, as if there were a small butterfly fluttering
in an electronic stomach, causing anxiety and excitement. It is true to say that protocols
are abstract, content-less sets of rules; nevertheless their performance is affective. Even
more - we need to better understand the role of affect if we want to understand the way
power operates in the connected world. This is relevant to what Brian Massumi detects
in his description of affect, when he writes about the central role of affect in, as he writes,

17 Alexander R. Galloway, Protocol, How Control Exists After Decentralisation (MIT Press, 2004), p. 171.
18 Ibid. p. 167.
19 Ibid. p. 172.



the understanding of post-modern power after ideology.2° Affect is becoming a condition
of late capitalism, central to the activity of power and resistance. Affect can have econom-
ic effects: a fact well known to market specialists and inflation experts, who know that
irrational and unreasonable expectation can be disastrous for the global financial market.
Furthermore, affect has also become central to understanding the future development of
technology, especially the ways in which technological connections are affectively condi-
tioned even though they are only abstract sets of rules.

At that point it would be important to make a side step and stress that tactical use of
technology and tactical strategies in the media art underwent a strong change in the last
decade. The subversion and appropriation was namely very often understood in the rela-
tion against the enemy (like big media corporations, privatisation of technological net-
works, centralisation of control etc.). We can say that the tactical mode of these projects
was self-defined through an act of opposition, or to put it differently: their content was
determined in advance through a preconcieved opposition. Therefore the tactical aspect
was developed in accordance with a military model and the ‘tactical artist’ was frequently
described as a nomadic, mobile nerv. “But it is above all mobility that most characterizes
the tactical practitioner. The desire and capability to combine or jump from one media
to another creating a continuous supply of mutants and hybrids. To cross boarders, con-
necting and re-wiring a variety of disciplines and always taking full advantage of the free
spaces in the media that are continually appearing because of the pace of technological
change and regulatory uncertainty.”?* This is the quote from the influental manifesto ABC
of Tactical Media, written by Gert Lovink and Andy Garcia for the Next 5 mintes festival
in 1997. In that manifesto the speed, mobilitiy, nomadic interaction, poaching, fluidity
and multiactivity are in the centre of tactrical activity of new media artist. The problem
is that this description suits very well the tactical mode of highly developed mainstream
media, globalised military strategies and to violent corporative speed. There are many
problems with this manifesto, we can be critical of the uncritical romantization of speed
and mobility (like Virilio is doing by example). But what is even more interesting is the
way how tactical subversion is tuned as an act of opposition with the same means, an act
of opposition defined by its enemy. There are many attempts today to rethink a tacti-
cal mode of media artists in the way how they can develop new modes of production,
how tactics has to be developed by its producers. The stress is not on opposing, piercing
through something, subverting something, but much more in developing new modes of
affective beloning, sharing knowledge, constructing networks through different modes of
production (open code), decelerating the speed etc... The stress is I would say in the af-
fective conditioning of the use of technology — which is used and appropriated, but at the
same time understood as a potentiality for a new production modes, new ways of belong-
ing together and opening the potentiality of imagination.

The liveness of the actual guerrilla intervention or of the performed, connected event,
depends not only on actually performing something live, but also on how the connected
event is performed. Winston Churchill’s famous quote from World War II accompa-
nies the description of the project as an ‘ongoing artistic study of the internet guerrilla
performance’.?* ‘We shall fight them on the beaches. We shall fight them on the landing
grounds. We shall fight in the fields and in the streets; we shall fight in the hills. We shall
never surrender’. But who are ‘they’ in this fight - who is being attacked by the toy robot
dancing in the cellar, standing on the roof, transmitting the signal from the concrete foun-
dation of a future commercial building? Ballettikka’s mixed signals reveal a fight that is
being fought on the very level of imagination and desire, with which we are conditioned
when connecting with technology and with which we can condition the technology itself.

20 Brian Massumi, Parables for the Virtual, (Durham, London, 2002).
21 Gert Lovink, Andy Garcia: The ABC of Tactical Media.
22 See http://www.intima.org/bi
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zeynep giindiiz
on the agency of interactive technologies and the expanding cultural
practices of dance

Introduction
“Slowly, but surely, the ancient art of dance has gone digital”.*

The last three decades have witnessed the incorporation of new media in artistic practic-
es. The increasing collaborations with digital technologies in performances, especially in
the 1990s, demonstrates a perceived necessity for a new term to denote artworks created
with digital technologies, granting them the status of a separate distinctive identity. The
term ‘digital performance’ (Dixon, 2007) is at present frequently used in performance
studies and university education and fulfills current needs.? Despite the lack of a univocal
practice, ‘digital dance’ seems to be a commonly recognized term among practitioners
and theorists to designate a generic dance practice that relies primarily on digital media
with regard to the creation and presentation of its aesthetics and content.3

Digital art practices show many variations but the use of interactive technologies seem
to hold an almost unchallenged place for this genre.# In dance, the collaboration with
digital interactive media represents one of the latest trends. For dance artists and chore-
ographers, working with digital interactive technologies implies engaging with a practice
across the disciplines of art, science and software programming. This requires finding a
balance between artistic content and exhibiting the capacities of technologies. However,
the ‘technology versus content’ debate has not yet been resolved, and it represents one of
the most discussed topics among dance artists working with digital technologies. 5

‘Digital dance’ created with interactive technologies implies changes in the ways choreog-
raphers and dancers work. In addition, it challenges the ways dance is created, conceived,
and perceived. For example, the integration of interactive technologies in Apparition, (a
dance performance created in 2004) required the maker, media artist Klaus Obermaier,
to explore specific questions as a starting point: “What is choreography like when your
partner is software? When virtual and real images share the same space? When every-
thing moving on stage is independent and interactive at the same time?”®

This paper will point out some of the major shifts in the cultural practices of dance as a
result of the integration of interactive media. By illustrating the differing perspectives of
dancers and choreographers concerning the incorporation of interactive technologies in
dance, this paper will illustrate how the expanding practices of dance can be considered
as limiting and/or as liberating. In addition, it will pay specific attention to the dominant
role played by technologies in certain dance performances and by elaborating on the no-
tion of agency of technologies, this paper will suggest hat the technology embedded in
these performances may be seen as a performance partner as a result of the technology’s
impact on the choreography during the creative process and the ways technology

1 Shreve, Jenn. ‘Borg of the Dance’, in Wired,

< http://www.wired.com/culture/lifestyle/news/2002/04/51957>. Accessed on 03.06.2008.

2 Dixon, Steve. Digital Performance. A History of New Media in Theatre, Dance, Performance Art, And Installation.
Massachusetts: MIT Press, 2007: p.xi.

3 For references see: Dixon, Steve. Digital Performance. A History of New Media in Theatre, Dance, Performance
Art, And Installation. Massachusetts: MIT Press, 2007. Dinkla, Soke. ‘Towards a Rhetoric and Didactics of Digital
Dance’ in Soke Dinkla Soke, Martina Leeker, eds. Dance and Technology. Moving towards Media Productions. Ber-
lin: Alexander Verlag, 2002: pp. 14-28. Rubidge, Sarah. ‘Action, Reaction, Interaction’. Dance Theatre Journal, vol
17, nr. 2 (2001): pp. 37-42.

4 Rubidge, Sarah. ‘Action, Reaction, Interaction’. Dance Theatre Journal, vol 17, nr. 2 (2001): pp. 37-42.

5 Dixon: 2007: s. 5.

6 Scott delaHunta, Apparitionn dramaturgu,

<http://www.exile.at/apparition/> adresinde alintilanmis. 20.05.2007 tarihinde erisildi.



