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Izabela Kopania

Skazy normalnosci

Normalnos¢

Normalno$¢ z pozoru nie sprawia zadnych ktopotow.
Wydaje sie czym$ oczywistym i prostym do zdefinio-
wania. Doskonata wiekszos¢ wspdtczesnych stownikow
i popularnych encyklopedii okresla jg jako stan bycia
prawidtowym, funkcjonowanie wedle powszechnie
przyjetych praw czy w koncu jako stan zdrowia
psychicznego i fizycznego. Nieco gtebszy namyst
nad normalnoscia prowokuje jednak liczne pytania
i rodzi kolejne watpliwosci, poczawszy od proby
okreslenia, co miesci sie w granicach normy oraz
czym jest i co w istocie oznacza bycie normalnym.
Abstrahujac od tego, ze w kazdym kregu kulturowym
normalnos¢ bedzie miata inne wyznaczniki — a wiec
ujawni sie jako pojecie relatywne — zbudowanie jej
substancjalnej definicji okaze sie niemozliwe. Mianem
,normalnego” okreslimy — w istocie mato precyzyjnie —
kogos, czyje zachowania, status, kondycja zdrowotna
i spoteczna nie odbiegajg znaczaco od przecietnosci.
Na marginesie wskazmy od razu paradoks tej defi-
nicji. Podobne rozumowanie - postrzeganie jako
normalnych zachowan spotecznych wystepujacych
z duzg czestotliwoscig - doprowadzito francuskiego
socjologa Emila Durkheima do uznania przestepstw,
jako obecnych w kazdej spotecznosci, za akty normalne’.

! E. Durkheim, The Rules of the Sociological Method, ed. by S. Lukas,
New York 2013, s. 50-100 (wydanie polskie: Zasady metody socjologicznej,
Warszawa 1968).



Izabela Kopania
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Normalligin Defolari

Normallik

Normallik gorindste hicbir problem yaratmiyor gibidir.
Belli ve tanimlanmasi kolay bir seymis gibi gorundr.
GUnUmuz sozldklerinin ve populer ansiklopedilerinin
fevkalade bir cogunlugu onu bir dizgiin olus hali, genel
olarak kabul gérmus yasalara uygun islev gosteris ya da
sonugta bir psikolojik ve fiziksel saglkhlik durumu olarak
belirler. Ancak normallik Gzerine birazcik daha derin
bir distinme, normun sinirlari icerisinde neyin yer alip
almadiginin ve normal olmanin ne demek oldugunun ve
6zde ne anlama geldiginin belirlenmesi denemesinden
baslamak Uzere, akilda ¢ok sayida soru kiskirtmakta
ve yeni yeni kuskular dogurmaktadir. Normalligin her
kilturel cevrede farkl degiskenleri olacagi, yani goreceli
bir kavram olarak ortaya ¢ikacagi bir kenara birakildiginda,
doyurucu bir tanimin yapilmasinin imkansiz oldugu ortaya
cikacaktir. “Normal” derken birini, birinin davranislarini,
statlisinU ve saghgdinin ve toplumsal durumunun
ortalamadan ¢ok fazla sapip sapmadigini - aslinda az
bir tamlikla — belirleriz. Bu tanimin paradoksunu hemen
derkenarda isaret edelim. Benzer bir akil yritme — yani
cok sik araliklarla gérinir olan sosyal davranislarin normal
olarak gorilmesi — Fransiz sosyolog Emile Durkheim’i,
suclar her toplulukta mevcut davranislar olarak normal
eylemler saymaya kadar gétirmastd.!

! E. Durkheim, The Rules of the Sociological Method, editér S. Lukas,
New York 2013, s. 50-100 (Polonya basimi: Zasady metody socjologicznej /
Sosyolojik Metodun llkeleri, Varsova 1968).

Izabela Kopania

The Flaws in Normality

Normality

Seemingly there are no problems with normality.
It appears to be obvious and easy to define. A vast
majority of contemporary dictionaries and popular
encyclopedias describe normality as the condition
of being regular, functioning according to generally
accepted standards or the state of being mentally
and physically healthy. Nevertheless, giving it a little
more thought will surely provoke numerous questions
and raise further doubt, starting from an attempt to
determine the limits of normality as well as what it really
is and what being normal actually means. Leaving aside
the fact that there are different indicators of normality
in different cultural circles, which proves the relativity
of the notion, we will find that creating the substantial
definition of normality is in fact impossible. “Normal”
is the term used to describe (indeed with little precision)
someone whose behaviour, status, health and social
condition do not deviate significantly from the average.
As a side note, it is worth pointing out the paradox
of this definition. A similar line of reasoning, namely
perceiving social behaviours which occur frequently
as normal, once allowed the French sociologist Emile
Durkheim to acknowledge crimes as normal acts for
they are observed in all societies.

