ICE

Istanbatcontpmparany 1o

Allan Sekula

Istanbul Contemporary Etc
Semptember 11, 2013 - pp. 56-59
by Murat Germen

Allan Sekula ve ‘Ballk Hikayes!’
Allan Sekula and the ‘Fish Story’

Murat Germen

Allan Sekula’nin “Dismal Science: Part 1. Middle Passage.
Panorama. Mid-Atlantic. Kasim 1993” adli eseri, yolda olmanin
verdigi 0zgUrluk hissi ile kapitalizmin gl¢ ve kontrol sevdasi
arasinda gidip gelen bir ruh halini aktarmak ister gibidir.

Part 1. Middle Passage. Panorama. Mid-Atlantic. November

1993’ seems like it is trying to convey a mood alternating
between the feeling of freedom given by being on the road and

passion of power and control found in capitalism.

Baz eserler ilk gériiste insani aniden etkilerler ve hafizaya gakili kalirar,
unutmazsiniz. Son zamanlardaki gérintl bollugunu hesaba katarsak,
hafizalarda ¢akill kalabilen imgelerin igeriksel ve/veya estetik dizlemlerde
basanlh olduklann varsayabiliriz. Allan Sekula'nin “Dismal Science: Part 1.
Middle Passage. Panorama. Mid-Atlantic, Kasim 1993" adl eseri benim
icin bdyle bir eser. Sanatginin 1988 ve 1994 yillan arasinda New York,

New Jersey, Rotterdam, Los Angeles, Hong Kong, Seul, Barselona,
Gdansk, Glasgow, Londra, Newcastle-upon-Tyne, Pusan, San Diego,
Ulsan, Veracruz, Vigo ve Varsova gibi kentlerin endUstriyel limanlannda
gerceklestirdigi “Fish Story” baslkl calisma ve arastirma; bu kentlerin tarihi,
sosyopolitik, estetik ve edebi baglantlanni kiresel dlgekte kesfetmek lizere
digtniimus.

Calisma kapsamindaki blyik sergiye dahil edilen bu fotografin, benim bu
derece ilgimi gekmesinin iki nedeni oldugunu saniyorum. Birincisi istanbul
Modern'de 2010 yilinda a¢tdim “Yol” adl sergi (ki yazinin sonuna dogru
kavram metninden alinti yapacagim), digeri ise su an artik mevcut olmayan
Garanti Galeri'de 2005 yilinda agtigim “Ikon olarak endustri: Endiistriyel
estetik” adl sergi. Bu sergi igin Harem'deki limana girmis, orada fotograf
cekmis, konteyner yiginlaninin ve yukleme kolaylig icin aralannda birakilan
bosluklann olusturdugu kent suretinden ¢ok hoslanmistim. Burada gektigim
fotograflan en kisa zamanda sergilemeyi planlamakla birlikte, halen bir esere
donistirmUs degilim fakat herhangi bir yerde konteyner gordigimde

bu kendine has dinyaya iliskin heyecanim depresiyor. Sekula'nin bu

eserini gordigumde heyecan duymamin ve bellegime unutmamacasina
yerlestirmemin énemli nedenlerinden birisi bu olmal.

Fotografa tekrar bakiyorum: Agik deniz ortasinda seyreden bir gemi séz
konusu ve konteynerler hi¢ de karada durduklan gibi “yerlesik, saglam”
durmuyorlar, hatta gayet “emanet” bir halleri var. llerideki bulutlar glcll
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Some works influence you immediately at first sight and stay imprinted

on your memaory, you cannot forget about them. Taking the recent
abundance of images into account, we can reckon the images leaving an
indelible imprint on memories as succesful ones in terms of content and/
or aesthetics. In my opinion, Allan Sekula's work “Dismal Science: Part 1.
Middle Passage. Panorama. Mid-Atlantic. November 1993" is such a work
for me. The work and survey titled "Fish Story” conducted by the artist
between 1988 and 1994 in the industrial harbors of cities such as New
York, New Jersey, Rotterdam, Los Angeles, Hong Kong, Seul, Barcelona,
Gdansk, Glasgow, London, Newcastle-upon-Tyne, Pusan, San Diego,
Ulsan, Veeracruz, Vigo and Warsaw aims discovering the historical, socio-
political, aesthetical and literary connections among these cities on a global
scale.