‘performs’ its ‘act’ on stage.” Accordingly, this paper will argue that technology as perfor-
mance partner and interactivity between the human and technical system should be con-
sidered as an emerging and dynamic dialogue. The arguments will be illustrated through
selected case studies as well as interviews made with dancers and choreographers.

Framing Interactive Media and Dynamics of Interactive Artworks

In 1962, Marshall McLuhan introduced the idea that “interfaces means interaction,” and
since then various definitions of interactivity “have come thick and fast” from both aca-
demics and artists.® At present, interactivity is a much used and abused term, but it is im-
portant to realize that the term implies various meanings when used in different contexts.
Interactive media refers to various digital technologies, such as CD-ROM or telematics
but in this paper, interactive technologies is associated with a type of technical system
based on certain motion-tracking software and image generating systems that display
‘real-time’ computer generated responses to the impulses given by the performer. In con-
trast to the notion of interactivity in most everyday and artistic practices, ‘interaction’
applied to a performance context takes place between performer and technology, rather
than between technology and audience or the everyday user. Theatre theorist David Saltz
describes this interaction as: [...] “sounds and images stored, and in many cases created
on a computer, which the computer produces in response to a live performer’s actions”. °

The type of interactivity described by Saltz requires combining certain elements. The first
is a sensing device capable of reading human movement or input, such as infrared lights
or sensors that register the presence of the performer and translate aspects of the per-
former’s behaviour into digital language. The second requirement is a pre-programmed
computer that is systematically related to the input. The installed technology needs to
be activated and triggered by the movements of the interactor (the one who interacts,
which can be performer or participant). These movements require continuous and active
engagement (movement in time and space) with the interactive system by the interactor
through ‘whole’ body participation instead of clicking a computer mouse with the hand.
Ideally, the interactor explores the ‘entire’ surroundings of an interactive environment
rather than stabilizing themselves in a static location (i.e. sitting and looking at the com-
puter screen). Finally, this output needs to be translated in ‘real-time’ into world phe-
nomena that humans can perceive, such as the production of musical notes in response to
the input derived from a keyboard.° The notion of real-time is important since it is con-
sidered as the major characteristic of an interactive system. Media artist Simon Penny, for
example, describes an interactive system as “a machine system which reacts in the mo-
ment, by virtue of automated reasoning based on data from its sensory apparatus.” This
technical definition reveals another important aspect of interactive media used within the
context of this paper; namely, that its ‘inner logic’ is merely ‘reactive’.

The reactive ‘nature’ of most interactive media constitutes a major debate and is highly
criticized by authors working in different disciplines. According to new media artist An-
dreas Zapp, most discourses around interactivity related to commercial products and art-
works are highly exaggerated. Most ‘interactive’ products or works of art are in fact ‘reac-
tive’ and interaction at present “codifies a post-modern aesthetic slogan, which describes

7 The Merriam-Webster dictionary defines the verb to perform as “action that follows established patterns or pro-
cedures or fulfills agreed-upon requirements and often connotes special skills.” http://www.merriam-webster.com/
dictionary/perform. In this paper, I use this definition concerning the verb ‘to perform’.

8 Dixon, 2007: p. 560

9 Saltz, David. ‘Live Media: Interactive Technology and Theatre’. Theatre Topics, vol. 11, nr. 2, (September 2001):
p. 107

10 Saltz, David. ‘The Art of Interaction: Interactivity, Performativity and Computers’. Journal of Aesthetics and Art
Criticism. vol 55, issue. 2, (Spring1997): pp. 118-119

11 Penny, Simon. ‘From A to D and back again: the emerging aesthetics of Interactive Art’. 1996, <http://ace.uci.edu/
penny/texts/atod.html>. Accessed on 12.03.2009
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a technical condition as ‘dynamic, hands-on experience”.’* For Lev Manovich (2001),
within the context of computer-human based media, interactivity is a tautology, as the
fundaments of the concept of interactivity, such as free choice of navigation and the prin-
ciple of hyperlinks, are nothing but the objectification of a quasi free association or an
illusion of choice. Because hyperlinks requires the user to follow pre-programmed, thus
pre-existing associations, the machine becomes active on the user’s behalf but its ‘actions’
remain quite predicable. In fact, we are asked to mistake the structure of somebody else’s
mind for our own. Moreover, the psychological processes “of filling-in (...), which are
required for us to comprehend any text or image at all, are mistakenly identified with an
objectively existing structure of interactive links”.*# Hence, interaction within a human-
computer context implies only a literal equation of physical interaction at the expense of
psychological interaction.

Indeed, all art is an interaction between the artwork and the viewer or audience, and
“all artworks are interactive in the sense that a negotiation or confrontation takes place
between the beholder and the beheld.”s Yet, interactive art or performances created with
interactive technologies differ from non-interactive artworks because they allow the in-
teractor to activate, change, influence and affect the artwork, even when the interactive
design offers limited freedom of choice or movement of the body.!*® This characteristic
distinguishes them from non-interactive artworks in terms of artistic form. According to
Sarah Rubidge, artist and theorist working in the field of digital dance:

The experience of seeing or hearing a work anew, of re-creating its meanings in accord
with one’s own, ever-changing, perspective and interests lies at the heart of the artistic ex-
perience. The non-interactive work does not respond to the viewer’s activity in kind. That
is, the material form of the work does not change as a result of the viewer’s interaction.
Rather the work submits itself to the viewer’s imaginative play, without relinquishing its
material integrity.

Furthermore, for Rubidge, in a choreographic context, the reactive infrastructure of in-
teractive technologies may be irrelevant insofar as the interactor ‘experiences’ the en-
counter as interactive:

Experientially the interactor is responding not to the system as system, although at a sub-
liminal level this is precisely what they are doing, but to the nuances of the environment
(the world) generated by the system in response to their movement. As they move, their
responses modulate the configuration of the system, which causes the environment, and
thus ambience of the environment to change. They respond to the new environment with
different behaviour, which reconfigures the system again, which changes the ambience,
and so the dialogue between work and performers continues. '

Hence, despite the reactive ‘nature’ of interactive technologies, the interactor’s experi-
ence of the technical system is not necessarily restricted by the reactive character of the
technical system but on an experiential level is ‘felt’ as a reciprocal process. From an ex-
periential level, interactivity implies some kind of dialogic exchange, ever changing and
in real-time through physical encounters with interactive technologies. To explain the
mutual exchange between humans and technologies requires examining the discourse
that considers interactivity as ‘dialogue’, created on the basis of the encounters between
two ‘agents’.

12 Zapp quoted in Dixon, 2007: 561

13 This process has been defined by Robert Phaller and Slavoj Zizek as interpassivity.
14 Manovich, Lev. Language of New Media. Cambridge: MIT Press, 2001: p. 6

15 Dixon, 2007: p. 560

16 Dixon, 2007: s. 560

17 Rubidge, 2001: p.

18 Rubidge, 2001: p. 41.



Interactivity as Dialogue and Agency of Technologies

As stated in the previous section, interactivity is a much used and abused term and it has
various connotations when used in different contexts. Interaction as a term was first used
in physical sciences to describe a reciprocal action or influence. In social sciences interac-
tion refers to communication created on the basis of mutual intelligibility (i.e. listening,
interpreting, acting) between two human agents.* The field of Human-Computer Inter-
action (HCI) has appropriated the understanding of interactivity as used in the social
sciences but it has given its meaning a slight twist: interaction, that used to denote an
interpersonal activity now refers to the process taking place between humans and ma-
chines. In this perspective, interactivity becomes a “style of concrete conversation with
media”,?° and currently, the notion of dialogue or conversation holds a firm place within
the discourse of interactivity.