! E. Durkheim, The Rules of the Sociological Method, ed. by S. Lukas,
New York 2013, p. 50-100 (Polish edition: Zasady metody socjologicznej,
Warszawa 1968).



Stan normalnosci, tak jak i stan zdrowia, jest modelem
czysto teoretycznym. Zresztg norma i normalnos¢ to
pojecia dobrze zakorzenione w dyskursie medycznym,
zwtaszcza w psychiatrii i pokrewnej jej psychologii
klinicznej. Medykalizacja tych termindw nastapita juz
w poczatkach XIX stulecia, a kluczowa dla éwczesnych
medykow byta nie tyle norma, co odstepstwo od niej
- patologia. Francois-Joseph-Victor Broussais, francuski
lekarz i profesor patologii ogélnej, wprowadzit jg na
szerokg skale do zasobu pojeciowego medycyny,
a francuski filozof Auguste Comte zastosowat w stu-
diach nad spoteczenstwem. Patologia, aberracja i wy-
naturzenie usytuowaty sie na biegunie przeciwlegtym
do normalnosci. Staty sie jej odbiciem, zjawiskiem
symetrycznym i elementem aparatu pojeciowego
stuzgcego do zbudowania jej definicji. Normalnos¢
o wiele tatwiej bowiem okresli¢ za pomocg termindw
i formut negatywnych, wskazujgcych na krag zjawisk
niemieszczacych sie w jej zakresie. Jawi sie ona tym
samym jako zjawisko o charakterze postulatywnym,
a dazenie do normalnosci jest dgzeniem do stanu
pozadanego, na ptaszczyznie wyobrazeniowej maja-
Ccego nawet rysy utopii.

|dea normalnosci zaadaptowana dla potrzeb projektu
Oksymoron normalnosci stanowi swego rodzaju klucz
umozliwiajacy wglad w kondycje i realia spoteczne
dwoch krajow lezacych na wschodnich krancach
Europy. Obok prac, ktorych autorzy przygladaja sie
problemom spotecznym majacym zrédto w polityce
ekonomicznej czy kulturalnej Polski i Turcji, znajdziemy
tu realizacje, ktorych tworcy skupiajg sie na badaniu kwes-
tii fundamentalnych, jak problem zta, mitéw narodowych
czy tozsamosci jednostki i zbiorowosci. Przyjete jako
tytut wystawy sformutowanie ,oksymoron normalnosci’,



Normallik durumu, tipki saglik durumu gibi, sirf kuramsal
bir modeldir. Aslinda norm ve normallik tibbi séylemde,
ozellikle de psikiyatri ve ona akraba klinik psikoloji
soyleminde saglam kok salmis kavramlar. Bu terimlerin
medikalizasyonu XIX. ylzyilin hentiz daha baslarindayken
olmustu ve zamanin tipgilar acisindan normun kendisi,
ondan sapma kadar, yani patoloji kadar kilit nitelikte de
degildi. Fransiz hekim ve genel patoloji hocasi Frangois-
-Joseph-Victor Broussais patolojiyi tibbin kavramsal
dagarcigina genis capta sokarken, Fransiz felsefeci
Auguste Comte da toplum Uzerine yaptigi arastirma-
larda kullanmaktaydi. Patoloji, sapma ve dejenerasyon
normalligin karsit kutbunda konumlaniyordu. Onun bir
yansimasi, simetrik fenomeni ve taniminin kurulmasina
yarayan kavram aparatinin bir unsuru oluyordu. Zira
normalligi, onun kapsami i¢cinde bulunmayan fenomen
dairesini isaret eden olumsuz terim ve formdullerle
tanimlamak ¢ok daha kolaydir. Bdylece o dilek niteligin-
de bir fenomen olarak belirir, normallige yonelmek ise
arzu edilen, hatta imgelem duzleminde Gtopya hatlari
da taslyan bir hale yonelmektir.