This photo which has been involved in the big exhibition as part of the
work has considerably took my attention. | assume that there are two
reasons behind this. One of them is the exhibition of mine titled “Road”,
held at istanbul Modern in 2010 (| am going to include a citation from the
conceptual text of the exhibition towards the end of this article), and the
other one is my exhibition titled “Industry as an icon: Industrial aesthetics”
held at Garanti Gallery, which does not exist any more, in 2005. | went
into the harbor in Harem for this exhibition, took photos; | liked the city
appearance created by the bulks of containers and the aisles left for

the ease of loading. While planning to display those photos as soon as
possible, | haven't been able to turn them into a work yet. Yet, whenever |
encounter a container somewhere, my enthusiasm towards this sui generis
world is triggered. This must have been one of the reasons why | feel
excited when | see this work of Sekula and make it imprinted on my mind.

N



bir firtinanin haberini veriyor gibiler ve bunun yarattidy bir tedirginlik s6z
konusu. “Gemi yiksek dalgalarla karsilasirsa konteynerler diiser mi, onun
da 6tesinde gemi batar mi?" gibi olasi sorulann yarattidi bir tekinsizlik hissi
var. Bu safhada Sekula’nin bu galisma ile ne gibi bir kavramsal gergeve
¢izdigini anlamaya galismakta fayda var. Cesitli mallann, paranin, bilginin ve
guictin kiresel degisimi ve hareketi kapsaminda, Sekula; panoramik deniz
manzaralan, denizcilik cihaz ve tasitlaninin yakin plan gérintileri, kargo
konteynerleri, ambarlar, yelkenciler ve tersane isgilerini kaydetmis. Gelismis
kapitalist dinyanin cografyalannda sitregiden seyahatlerde gekilmis bu
fotografa bakarken “gemi batarsa kapitalizm de batar mi?” gibi elestirel bir
soru geliyor kulagma derinlerden.

Ote yandan, Sekula’'nin olagana bir glzelleme yapmay amacladig da
sOylenebilir. Klresel ekonominin isleyis streci iginde bu yolculuklar rutin
sayllan giindelik olaylarken; sanatginin bunu bize aktanm bigim, baglam

ve herkese nasip olmayacak kisisel tanikhigl bunu &zel, biricik bir olay
haline getirmeye yetiyor. Oiagana guzelleme sahsen ¢ok ilgi duydugum

MICHEL REIN paris/srusseLs

Dismal Science: Part 1. Middle Passage. Panorama.
Mid-Atlantic, Kasim / November 1993, From the series, Fish Story serisinden

I'm looking at the photo once more: A boat cruising in the open sea and
the containers are not looking “settled and sturdy” as they looked on

the land at all; instead, they look rather “escrowed”. The clouds we see
beyond are seemingly messengers of a powerful storm and there is tension
in the air caused by the upcoming storm. There is a feeling of uncanny
caused by the questions such as “If the boat runs into extreme waves,

will the containers fall or which is worse, will the boat sink down?” At this
stage, it would be beneficial to make an effort to understand what kind

of a conceptual framework Sekula constructs through this work. In the
scope of the global exchange and movement of various goads, money,
knowledge and power, Sekula recorded panoramic sea views, close shots
of marine devices and vessels, cargo containers, warehouses, sailmen
and dockers. While looking at this photo which was taken during ongoing
cruises in the geography of developed capitalist world, a critical question
such as “Will capitalism also sink down when the boat sinks down?”
comes to my mind from afar.



bir ydnlenme, bu ylzden sanatgi beyanimin belli bir b&limand bu tavir
olusturuyor. Olagana odaklanip, onun alisagelinmis algisini degistirerek
yeni bir idrak énermek bu tavin merkezine oturuyor. Buradan tekrar
endustriye atlamak gerekirse, sanayi yapilannda bulacagimiz ve anonim
bir boyut tasiyan kendine has makine estetiginin de Sekula’nin ilgisini
gektigini distntyorum. Benzer mecralarda dolasan konstriktivist anlayisa
bad ise Lawrence Rinder cok isabetli bir sekilde kuruyor: “Hem stilistik
hem de tematik olarak Sekula’nin islerinde; Sergey Eisenstein’in, Rus
Devrimi esnasinda bahriyedeki ayaklanmay konu edindigi 1925 tarihli
Klasigi ‘Potemkin Zirhlisi’ filmindeki dykisel ve siirsel gdrselligin yansimasini
gdrmek olasl.”