In Software Studies (2007), for example, Michael Murtaugh points out that ‘true’ inter-
activity should develop like human-to-human conversation. Interactive design should
include the possibility of ‘interruptability’ and ‘incompletedness’ in the evolving dialogue
between humans and computers. For Murtaugh, without these elements the conversation
between humans and computers becomes a lecture or one-directional speech.* Interac-
tive narratives are another example of non-linear communication where the development
of the story is dependent on the principle of bi-directional communication between the
interactor and the interactive system. Interactivity, thus, involves a process that changes
you as you change it.>

Approaching human-computer interaction as dialogue, however, designates the differ-
ent understandings of the notions of action and agency within HCI, physics, and social
sciences.?® According to the dominant semantic understanding in social sciences, interac-
tion is associated to action, and action is connected to human agency. This specific inter-
pretation of agency is mainly applied in the judicial, political and economical domains
and is closely linked to notions of authority and assignment of power. In this perspective,
the term agent implies “an active human subject who intentionally acts upon an object or
another subject”.>* Objects and machines, however, are not agents because they do not act
intentionally.

Yet, there exists a second semantic understanding of agency, which originates from natu-
ral sciences, such as chemistry, biology, and physics. This perspective takes a broader
view on the notion of agency and expands its meaning to the understanding of a ‘protec-
tive agent’, which may be tools or activities.?> Agency in this context, is not an authority
to possess but is related to the ‘idea of effect’; it implies the ability to generate a certain
impact or effect on a particular process or activity. In ‘The Mangle of Practice’ (1995),
Andrew Pickering elaborates on this second understanding of agency, or better said, its
denunciation within scientific knowledge.?®

19 Suchman, Lucy. Human-Machine Reconfigurations. Plans and Situated Actions. 2nd ed. Cambridge: Cambridge
University Press, 2007: p. 34.

20 Dixon: p. 560

21 Murtaugh, Michael. ‘Interaction’ in: Fuller, Matthew, ed. Software Studies.A lexicon. Massachusetts: MIT Press,
2007: pp. 143-149.

22 Meadows, Mike Stephen. Pause and Effect. The art of Interactive Narrative. Indianapolis: New Riders, 2003: p. 37.
23 Seifert, Uwe. ‘The Co-Evolution of Humans and Machines: A Paradox of Interactivity’ in: Seifert, Uwe, Kim, Jin
Hyun, Moore, Anthony, eds. Paradoxes of Interactivity. Perspectives for Media Theory, Human-Computer Interac-
tion and Artistic Investigations. Verlag Bielefeld: [transcript], 2008: pp. 8-26.

24 Seifert, 2008: p. 9

25 Seifert, 2008: s. 9.

26 Pickering, Andrew. The Mangle of Practice: Time, Agency, and Science. Chicago: The University of Chicago Press,
1995.
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Pickering claims that scientists ignore the various factors—social, technological, con-
ceptual, and natural—that interact to affect the creation of scientific knowledge. Thus,
‘material’ and human agency stand in juxtaposition as machines, instruments, theories,
conceptual and mathematical structures, and human beings are entangled in constantly
shifting relationships within the contingencies of culture, time, and place.

By expanding the definition of actor to non-humans in ‘actor-network theory’, Bruno La-
tour has turned the notion of agency (and action) as defined by the rational liberal subject
position upside-down.?” According to ‘actor-network theory’, action is not achieved under
the full control of consciousness. Rather, action is a knot consisting of many surprising
sets of agencies —human and non-human- that has to be slowly disentangled. Accord-
ingly, an actor is not the source of action; on the contrary, action is dislocated, distrib-
uted, and translated between a chain of actors. Hence, the relevant question to ask about
agency is whether or not it implies a kind of change in the behaviour or action of another
agent.

The debate concerning the notion of agency is also addressed in the domain of art and
performance. According to media art scholar Margaret Morse, in the context of interac-
tive art, the prefix ‘inter’ refers to an exchange between two subjects or agents, which
involves the agency of the computer, no matter how ‘quasi’ this agency might be.?® Like
Morse, Saltz too argues for the agency of computers, but his interest lies within a theatri-
cal context. Based on his practical and theoretical inquiries with interactive technologies
in theater, Saltz concludes that the spontaneity and ‘live’ responses of interactive media
transform technologies into a ‘live’ performer. In fact, interactive media signify an end of
the period of ‘frozen media’ and signal a new era of ‘live media’.? By attributing the role of
performer to interactive technologies, Saltz firstly liberates technologies from their more
conventional functions used in performances, such as constituting a design element or
representing subjective perspectives of the characters. Secondly, he examines how the
integration of interactive media as certain ‘characters’ in a performance affects the form
and practice of theatre.

Taking Saltz’s claims on the transformation of technologies into performance partners as
a starting point, the next chapter will explore the notion of agency and the changing roles
of technologies used in dance performances. It will also address certain changes in the
cultural practice of dance with regard to the status of performer, aesthetics of the artwork,
and perception of dance performance.

Technologies as Performer and the Expansion of Dance as Artform

The case studies selected for this paper, Apparition (K.Obermaier, 2004), Glow
(G.Obarzanek and F.Weiss, 2006), Mortal Engine (G.Obarzanek and F.Weiss, 2007),
and 16 [R]evolutions (Troika Ranch, 2006), share certain characteristics. All artworks
incorporate and rely on motion tracking and real-time image generating systems for the
actualization of the aesthetics and dramaturgy of the performance. They require close
collaboration with a computer technician or programmer. Furthermore, they are made
for an audience and are performed by professional dancers. Finally, the choreography
is mostly ‘set’ and/or leaves room for structured improvisation, which implies that the
performers are only free within a set of strictly constrained parameters.3°

27 Latour, Bruno. Reassembling the Social. An Introduction to Actor-Network-Theory. Oxford: Oxford University
Press, 2005.

28 Morse, Margaret. ‘The Poetics of Interactivity’ in Malloy, Judith, ed. Women, Art and Technology. Massachusetts:
MIT Press, 2003: p. 20

29 Saltz, 2001: s. 127.

30 In addition, the theme of all the selected case studies, except Apparition, explores the binary opposition between
culture/nature, human/animal or the Other in us.



Apparition (2004) is a collaboration between media artist and composer Klaus Obermaier
and the engineers and designers of the Ars Electronica Futurelab and the DAMPF_lab (a
European joint performing arts and technologies research project). Apparition is centred
on a camera-based motion tracking system that uses complex computer vision algorithms
to extract the performer’s moving outline from the background. The information derived
from these calculations produces real-time generation of visuals that are projected back
onto the body and/or as large-scale background projections that react to the performers’
movements.3*

Before Apparition, Obermaier had already experimented with dance and new media tech-
nologies. These works did not employ interactive technologies, but “relied on a creative
and precise combination of set choreography, staging, and recorded video”.3> Hence, in
his previous pieces, by means of clever arrangement of choreography and technologies,
Obermaier achieved an ‘interactive effect’, but not interactivity. Subsequently, with the
facilities offered by interactive media, in Apparition, Obermaier aimed to liberate the
dancers from the determination of ‘set’ choreography. This generated a choreography
that consisted of:

[...] Set parts and parts that are improvised and many states in between. But even in set
parts the performers have a great freedom, because the interactive system is very flexible.
This freedom is important for the piece. If everything would be fully set, why should I use
interactivity? It gets its meaning and life by that freedom.33

The aesthetic choices for the visual graphics are defined by Obermaier, who claims that
the aesthetic framework is what “makes communication with the audience possible, gives
shape to the overall piece and provides a platform on which the performers are able to act
and interact in a meaningful way”.34 This framework is not pre-given but must emerge on
the basis of the interaction between the human and the technical system. Consequently,
the flexibility provided by the real-time responses of interactive technology shifts the art-
work’s aesthetics into an ‘aesthetics of process’ (Birringer, 2004) and the performance
into sequences or ‘potential concepts’ to be activated differently in each performance.
Interactivity, in this sense, requires perceiving the encounter between the performer and
technology as a ‘holistic’ event, rather than drawing a separation between the movements
of the dancer and the responses of the technical system. What is created is a rehearsed,
yet to a certain degree unpredictable performance that comes to ‘life’ through the specific
encounter between the dancer and the output of the technical system. Apparition, then, is
not about exposing the ‘beauty’ or capacity of the dancing body per se, but illustrates how
dance as artform expands by means of a ‘pas-de-deux’ with interactive media. It portrays
how the body and technology establish a specific dialogue on the basis of which they cre-
ate a poetic and kinetic world.