Normallik Oksimoronu projesi gereklerine adapte edil-
mis normallik fikri, Avrupa'nin dogu uclarinda bulunan
iki Glkenin durumuna ve sosyal gercekligine bakma
olanagini veren, kendine has bir anahtar oluyor. Burada,
yaraticilarinin kaynaklari Polonya ve Tarkiye'nin iktisadi ya
da kulturel politiginde olan sosyal sorunlara derinlemesine
baktiklari calismalarin yani sira, sanatgilarin kotaluk, ulusal
mitler ya da bireysel ve kitlesel kimlik sorunu gibi temel
konularin incelenmesine odaklandiklari calismalari da
buluyoruz. Sergiye, Bulgar tarih¢i Alexander Kiossev'in bir
metninin bashgina atifla, ad olarak kabul edilen “normallik
oksimoronu” formulu de kendi icinde - esdizimsel,
gramatik, hepsinin 6tesinde de semantik — bir sapma.

A state of normality just like a state of health is a purely
theoretical model. As a matter of fact both norm and
normality are terms, which have been deep-rooted
in medical discourse, especially in psychiatry and the
related clinical psychology. Medicalisation of these terms
occurred in the early nineteenth century. However, the
key term for contemporary physicians was not so much
norm as the deviation from the norm - pathology.
Francois-Joseph-Victor Broussais, the French physician
and professor of general pathology, introduced it into
the medical terminology on a large scale and Auguste
Comte, the French philosopher, applied it in his studies
on society. Normality on one hand and pathology,
aberration and degeneration on the other were placed
on opposite ends of the pole. Pathology, aberration
and degeneration became a reflection of normality,
a symmetrical phenomenon and an element of a
conceptual apparatus used for creating its definition.
For it is much easier to define normality through a set
of negative terms and formulas indicating a spectrum of
phenomena existing out of its realm. As such it appears
to be a phenomenon of postulational nature and striving
after normality is in fact striving after a desired state
which, on an imaginary level, reveals traits of a utopia.

The notion of normality adapted for the needs of the
project The Oxymoron of Normality serves as a key to
an insight into the condition and social realities of two
countries situated on the eastern edges of Europe. The
project includes works that investigate social problems
resulting from economic and cultural policy of Poland
and Turkey but also pieces whose authors focus on
studying fundamental issues like evil, national myths or
individual and collective identity. The phrase “oxymoron
of normality” adopted as the title of the exhibition



nawiazujace do tytutu tekstu butgarskiego historyka
Alexandra Kiosseva, samo w sobie jest aberracjg -
kolokacyjna, gramatyczna, a nade wszystko semantyczna.
Ztozenie to w istocie nie znaczy nic, nie niesie w sobie
spojnego przekazu. Istote oksymoronu, figury retorycznej
zbudowanej z przeciwstawnych znaczeniowo wyra-
zow, dobrze oddaje grecki Zzrodtostow terminu: oxys
(ostry) i moros (tepy). Oksymoronowi, opartemu na za-
sadzie sprzecznosci semantycznej, blisko do paradoksu
- sprzecznego tak znaczeniowo, jak i logicznie?. Na jego
funkcje poznawcza wielokrotnie zwracano juz uwage
- ma sprzyja¢ wydobyciu skomplikowanych senséw,
odstonieciu ukrytych tresci, ujawnieniu dialektycznej
ztozonosci standow i zjawisk®. Przewartosciowanie
pierwotnych znaczen wyrazéw sktadajacych sie na
oksymoron powoduje, iz wbudowana wen sprzecznosc
traci na sile, i pozwala na wydobycie z semantyki takiego
ztozenia nowych wartosci. Méwigc o oksymoronie —
a w konteksécie wystawy o oksymoronach normalnosci
- przygladamy sie zjawiskom, ktére drazg i jatrzg ow
czysto postulatywny stan homeostazy.

Jak wskazat Kiossev, ,normalnos¢” stanowita jedno z klu-
czowych stow dyskursu politycznego obecnego w daw-
nych krajach komunistycznych w momencie, gdy
wazyty sie ich przyszte losy*. W jego obrebie z cata sitg
ujawnita sie tez zyczeniowa natura tego stanu — kondycji
pozadanej, odmiennej od obecnej, aczkolwiek mato

2 . Banowska, Paradoks poetycki i formy pokrewne jako tworzywo
literackie, ,Pamietnik literacki’, XClI, 2001, z. 2, 5. 169-171.