Sanatginin kendisi ise islerine dair su sézleri sarf ediyor: “... Gilles Deleuze;
Amerikall yazar Herman Melville'in Moby Dick adll romaninda tasvir ettigi
anlamda bir ‘gemi’nin; dizen ve dizensizligin, kontrol ve kaosun bulusma
noktasl oldugunu &ne sirer. Sistemsel olarak bakildi@inda, gemi bir
duzen, bir kap numunesidir. Goringlbilimsel boyutta ise gemi bir labirent,
Urkiltlici bir cinnet vesilesi, klostrofobi, kérlik ve boguimadir. ik tahayyil
kaptaninkidir, sonraki de murettebatin. Ancak kaptan da bir insandir ve
kendisi kaosa siriiklenmeye meyilliyken, mirettebat da ayaklanarak
miistereken Ozerk bir yapiya yikselme egilimi iginde olabilir. O halde, gemi
hem kendi igine kapanmis mekéansiz bir heterotopik uzam, hem de ayni
zamanda denizin sonsuzluguna teslim olmus rekabetgi bir gli¢ araci, bir
savas makinesidir.”

1970'lerden bu yana Sekula, belgeci fotografin herhangi bir ideolojik ithaf
olmadan gercedi yansitiyor oldugu iddialanna en gok karsi ¢ikanlardan
birisi oldu. Post-strikturalist ve post-modernist teorilerin etkisini gbz ardi
etmeyen fotografgl, belgeci fotografin mucizevi gergeklik vaadini, “naif
gorenekgilik” olarak adlandirdl. Fotografin 6ziindeki anlamin ancak cesitli
sunum ve kullanim baglamlan gergevesinde degerlendirilebilecegini éne
sUrdu. Gergekgiligi gegersiz bir yaklasim clarak gérdd.
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On the other hand, it could be inferred that Sekula aimed at praising “the
ordinary”. While these journeys are daily incidents considered routine
within the proceeding process of the global economy; the way that the
artist conveys this to us, the context, and his personal witnessing turns it
into a special, unique incident. Praising the ordinary is a tendency in which
I'm personally quite interested; that's why a particular part of my artistic
manifestation is made up of this attitude. Offering a new comprehension by
focusing on the ordinary and changing its usual perception is at the centre
of this attitude. If it is necessary to jump to industry again, | think Sekula is
interested in the partially anonymous and sui generis machine aesthetics
that we can find in the industrial structures. Lawrence Rinder quite
incisively links it to the constructivist understanding which wander around
similar media: “In Sekula's works, it's possible to see both stylistically and
thematically the reflection of narrative and poetic visuality found in the 1925
production classic movie “Battleship Potemkin” by Sergey Eisenstein,
which tells the story of the riot in the navy during the Russian Revolution.”

The artist mentions his works as follows: “... Gilles Deleuze puts forward
that a ‘boat’ in the sense described by American author Herman Melville
in Moby Dick is a meeting point of order and disorder, control and chaos.
Examining systematically, boat is a sample of order, a container. However,
considering phenomenologically, boat is a labyrinth, a creepy reason for
amok, claustrophobia, blindness and drowning. Former imagination is the
one of the captain, the later is the one of the crew. However, the captain
is also a human being and while he tends to be dragged into the chaos,
the crew might also be in a predisposition towards rising up to a jointly
autonomous structure by staging a revolt. This being the case, the boat is
both a heterotypical space without location, retired into its own shell and a
competitive means of power, a war machine which surrendered in to the
infinity of the sea.”

Sekula has been one of the people who opposed to the claims that
documentarist photography reflects reality without any ideological

"0 $%04g

CSAV Laur.