As mentioned in the introduction, Apparition’s starting point is to explore the conse-
quences for choreography when the dancer’s partner is software. Addressing this ques-
tion in Apparition and other performances that follow a similar aesthetic in the way they
use interactive media for the materialization of their content and form is inevitable since
the dramaturgy of the performance is based on creating a thematically ‘meaningful’ and
aesthetically interesting performance. Furthermore, the actualization of the performanc-
es is steered by the real-time communication between two types of movement generated
by two types of performers: the dancer and the technology.

31 <http://www.exile.at/apparition/>Accessed on 20.05.2007
32 <http://www.exile.at/apparition/>Accessed on 20.05.2007
33 E-mail interview with Klaus Obermaier. 20.05.2007
34 E-mail interview with Klaus Obermaier .20.05.2007
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Interactive media can be considered as performers because the intrinsic qualities of the
technology determine the choreography to a degree, which shows similarities to how spe-
cific movement qualities of human dancers influence and shape the choreography to a
certain extent. When dancing with a human partner, the dancers need to explore their
partner’s capacities and limitations in order to develop an understanding of each other’s
mode of dancing, movement dynamics and movement patterns. This process might re-
quire certain compromises and negotiations between the performers in terms of the cho-
reography. In performances created with interactive technologies, thoughts, negotiations
and compromises are made to a high degree on the basis of the qualities of the technology.
Gideon Obarzanek, choreographer of the dance company Chunky Move, has worked with
interactive media in Glow in 2006 and in collaboration with the programmer Frieder
Weiss. In Obarzanek’s view, just as one needs to get acquainted with the strengths and
weaknesses of human dancers, one also needs to get to know the limits and potentials of
a technical system. This is necessary because understanding the qualities inherent in the
technology defines the choreography in unexpected ways:

The system has an inherent quality to it, a particular way of moving, and a particular way
of existing. For me as a choreographer it was really important to understand that and
work with that. For example, the system is never completely still and stable; it always
has this little jittering’ movement to it. [...] The technology brings a kind of ‘frequency’
into the choreography that you’d normally never really have in a dance work. It has an
aesthetic-kinetic quality to it that is in the nature of the machine.3s

Thus, the technology’s inherent qualities generate alternative thoughts, affects, and sen-
sations in the choreographer that steer him/her towards other points of inspiration than
when s/he would have choreographed a piece without the technology. Technology is no
longer just a tool but it becomes a performing partner or ‘actor’ in Latour’s terminology,
because it has an impact on the behavior or action and thought of another agent.
Technology, then, “catalyzes changes not only in what we do but in how we think”.3¢

The ‘material agency’ and the affective qualities embedded in the technical system gen-
erate a new type of movement knowledge for the choreographer and another way of
creation that requires embedding the technology into the dramaturgy of a performance
from the very beginning of the research process. Moreover, certain performances, such as
Mortal Engine reserve time and space for scenes that exclude the presence of the human
performer?” and portray only a technology-based ‘solo’ in terms of visual spectacle. The
scene that starts at the seventeenth minute of the performance, for instance, portrays a
four-minute ‘solo dance’ of the software that consists of elegant blue and white circles that
gradually dissolve into squares and lines and spread across the whole stage. Examples
such as this illustrate how technology is gradually becoming a self-contained ‘performer’
to be observed by the audience. As a result, Glow, Mortal Engine, Apparition and many
other dance performances created with interactive technologies challenge choreographic
conceptions because they generate a ‘conceptual leap’ in the perception and conception
of a familiar practice.s®

The unique relationship between the dancer and interactive technologies is not only new
for the dancer and choreographer but also for the audience.

35 Interview with Gideon Obarzanek. Brighton, 25.05.2008

36 Turkle, Sherry. The Second Self. Computers and the Human Spirit. 2oth anniversary edition.

37 Or the dancer(s) is present on stage but remains invisible to the audience. The beginning scene of Mortal Engine
is an example of this.

38 Rubidge, Sarah. ‘Dance Criticism in the Light of Digital Dance’. Paper presented at the Taipei National University
of the Arts, seminar on dance criticism and interdisciplinary practice, July 2004
<http://www.sensedigital.co.uk/writing/CritIntDiscTaiw.pdf> .Accessed on 06.06. 2008.



According to Saltz, the most important novelty of these kinds of performances is based
on exposing the audience to the adaptation process between the technical system and the
live performer.3? For Saltz, it is the maker’s (or choreographer’s) responsibility to gradu-
ally build the dialogue between technology and performer, step by step and in such a way
so that the audience can understand, follow, and appreciate the conventions and power of
this encounter. Labelling this process as ‘paradox of the interactor’, Saltz argues that “the
more thoroughly the performer explores the technology, the more clearly the audience
will recognize the ability of the environment to respond dynamically and spontaneously
to the performer’s actions”.+

The exposure of real-time conversation between performer and media underlines a major
concern in many performances created with interactive media; namely, to develop a mu-
tual dialogue between dancer and technology, rather than simply exposing the virtuosity
of the performer’s dance technique.# However, this dialogic exchange with technologies
may be liberating for the dancer and dance as artform in certain ways, but it creates limi-
tations in other ways.

Scholar and dancer Erin Manning points out that even the most sophisticated technolo-
gies lack the complexity of the human body and require certain adaptations from the
dancer.#> The dancer’s adjustments of his/her movement help the computer-based sys-
tem to ‘recognize’ the dancer (a fully actualised movement is necessary for software detec-
tion), usually by accentuating the extremities of the body or a displacement of the whole
body across space. Criticizing the way interactive media ‘map’ gesture, Manning argues
that these technologies compel the dancer to learn how to activate the interactive system
most effectively through specific movements. As a result, the software determines the
choreography that qualitatively confines what a body can do even as it accentuates what
the technology can do. Obarzanek recognizes Manning’s point and notes that choreog-
raphy created with interactive media is not challenging for the dancers in that, in terms
of dance technique the dancers are not pushed to their limits. In addition, working with
technologies can cause severe delays during the rehearsals due to frequently occuring
technical problems. These technical problems slow down the schedule of the collective
rehearsals and the creation procedure of the dance piece. +

Lucia Tong, dancer of Troika Ranch, one of the first dance companies to work with in-
teractive media, illustrates another aspect of being limited or slowed down on stage. She
describes her experiences after dancing in 16 [R]evolutions (2006):

You know the crucial scene where I have a solo on stage and I create all those patterns
on the backdrop...That scene has always made me feel weird... From the audience’s per-
spective, my dancing may sometimes seem secondary to the grandeur of the technology.
This can be frustrating from the performer’s point of view because the spectacular novel
technology can steal the show.4

39 Saltz, 1997: p. 124

40 Saltz, 2001: s. 117

41 Dance is, of course, not only about the exposure of technical virtuosity. ‘Post-modern’ dance grounded in the
‘60s for example, cherished everyday movements as essential working material for dance. Moreover, they invited
(non-professional) audience to participate in the performance, rather than observe the event from their seats. Thus,
relying on the technical skills of dancers is a choice made by the choreographer on the basis of his/her personal style
and artistic vision.