3 W. Chlebda, Oksymoron versus oksymoron, ,Przeglad humanis-
tyczny”, 1984, nr4,s. 131-139.

4 A. Kiossev, The Oxymoron of Normality, tekst na stronie: www.
eurozine.com/articles/2008-01-04-kiossev-en.html (dostep 15.05.2014).



Bu birlesim 6zde hicbir sey ifade etmiyor, kendi i¢inde
tutarh bir mesaj getirmiyor. Oksimoronun anlam olarak
birbirine karsit sézclklerden kurulmus hitabet bigiminin
6zUnd, terimin Yunanca koku iyi yansitmaktadir: oxys
(keskin) ve moros (aptal). Semantik zitlik ilkesine dayali
oksimoron - anlamsal oldugu kadar mantiksal olarak
da celiskili — paradoksa yakindir. Bilissel islevine bircok
kereler dikkat cekilmistir: O, karmasik anlamlarin elde
edilmesine, gizli anlamlarin ac¢iga cikarilmasina, hallerin
ve olgularin diyalektik karmasikliginin agiklanmasina
yarar.?> Oksimoronu olusturan sdzciklerin ilk anlamlarinin
yeniden degerlenmesi, icine kurulmus celiskinin
glcten dismesine neden olur ve bdyle bir kurulumun
semantiginden yeni degerler bulunup ¢ikarilmasina
olanak verir. Oksimorondan — normallik oksimoronlari
Gzerine bir sergi baglaminda - konusurken, safi
dileksel nitelikteki o homeostaz durumunu desen ve
iltihaplandiran olgulari inceleriz.

Kiossev'in gostermis oldugu gibi, “normallik’, eski ko-
munist Ulkelerde, bunlarin gelecekteki yazgilari
belirlenirken var olan siyasi séylemin kilit nitelikteki
sozcUklerinden biri olmustu.* Sinirlarr icinde de bu halin -
pek dyle kesin tanimlanmamis olsa da, arzulanan, mevcut
durumdan farkh bir durumun - dileksel dogasi olanca
glUclyle ortaya ¢ikiyordu. Yeni normallik anlayisinin
bu akicihgini, ozellikle, acik bir sekilde belirlenip rejim

2 . Banowska, Paradoks poetycki i formy pokrewne jako tworzywo
literackie / Edebiyat Malzemesi Olarak Siirsel Paradoks ve Akraba Bicimler,
,Pamietnik literacki’, XCll, 2001, z. 2, 5. 169-171.

3 W. Chlebda, Oksymoron versus oksymoron / Oksimoron kontra
Oksimoron, ,Przeglad humanistyczny”, 1984, nr 4, s. 131-139.

4 A. Kiossev, The Oxymoron of Normality / Normalligin Oksimoronu,
metne http://www.eurozine.com/articles/2008-01-04-kiossev-en.html
sayfasindan erisilmistir (Son erisim: 15.05.2014).

alludes to the title of the text by the Bulgarian historian
Alexander Kiossev. The phrase itself is a collocational,
grammatical and, above all, semantic aberration. This
linguistic formation does not in fact mean anything. It
does not bear a coherent message. The essence of an
oxymoron, a figure of speech composed of contradictory
terms, is best represented by its Greek etymology: oxys
(sharp, pointed) and moros (dull, foolish). Based on the
principle of a semantic contradiction, an oxymoron is
closely related to a paradox, whose nature is contradictory
not only semantically but also logically.? Attention has
been brought to its cognitive function many times,
which has been considered to support the bringing out
of complicated meanings, exposing hidden content as
well as revealing the dialectical complexity of states and
phenomena.? Redefining the original meaning of the
words constituting an oxymoron results in the decrease
in the power of its internal contradiction and enables a
new value to be brought out from the semantics of such
a combination. Speaking of an oxymoron or the oxymora
of normality in the context of the exhibition, we examine
the phenomena, which fester and aggravate this purely
postulational state of homeostasis.

As indicated by Kiossev, “normality” had always been a
key word in the political discourse in former Communist
Bloc countries at the time when their fate was being
played out. This is when the wishful nature of this state

2 . Banowska, Paradoks poetycki i formy pokrewne jako tworzywo
literackie, "Pamietnik literacki’, XClI, 2001, issue 2, p. 169-171.