SINGAPORE

Still from The Forgotten Space, 2010
A film essay by Allan Sekula & Noél Burch



(Cagdas fotografa yon veren mihenk taslanndan birisi olarak
degerlendirebilecedimiz Allan Sekula’nin *Dismal Science: Part 1. Middle
Passage. Panorama. Mid-Atlantic. Kasim 1993" adl eseri sliphesiz ki
turistik bir yolculugu belgelemez. Yolda olmanin verdidi 6zglrlik hissi

ile kapitalizmin gii¢ ve kontrol sevdasi arasinda gidip gelen bir ruh halini
aktarmak ister gibidir. Yaziy: bitirirken, “Yol” sergisi konsept metninden

alinti yaparak stireci daha olumiu bir yere tasimak istiyorum: “Simdiye
kadarki yasamimda beni en ¢ok rahatsiz eden konulardan biri; insanin

her daim meveut konumunu, yasam bigimini, politik goristin, ait oldugu
cesitli gruplan bir makam ve tahakk(m araci olarak kullanmasi oldu. Azinlik
konumunda olanlann bile, hakli bir micadele sonrasinda giicl ellering
gegirdiklerinde, magrur ve bagimsiz azinliklar olarak kalmayi tercih etmek
yerine, ellerindeki gligle yetinmeyip goguniuk olmay arzuladiklanni gérdim
siklikla; insanlarin sistemleri yikmak istemelerinin tek nedeninin kendi
sistemlerini insa etmek oldugunu gérdim hayal kinkligi ile. Badimsiz kalmayi
tercih eden bireylerin ise asilikle, aksilikle, dik basliikla suglandigini tecriibe
ettim. Yolda olmak beni bu ylkten, sikintidan, cendereden, sinflandirmadan
kurtanr; bagimsiz hissetmenin en etkin, heyecan verici, keyifli, devingen
yoludur yolda olmak...

Yol bize bulmay 6gretir ya da buldugumuzu sandigmizdan kurtulabilmeyi.
Yola glkmadikga bulma, kurtulma sansimiz daha az olur; hayati
degistirebilecek rastlantilar ancak yoldayken karsimiza gikar. Yoldayken
bulduklarmizla yola gikmadan énce yapilan planlar degisebilir, bu ylizden
de yol aslinda yururken olusur. Yolunu gozlediginiz ¢ikar yolu kesfetmenin
yollanndan biri yola gkmakdir..."
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attribution. Not ignoring the influence of the post-structuralist and post-
modernist theories, the photographer renamed the miraculous promise
of reality by the documentarist photography as “naive conventionalism”,
He suggestted that the essential meaning of the photography can only
be evaluated within the frameworks of various presentation and utilisation
contexts. He considered realism an invalid approach.

Who can be considered one of the benchmarks of contemporary
photography, Allan Sekula's work titled “Dismal Science: Part 1. Middle
Passage. Panorama. Mid-Atlantic. November 1993" does not provide
evidence for a touristical journey, undoubtedly. It seems like it is trying

to convey a mood alternating between the feeling of freedom given by
being on the road and passion of power and control found in capitalism.
While ending my article, | would like to carry the process into a more
positive status by quoting a passage from the conceptual text of the show
“Road": “One of the issues that has most disturbed me in my life so far

is people’s always using their status, life style, political opinion and the
various groups they belong to as a means of position and domination. I've
often seen that even the ones in the position of minority, gaining power
after a rightful struggle, long for being majority instead of settling for the
power in their hands and preferring to stay as independent minorities.

I've been disappointed upon seeing that the reason behind people’s wish
to demolish the system is to build up their own system. I've experienced
that people preferring to stay independent have been accused of being
rebellious, ill-tempered and stubborn. Being on the road sets me free from
this burden, boredom, pressure, classification; being on the road is the
most active, exciting, jolly, dynamic way of feeling independent...

The road teaches us either to find or to get rid of the ones we think we
have found. We have a slighter chance of finding or getting rid of unless we
take the road; we come across coincidences that will change our lives only
on the road. The plans we make before taking the road can change upon
the ones we find on the road; that's why the road comes into being while
we're walking on it. One of the ways of discovering the ‘way out' you've
been waiting for is taking the road...”
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