42 Manning, Erin. ‘Prosthetics Making Sense: Dancing the Technogenetic Body’. Fibreculture, issue 9, 2006,
<http://journal.fibreculture.org/issueg/issueg_manning.html >. Accessed on 06.05.2008.

43 Gideon Obarzanek ile réportaj. Brighton, 25.05.2008.

44 Obarzanek’in 6rnegi (ve Lucia Tong'un) interaktif medyaya kars1 oldugu anlamina gelmez. Daha ¢ok pratik ve
deneysel sinirlamalara isaret ediyor.

45 Personal communication with Lucia Tong. Berlin, 21.08.2008
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This quote accentuates the dancer’s feeling of being ‘instrumentalized’ in relation to the
spectacular imagery she is creating on the screen.

However, the above quote could also be read in an alternative manner: that the dancer
is not ready to ‘share’ the audience’s attention and appreciation with the technological
partner. Either way, Tong’s example points out that the ‘technology versus content’ de-
bate mentioned in the introduction is an urgent issue to be addressed. On the one hand,
technology and dance should have equal importance for the development of the drama-
turgy of the artwork so that dance as artform does not become merely a laboratory for
experimenting with sophisticated technologies. On the other hand, dancers, choreogra-
phers, and the audience should remain open to expanding their definition of performer to
non-human components taking part in the action on stage.

However, different positions may be taken concerning physical limitations in dance. For
dancer and researcher Susan Kozel, however, the process of physically slowing down as
a result of engaging with technologies was an opportunity to discover alternative dances,
such as Butoh. In this way, Kozel has turned a ‘negative’ point into something positive by
studying a type of dance that offers slow and subtle movements and different dynamics
and rhythms.+ Rejecting the opinion that the integration of dance and technologies is
restricting, Klaus Obermaier also argues that limitations in art are necessary in order to
achieve novel perspectives. In this respect, limitations represent an artistic strategy:

Without any restrictions there would not be art at all. Each stage setting/set-up gives you
limitations AND creates new possibilities. That is why they are there! Even a second, third
... performer is a restriction for the first one. 47

As the examples above demonstrate, the integration of interactive media as a perfor-
mance partner in the dramaturgy and choreography of a dance performance illustrates a
paradoxical phenomenon that lends itself to being interpreted through differing perspec-
tives. The technology can be considered to limit the choreography, illustrated with the
views of Manning, and the experiences of Tong and Obarzanek but, at the same time, it
offers new perspectives with regard to the future directions of dance, demonstrated by the
opinions of Kozel and Obermaier.

Aligning itself with the ‘liberating’ perspective, this paper argues that technologies as per-
forming partners may restrict the dance technique of the performers in certain ways but
in turn they portray something quite fascinating: the dissolution of movement into other
forms of art, such as visual imagery and sound. Consequently, the integration of interac-
tive media into dance illustrates an expansion of the cultural practices of dance as artform
that produces new modes of thought within the creative process of choreography and new
modes of engagement for the dancer. Performances made with interactive media also of-
fer us the possibility of re-thinking the way we approach digital technologies in dance no
longer as merely tools but as potential performers on the stage.

46 Interview with Susan Kozel. London, 20.12.2008.

Butoh is the collective name for a diverse range of activities, techniques and motivations for dance, performance
founded after WW2 in Japan. It typically involves playful and grotesque imagery, taboo topics, extreme or absurd
environments, and is traditionally “performed” in white-body makeup with slow hyper-controlled motion, with or
without an audience. It has no set style.

47 E-mail interview with Klaus Obermaier. 23.05.2007
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alexa wright
alter ego.alter ego

Alexa Wright 1962 Ingiltere dogumlu fotograf ve etkilesimli dijital medya ile ugrasan
bir gorsel sanatcidir. Insan kimligini anlatmak ve sanat, bilim ve teknoloji arasindaki
sinirlar sorgulamak iizere yeni teknolojileri kullanmaktadir.

Alexa Wright was born in 1962 in United Kingdom. She is a visual artist working with
photography and interactive digital media. She is interested in using new technologies to
investigate the expression of human identity and to question the conventional boundaries
between art, science and technology.

barbara musil
interpasif persona.interpassive persona

Barbara Musil ¢alismalarini ve yasaminmi Viyana ve Linz'de siirdiiren kavramsal bir
sanatgidir. Once Graz Universitesinde tip egitimi aldiktan sonra egitimine Linz Sanat ve
Teknoloji liniversitesinde devam etmistir. Sanatsal calismalarinda bir ¢ok teknigi kulla-
nan sanatci agirhikli olarak video ve kamusal alan projeleri iizerinde ¢alisiyor.

Barbara Musil is a conceptual artist who lives and works in Linz and Vienna. She studied
medicine at the Medical University of Graz. She then continued her studies at the Univer-
sity of Arts and Industrial Design in Linz. Her work involves all kinds of techniques with
an emphasis on video and public space projects.

bastien vacherand
biz sanat degil terérizm yapwyoruz.we make terrorism not art

Bastien Vacherand Python, Pandasd adlar altinda video oyunlar: tasarlamanin yan sira
Far Cry, Half Life II ve Crysis gibi oyun motorlar iizerinde de ¢alisiyor. Sanal gercekligi
sorgularken, politikayi, 6zellikle de terérizm acisindan, ele aliyor.

Bastien Vacherand makes video games under Python, Panda3d but he also does it with
game motors as Far Cry, Half Life II and Crysis. He interrogates virtual reality from a
political aspect with a focus on terrorism.

bojana kunst
yeni medya ve performans.new media in performance

Dr. Bojana Kunst felsefeci ve performans teorisyenidir. Su anda Liibliyana Univer-
sitesi Sosyoloji boliimiinde arastirmaci ve Primorszka Universtesinde yardimer docent
olarak calisiyor. Maska dergisinin yayin kurulunda ve Performance Research dergisinin
uluslararasi yayin kurulunda gorev yapiyor.

Bojana Kunst, ph.d. is a philosopher and performance theoretician. She is currently work-
ing as aresearcher at the University of Ljubljana, Faculty of Arts - Department for Sociology
and as an assistant professor at the University of Primorska. She is a member of the edito-
rial board of Maska Magazine and international editorial board of Performance Research.
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cem uzunoglu
tas-kagit-makas.rock-paper-scissors

Cem Uzunoglu interaktif medya ve robot tasarimi iizerine yogunlagsmis bir yazilmcidir.
Eserleri Biyomedikal Cihaz Teknolojisi iizerine olan egitimi ve open source teknolojisi
iizerine olan ilgisi ile sekillenmistir. Bodig ve Amber gibi etkinliklere robotik tasarimlari
ve interaktif video enstalasyonlar icin gelistirdigi yazilimlar ile dahil olmustur. Ayrica
tiyatro oyunlar i¢in de interaktif yazilimlar gelistirmektedir.

Cem Uzunoglu is a software developer and interaction designer focusing mainly on robot-
ic design, interactive media and art. His work builds upon his background on Biomedical
Equipment Technology and his enthusiasm with open source technology. He participated
in several exhibitions such as Amber and Bodig with robotic designs and developed soft-
ware for interactive video installations and contemporary theatre plays.

CIANT

MoCap — Hareket yakalama.MoCap — Creative potential of motion capture
Golem -gelistirme siirecinde gosterim-.Golem -work in progress presentation-

CIANT Kkiiltiir, egitim ve arastirma alaninda 1998ten beri uluslaras1 diizeyde etkinlik
gosteriyor. Prag’da kurulu CIANT multimedya laboratuar: disiplinleraras: isbirligini, ye-
nilik¢i deneyleri ve etkilesimli medya alanini gelistirmeyi amaclamaktadir.