3 W. Chlebda, Oksymoron versus oksymoron, “Przeglad humanistyczny”,
1984, no. 4, p. 131-139.

4 A Kiossev, The Oxymoron of Normality, text here: http://www.eurozine.
com/articles/2008-01-04-kiossev-en.ntml (accessed: 15.05.2014).



precyzyjnie zdefiniowanej. Owa ptynnosc¢ rozumienia
nowej normalnosci pokazuje zwtaszcza pordéwnanie
z klarownie wyznaczonymi zasadami narzuconymi
spotecznosci funkcjonujacej w realiach rezimowych.
Dana Koleva, przygladajac sie normalnosci w krajach
socjalistycznych, zdefiniowata jg jako obszar, na ktérym
normy wytyczane odgdérnie przez ideologie pokrywaja
sie z tymi wynikajacymi z praktyki zycia spotecznego®.
W sytuacji takiej ,normalnosci” brakuje alternatyw,
scentralizowana wtadza nie znajduje przeciwwagi w spo-
teczeristwie obywatelskim, za to rozcigga kontrole nad
jednostka, okresla jej potrzeby i mozliwosci. Margines
tolerowanych odstepstw jest waski, a sam projekt
zyskuje szanse na realizacje jedynie przez to, ze jednostki
wchodzg w skrojone dla nich role spoteczne. Postulowany
w okresach przewrotowych powrdt do normalnosci miat
wymiar podejmowania nowych funkcji obywatelskich
(albo powrotu do dawnych, ktérych ciggtos¢ przerwana
zostata przez lata niewoli), zorganizowania na nowo
zycia instytucjonalnego, przywrdcenia normalnego
panstwa®. Postulatom tym towarzyszyto symetryczne
hasto powrotu do Europy. Normalnos¢ miata wiec swoj
wzorzec, jakim byt zachodni sasiad oddzielony od bloku
wschodniego zelazna kurtyna. Pojmowanie normalnosci
w Europie Wschodniej byto w oczywisty sposéb wa-
runkowane niepokojami spotecznymi, chaosem admi-
nistracji publicznej i niestabilnos$cig tozsamosci tak
zbiorowej, jak jednostkowej. Oczekiwany stan normal-
nosci miat wymiar wyobrazeniowy i symboliczny, jego
szkielet stanowity naiwne nieco idee wolnosci, prawdy
i sprawiedliwosci. Jak w toku wywodu zauwazyt Kiossev,

5 D. Koleva, Socialist Normality: Euphemization of Power or Profanation
of Power?, w: Negotiating Normality: Everyday Lives in Socialist Institutions,
ed. by D. Koleva, New Jersey 2012, s. XIV.

6 A Kiossev, The Oxymoron of Normality. ..



sartlari icinde islev gosteren topluluga dayatiimis ilke-
lerle yapilan kiyaslama gosterir. Dana Koleva, sosyalist
Ulkelerdeki normalligi incelerken, onu ideoloji tarafindan
yukaridan asagiya belirlenmis normlarin sosyal
yasam pratiginden ¢ikanlariyla 6rttstiga alan olarak
tanimlamisti.® Boéyle bir “normallik” durumunda alternatif
yoktur; merkezilestirilmis iktidarin sivil toplumda
karsi agirhgr bulunmaz, buna karsilik birey Gzerindeki
kontroll genigletir, onun gereksinimlerini ve imkanlarini
belirler. Tolere edilebilir sapmalarin marji dardir, projenin
kendisi ise gergeklesme sansini, eger bireyler onlara
bicilen toplumsal rollere giriyorlarsa, elde eder. Devrim
dénemlerinde talep edilen normallige dénusidn yeni
yurttaslik islevleri Gstlenilmesi (ya da devamliligi esaret
yillari boyunca kesintiye ugramis eski islevlere geri
dondlmesi), kurumsal yasamin yeniden orgUtlenmesi,
normal devletin geri déndudrtlmesi boyutu vardi.® Bu
taleplere simetrik bir Avrupa'ya geri donus slogani eslik
etmekteydi. Dolayisiyla normalligin kendine ait bir modeli
vardi ki bu da Dogu Bloku'ndan demir perdeyle ayriimis
batili komsuydu. Dodu Avrupa'da normalligin kavranis
sartlari acik bir sekilde toplumsal huzursuzluklarla, kamu
yonetimindeki kaos ve gerek kitlesel gerekse bireysel
kimlik istikrarsizligiyla belirlenmekteydi. Beklenen
normallik durumunun imgesel ve sembolik bir boyutu
vardi, iskeletini birazcik naif 6zgurlik, gercek ve adalet
Glkdleri olusturuyordu. Kiossev'in ¢ikarim yaparken
ayrimina varmis oldugu gibi, bircok eski Dogu Bloku
Ulkesi 6rneginde etaplarindan biri Avrupa Birligi'ne giris
olmus normallige adim atis, aslinda Avrupa/normallik