CIANT has been active since 1998 at the international level in the field of culture, educa-
tion and research related to new technologies. CIANT operates a multimedia art labo-
ratory focused on interdisciplinary collaboration, especially innovative experiments and
development in domain of interactive media.

christophe martin
yiiz iiretici.faces generator

Christophe Martin Marsilya ve Yunanistan’da ¢alisan ve yasayan bir sanatcidir. Onun i¢in
her sey tersine donebilir, hicbir sey kesin degildir. Muglak da olabilir. Sanatliyla birikim,
oyun, liste, stok, tercih yoklugu, rotasyon gibi herseyin bizi makinaya, mekanige, siirek-
li harekete, kapali devre sistemlerine, higbir isin bitmedigi otonom ve aptal sistemlere
gotiirdiigiini anlatmak istemektedir.

Christophe Martin is an artist who lives and works in Marseille and Greece. For him ev-
erything can be reversed, nothing is certain. Might as well be elusive. He wants to show
with his artworks that accumulation, play, the list, the inventory, the absence of choice,
rotation, everything leads us to the machine, mechanics, perpetual motion, closed circuit
systems, to the idiotic and autonomous systems where things never finish.
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clara boj & diego diaz

melez oyun alam.hybrid playground

Clara Boj and Diego Diaz (Murcia-Spain 1975) 2000 yilindan beri birlikte ¢alisiyorlar.
Her ikisi de giizel sanatlar alamindaki doktora derecelerini Valensiya Politeknik Universi-
tesinden almus. Urettikleri etkilesimli eserler, sanat ve teknoloji kavramlarim birlestirerek
kamusal alan fikrini yeniden diisiinmeyi amacliyorlar.

Clara Boj and Diego Diaz (Murcia-Spain 1975) work together since year 2000. They both
hold a Phd In Fine Arts from the Polytechnic University of Valencia. Their artworks com-
bine art and technology concepts and tools to create interactive experiences that aim to
reformulate the idea of public space.

compagnia TPO

Jjapon bahgesi.japanese garden

TPO, 1981 yilinda gorsel bir tiyatro kumpanyasi olarak kuruldu. Kurulusundan itibaren
hareketli tablolar, mekanik aragclar, 11k oyunlar1 kullanarak cocuklara yonelik teatral igler
iiretti. TPO, 1999’dan beri Davide Venturini ve Francesco Gandi'nin yonetiminde dijital
grafik iizerinde ¢aligmakta, geleneksel tiyatroyu dans ve video gibi bagka sanatsal form-
larla birlestirmektedir.

The TPO was founded in 1981 as a visual theatre company. From its early years the com-
pany produced children’s theatre conceived as paintings in movement, making use of
artistic objects, mechanical devices, and plays of light. Since 1999, under the direction of
Davide Venturini and Francesco Gandi, TPO has been exploring the use of digital graph-
ics, combining traditional theatre with other artistic forms such as dance and video art.

confipop

¢ip miizigi.chip music

Marsilya’da yasayan confipop, gameboy ve baska ses oyuncaklariyla miizik yapan bir ¢ip-
miizik sanatgisi. Kokleri 6zgiir tekno partilerine uzanan sanatgi, 1996’dan beri degisik
adlar altinda miizik yapiyor. Dans pistiyle barigik olan confipop, reggea-blip’ten tekno-
blop’a, gameboy’un 4bitlik sesini kullanarak, mutlu ve enerjik dans miizikleri {iretiyor:
Unutulmus oyun miiziklerini kullanan, eglenmeye uygun modern miizik.

Living in Marseille, confipop is a chipmusic artist who makes music with a gameboy and
some modified sound toys. Originated from the techno free party, he has been making
music with different pseudonyms since 1996. Friend with the dancefloor, confipop makes
a happy and groove dancing music, which goes from reggaeblip to technoblop, with the
particular 4bit sound of the gameboy: this is modern music with old forgotten gamesound
and this is appropriate to have fun.
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dardex-Mort2Faim artgroup

Quentin Destieu, Romain Senatore, Sylvain Huguet, Stephane Kyles
8-bit ayna.8-bit mirror

kamp alani.camping station

cyporn.cyporn

doom gibi.doom like

Jjeton atin.insert coins

kent gecirmez.urban proof

Dardex-Mort2Faim Toplulugu; Ecole Supérieure d’Art in Aix en Provence mezunu ve
Pépiniéres Européennes 0diillii Quentin Destieu, Romain Senatore, Sylvain Huguet ve
Stephane Kyles gibi bircok sanatgiy bir araya getiriyor. Hem aktivist hem de performansgi
olan bu gurup herseyden 6nce oyun kavramim inceliyor, popiiler estetigi ve alt kiil-
tlirdi yeniden isliyor, boylece sosyal iligkilerin ve insan bedeninin bu giiniin diinyasiyla
karsilastigindaki kirilganligim ortaya koyuyorlar.

The Dardex-Mort2Faim Collective gathers several artists, Quentin Destieu, Romain
Senatore, Sylvain Huguet and Stephane Kyles, who graduated from the Ecole Supérieure
d’Art in Aix en Provence and laureates of Pépiniéres Européennes for young artists. They
are activists as well as performers and first of all they engaged in an exploration of the
notion of play, reprocessing popular aesthetics and underground culture, thus underlin-
ing the frailty of social relationships and the human body confronted with today’s world.

diffus design
kostiim koreografi - dinamik desenler, reaktif bedenler.

costume choreography - dynamic patterns, reactive bodies
dinamik desenler, reaktif bedenler. dynamic patterns, reactive bodies

Diffus disiplinlerarasi bir gruptur. Sanat, tasarim, mimari ve yeni ortamlar {izerinde teorik ve
pratik calismalar yapmaktadir. Diffus kiiltiir, estetik ve teknoloji arasinda gidip gelir. Bunlar
benimsemek degil ara bolgelerinde cahgsmak amacindadir. Diffus aragtirma, merak ve ince-
leme diirtiileriyle hareket eder. Bigim, igerik ve aralarindaki iligki tizerine esit bigcimde egilir.

Diffus is an interdisciplinary organisation, working with a theoretical and practical ap-
proach towards art, design, architecture and new media. Diffus moves between culture,
aesthetic and technology, not trying to embrace these fields but rather operating amongst
them.

djeff regottaz & loic horellou
hiper olimpiyat.hyper olympics

Beraber Dekalko’yu kuran ikili, oyun kavram tizerinde ¢alisiyor. 2008’de deneysel bir
film olan E1000’i yaptilar. Cep telefonlariyla interaktif caligan bu film Paris,Georges Pom-
pidou Merkezi Cep Filmleri Festivalinde gosterilmistir. Her iki sanatci da bu dogrultuda
yaratmaya devam ediyor.

The duo founded Dekalko, a creative organization that focuses on the concept of game.
In 2008 they created the experimental movie E1000, an interactive short piece based on
mobile phones. It was shown at the Pocket Films festival in the centre Pompidou, Paris.
They continue to create in this vein.
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emrah kavlak
shout'em up.shout’em up

Emrah Kavlak etkilesimli gorsel projelerle Sabanci Universitesi bilgisayar bilimleri
programinda ilgilenmeye baslamistir. Gelistirdigi ve tasarimina katkida bulundugu iki-ii¢
boyutlu uygulamalar ve etkilesimli sanal yerlestirmeler siggraph, isea, amber gibi 6nemli
uluslararasi konferans ve festivallerde sunulmustur. Egitimine Sabanci Universitesi gor-
sel iletisim ve tasarimi yiiksek lisans programinda devam etmekte olan Emrah Kavlak,
grafik tasarimi ve bilgi gorsellestirmesi / tasarimi alanlarinda caligmaktadir.

Emrah Kavlak began working on interactive visual projects while he was in Sabanci Uni-
versity computer science program. Two-three dimensional computer applications and
interactive virtual installations he developed and contributed were presented in inter-
national conferences and festivals such as siggraph, isea and amber. Currently he is con-
tinuing his education in Sabanci University visual communication and design program,
where he is focused on graphic design, information visualization / design.

geska helena andersson & robert brecevic
kayan ¢ocuklar.kids on the slide

Performing Pictures Geska Helena Adersson ve Robert Brecevic’ten olusuyor. Stockholm
bazli bu ikili giizel sanatlar alaninda ¢alisiyor ve hareketli goriintii ve yeni medya ulagtirma
teknolojileri lizerinde calisiyorlar. Ortakliklarin1 2005’te resmilestiren sanatcilar film
sanatini formel zaman ve mekan kisitlar iizerinden inceliyor ve gelistiriyorlar.

Performing Pictures Geska is formed by Helena Adersson and Robert Brecevic. Stock-
holm based artists work on fine arts and moving images and new media transportation
technologies. Officially conjoined In 2005, they research and develop film arts on formal
time and special constraint.

harco haagsma
lorre.lorre

1992 yilinda Amsterdam’da Gerrit Rietveldacademie’ den video-yerlestirme ve film bolii-

miinden mezun olan Harco Haagsma Amsterdam’da DasArt Sanat Okulunda egitmen
olarak gorev yapmaktadir. Genellikle kapali devre video kullanan enstalasyonlarinda
etkilesim, algi, “oyunun giicii” 6nemli rol oynar. Sanatgi olarak ¢aligmasinin yam sira
Amsterdamda kurulu P.A.R.K 4DTV’de editorliik yapmaktadir.

Haagsma graduated from Film and Video Installation Department of Gerrit Rietveld
Academie in 1992. He is currently teaching at DasArts at Amsterdam. In his close cir-
cuit video installations, perception and game plays an important role. Beside his artistic
works he also works at P.A.R.K 4DTV as editor.
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IMMEDIATE Project

Golem.Golem

CIANT (Cek Cumhuriyeti, proje lideri), A4 (Slovakya), LMR (Almanya), BISD (Tiirkiye),
M2F (Fransa) ve Zavod ATOL (Slovenya) kurumlarimin igbirliginde, dijital teknolojil-
erle donatilmig bir dans performans: gelistirmeyi hedefleyen IMMEDIATE sanatsal bir
arastirma ve uygulama projesidir.

With collaboration od CIANT (Czech Republic, project headsman), A4 (Slovakia), LMR
(Germany), BISD (Turkey), M2F (France) ve Zavod ATOL (Slovenia), IMMEDIATE is a
artistic research and practice project, which aims to develop a dance performance dressed
up by digital technologies.

janezjansa
imza olayi.signature event context

Aksioma - Cagdas Sanatlar Enstitiisii, post modern toplum yapilarini arastirmak ve
tartigmak icin yeni teknolojilerin sagladigi olanaklar1 kullanarak gelistirilmis projeler ile
ilgilenen Liibyana’da kurulu bir sivil toplum kurulusudur. Aksioma sosyal, politik, estetik
ve etik kaygilar ile sanatsal {iretime odaklanir.

Aksioma - Institute for Contemporary Arts is a non-profit cultural institution based in
Ljubljana, Slovenia, which is interested in projects that take advantage of new technolo-
gies in order to investigate and discuss the structures of (post)modern society. Aksioma
concentrates on artistic production that explores social, political, aesthetic and ethical
concerns.

krists pudzens
profesor dowellin basi.professor dowell’s head

Riga’da yasayan Letonyali Krists Pudzens 2004’te Riga Sanat ve Tasarim Okulu heykel
boliimiinden mezun olmustur. Halen Latvia Sanat Akademisi'nde heykel alaninda master
caligmalarina devam etmektedir.

Riga born Lettish Krists Pudzens is graduated from Riga art and Design School at 2004.
He is still working on his PDA researches of sculpture in the Latvia Fine Arts Academy.

markus kison
nabwiz.pulse

Markus Kison Berlin Sanat Universitesi ve Ulm Universitesinde grafik, fizik ve gor-
sel iletisim okuduktan sonra 2008 yilinda Profesor Joachim Sauter ve Profesor Jussi
Angesleva’nin bagkanlhigindaki dijital sanatlar boliimiinden mezun oldu.

Markus Kison has studied graphic design and physics at the Berufskolleg fiir Grafik-De-
sign Ulm and at the University of Ulm till 2003. In 2008 he graduated from the Univer-
sity of the Arts Berlin in the Digital Media Class of Prof. Joachim Sauter and Prof. Jussi
Angeslevi.
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mathias fuchs

interpasif persona.interpassive persona

Mathias Fuchs sanat¢i, miizisyen ve medya elestirmeni kimliklerinin yani sira Salford
Universitesinde 6gretim gérevlisi (bas okutman) olarak calisiyor. Daha once Helsinki Si-
belius Akademisinde misafir professor, Viyana Uygulamal Sanatlar Universitesi ve Viya-
na Miizik akademisinde misafir okutman olarak ¢aligti. Yeni Medya ve oyun alanlarinda
bir ¢ok yayn ve tasarim yapti.

Mathias Fuchs is an artist, musician and media critic. He is a Senior Lecturer at Salford
University where he is also the Course Leader in Creative Technology. He was formerly
Visiting Professor for Music and Media at the Sibelius Academy Helsinki, Lecturer at the
University of Applied Arts Vienna and at the Music Academy Vienna. He has published

and created widely in the field of New Media and games.

mladen dolar
interpasif persona.interpassive persona

Calismalarim Lublijana Universitesinde klasik Alman felsefesi ve psikanalitik diisiince
iizerine slirdiiren Mladen Dolar felsefe alaninda doktora yaptiktan sonra 1992 yilinda Kla-
sik Alman felsefesi alaninda yardime1 dogent, 1996 yilinda ise felsefe ve teorik psikanaliz
konusunda dogent oldu. Akademik ¢alismalarimi Klasik Alman felsefesi, yapisalcilik, teor-
ik psikanaliz ve miizik felsefesi {izerine siirdiiriiyor.

Mladen Dolar holds a Ph.D. in philosophy. In 1992 he became assistant professor of Ger-
man classical philosophy and in 1996 associate professor of philosophy and theoretical
psychoanalysis. His scientific research work centres on German classical philosophy,

structuralism, theoretical psychoanalysis and philosophy of music.

palindrome
oklo fenomeni.the oklo phenomenon
dansta hareket izleme.motion tracking

1982 yilinda New York’ta kurulan Palindrome koreograf, dansg1 ve etkilesimli performans
uzmam Robert Wechsler tarafindan yonetiliyor. 1988 yilinda Almanya’da Niirnberg’e
tasindi. Wechsler'in sensor ve elektronik aygitlara olan meraki elle kullanilan elektronik
aygitlarla sahnede hareketlerinden miizik yarattigi 1970’lere kadar gidiyor.

Palindrome is directed by Robert Wechsler. He is a choreographer, dancer and developer
of interactive ways of performing using new technology. Palindrome was founded in New
York City in 1982, moved to Niirnberg, Germany in 1988. His interest in sensors and
electronic devices dates back to the 1970’s when he used hand-held electronic devices to

generate sounds through his movement on stage.
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pascal silondi
tchouri.tchouri

Pascal Silondi Kasim 2002’den beri LIBAT Laboratuvarini yonetmektedir. Birkac yildir,
karigik “Sanat-Bilim-Yeni Bilgi Teknolojileri’ni kesfetmek amacim giiderek, gercek ve sanal
ortamlari birlestiren cesitli sanatsal projeler gelistirmektedir. Ozellikle interaktif mul-time-
dya anlaticihginda ve sistem mimarisinde uzmanlagmistir. Sanatsal ve teknolojik repertuvari
sinematografik, videografik, senografik, sessel, robotik ve veri-islemsel gibi cagdas dilleri
sorgulayarak evrilmistir.

Pascal Silondi is directing the Laboratory LIBAT since november 2002. For several years,
he has been developing various artistic projects where virtual and real environments meet
with the objective of the complex “Art-science-news technologies of information”. He’s an
expert in systems architecture and in particular in interactive multimedia story telling.
His artistic and technological repertoire evolved in transdisciplinary manner questioning
various contemporary languages as cinematographic, videographic, scenographic, sound,
robotic and dataprocessing.

paul destieu
EC-101.EC-101
en sevdigim manzara.my favourite landscape

Paul Destieu yasamini ve ¢alismalarini Fransa ve Slovenya’da siirdiiriiyor. Cesitli plastik
miidahalelerle mimari ¢evreyi bir deney alanina ¢evirmeyi amacliyor. Genellikle yasadig:
cevreye miidahale edip o yerle dinamik bir siir olusturarak iiretiyor. Ayrica La Vitrine
projesinin de kurucularindan.

Paul Destieu lives and works between France and Slovenija. His different plastic inter-
ventions take over architectural environment to set it as experimentation ground. His
productions generally result from intrusions in landscape allowing him to activate a po-
etry dynamic within the place. He is also co-founder of La Vitrine project.

robert pfaller

interpasif persona.interpassive persona

Robert Pfaller 1993’ten beri ders vermekte oldugu Linz Sanat ve Endiistriyel Tasarim
iiniversitesinde Kkiiltiirel teori profesorii olarak ¢aligmaktadir. Bunun yam sira Rietveld
Academie, Amsterdam, Kunsthochschule Berlin-WeiBensee, University of Illinois at Chicago,
Statens Kunstakademi Oslo, Ecole Supérieure des Arts Décoratifs de Strasbourg, Hochschule
fiir Gestaltung und Kunst Ziirich gibi egitim kurumlarinda ziyaretci olarak ders vermistir.

Robert Pfaller is currently professor of cultural theory at the University of Art and Indus-
trial Design in Linz, Austria where he taught since 1993. He held visiting professorships
at Rietveld Academie, Amsterdam, Kunsthochschule Berlin-WeiBensee, University of Il-
linois at Chicago, Statens Kunstakademi Oslo, Ecole Supérieure des Arts Décoratifs de
Strasbourg, Hochschule fiir Gestaltung und Kunst Ziirich.
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stdabitball
¢ip miizigi.chip music
Sidabitball sahnede elektronik oyuncaklar1 ve bilisim materiyellerini kullanarak sanat

yapmaktadir. Gameboy, Commodore 64 gibi cocukluk anilarini ya da en teknolojik Nintendo
konsollarim egsiz miizik makinelerine doniigtiirmektedir.

Going through the electronic music, Tetris genius Sidabitball is creating art on scene us-
ing electronic toys and informatique materials. He is transforming old childhood sou-
venirs as Gameboys and Commodore 64 or technically modern Nintendo consoles to
unique music machines.

stéphane kyles

K.0..K.O.
webulmaca.webuzzle

M2F Yaratim Birligi 2003 yihinda kuruldu. Kurulus amaci sanatsal yaraticihig tegvik etmek,
bunu da 6zellikle yabanci sanatci ve yapilarla sanatsal aligverigler yaparak sosyal kaynagma
saglamak, boylelikle de kurumlar, topluluklar ve kiiltiirel aktorler arasinda képriiler kurmaktir.

The M2F Creations Association was founded in 2003 in order to encourage artistic creation,
cultural exchanges and in particular through a collaboration with foreign artists and structures,
to encourage social mix by building bridges between institutions, populations and cultural actors.

tolga 6zuygur
tas-kagit-makas.rock-paper-scissors

Tolga Ozuygur cok oyunculu oyun programlama iizerine uzmanlasmis bir bilgisayar
programcisidir. 1999 yilindan beri pek ¢ok oyun projesinde cahigmis ve Istanbul Bilgi
Universitesi Gérsel letisim Tasarimi boliimiinden mezun olduktan sonra 2008 yihinda
oyun gelistirme takimi Overdose Caffeine’i kurmustur. Ayni zamanda robotik ve mekan-
ik projeler iizerinde ¢alismakta ve ¢aligmalarini kendi kendine yetebilen ve ev islerine
yardimei olabilen robotlar {izerine yogunlagtirmaktadir.

Tolga Ozuygur is a computer programmer specialized on multiplayer game program-
ming. He has been working on many game projects since 1999 and formed the game de-
velopment team Overdose Caffeine in 2008 after his graduation from the Visual Commu-
nications Design department in Bilgi University. He is also working on robotic / mechanic
projects and focused on building self-capable robots and helper robots for house usage.
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umut tasa
merhaba diinya!.hello world!

2006’da Bogazici Universitesi Bilgisayar Miihendisligi béliimiinden mezun oldu.
Bogazici'ndeki egitimi boyunca bilgisayar grafigi, imge ve video isleme konularinda
calisti. Egitimine bilgisayar teknolojisi, sanat ve tasarim kesisiminde disiplinlerarasi bir
alanda devam etmek amaciyla Yildiz Teknik Universitesi, interaktif Medya Tasarimi
Yiiksek Lisans programinda master yapiyor.

Umut Burcu Tasa graduated from Computer Engineering Department at Bogazi¢i Uni-
versity, Istanbul in 2006. During her BS in computer engineering education, her study
area was computer graphics, image and video processing. After graduation, she decided
to continue her education in an interdisiciplinary area connecting computer science, art
and design. She has been an MA candidate in Interactive Media Design program, in Yildiz
Technical University.

umut ozbay
piyasalar dalgalanwyor.markets fluctuate

Elektroakustik miizige uyanan ilgisiyle egitimine miizik alaninda devam etmek isteyen
Umut Ozbay, yiiksek lisansin1i MiAM’da (Miizik Ileri Arastirma Merkezi) tamamladi.
Halen caligmalarini etkilesimli sanat yerlestirmeleri iizerine siirdiirmekte olan sanatci
sanal diinya, fiziksel performans ve gorseller ile elektroakustik kompozisyonlarini
biitiinlestirmeyi amaglamaktadir.

Umut Ozbay, being highly interested in electroacoustic music, decided to continue his
studies in music and he entered MIAM (Advanced Studies in Music) and obtained his
master’s degree. He is currently working on interactive art installations in which he can
combine virtual worlds, physical performance, visuals with his electroacoustic compositions.

zeynep giindiiz
yeni medya ve performans.new media in performance

Zeynep Giindiiz Amsterdam Universitesi Medya Cahismalar1 boliimiinde doktora
adayidir. 2007 yilinda ayni iiniversiteden Medya Calismalar1 konusunda Yiiksek lisans
(MA) diplomasi, 2005 yilinda da Medya ve Kiiltiir boliimiinden lisans (BA) derecelerini
almigtir. Aragtirma alanlar ¢cagdag dans ve mim gosterimi, avant-garde gosteri ve perdedir.

Zeynep Giindiiz is a PhD candidate at the department of Media Studies , University of Am-
sterdam, where she also took an MA diploma (research master) in Media Studies in 2007
and a BA degree in media and culture 2005. Her research interests are contemporary dance
and mime performance, avant-garde performance and screen.
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Nafiz Aksehirlioglu

Halkla iligkiler.Public Relations
Handan Yalvag Kaplan

Organizasyon Asistani.Organization Assistant
Sehnaz Hare Giineri
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