> D. Koleva, Socialist Normality: Euphemization of Power or Profanation
of Power? / Sosyalist Normallik: Glictin Hiisnditabiri mi, yoksa Profanlasmasi
mi?, Negotiating Normality: Everday Lives in Socialist Institutions / Normalligi

Tartisirken: Sosyalist Kurumlarda GUinltik Yasamlar, editér D. Koleva, New
Jersey 2012, s. XIV.

6 A. Kiossev, The Oxymoron of Normality. .

fully revealed itself — the desired condition, different from
the current one, yet defined imprecisely. This fluidity of
understanding the new normality is expressed well by
the comparison to the clearly stated regulations imposed
on a society functioning in the reality of regime. Having
examined normality in socialist countries, Dana Koleva
defines it as the common ground where norms imposed
by ideology meet those springing from the practice
of social life.> This kind of “normality” lacks alternatives;
centralised government does not find a counterbalance
in a civil society, instead it spreads the control over
individuals and defines their needs and possibilities.
The margin of tolerable anomalies is narrow and the
project itself is likely to be realised only due to the
individuals approving of social roles tailored for them.
Returning to normality as postulated in the times of
revolutions meant adopting new social functions (or
going back to the old ones whose continuity had been
interrupted by years of subjugation), reorganising
institutional life anew and restoring the “normal” state.
These demands were accompanied by the symmetrical
watchword: the return to Europe.® And so normality
had its model — the western neighbour separated from
the Eastern Bloc by the Iron Curtain. The perception of
normality in Eastern Europe was obviously conditioned
by the social anxiety, the chaos in public administration
as well as the instability of both collective and individual
identity. The anticipated state of normality was
imaginary and symbolic and had its basis in ideas of
freedom, truth and justice, which were slightly naive.
As Kiossev noticed in his discourse, entering normality,

5 D. Koleva, Socialist Normality: Euphemization of Power or Profanation
of Power?, in: Negotiating Normality: Everyday Lives in Socialist Institutions,
ed. by D. Koleva, New Jersey 2012, p. XIV.

6 A. Kiossev, The Oxymoron of Normality...



wkroczenie w normalnos¢, ktérego jednym z etapdw byto
w wypadku wielu krajow dawnego bloku wschodniego
wstapienie do Unii Europejskiej, prowadzito w istocie do
zderzenia wyobrazen o Europie/normalnosci z realiami
europejskiej polityki spotecznej i ekonomiczne;j.

Wizja normalnosci utozsamianej ze Starym Kontynen-
tem obecna jest zaréwno w polskich, jak i tureckich do-
$wiadczeniach. W wypadku Polski wigzata sie najpierw
7 tesknotg za tym, co za zelazng kurtyna, potem z ak-
cesja do UE, a w koncu z préobami okreslenia pol-
skiej tozsamosci w kontekscie ekonomicznych, cywi-
lizacyjnych i kulturowych osiggnie¢ Starej Europy.
Debaty polityczne wokot wstapienia Turcji do wspdlnoty
europejskiej sa ciggle zywe, a epizody poszukiwania
w Europie Zachodniej punktu odniesienia miaty w tym
kraju miejsce juz duzo wczesniej. Sugestywnie pisze
o tym w jednym z esejéw Orhan Pamuk, charakteryzujac
Europe jako obszar wyobrazony, z jednej strony cel do
osiggniecia i model zycia, z drugiej — zagrozenie’.

Polityczna o$ Wschod-Zachod stanowi jeden z kluczy
rozwazan na temat tozsamosci polskiego spoteczeristwa
po wstapieniu Polski do Unii Europejskiej. Z symbolicznie
nacechowanymi pojeciami geograficznymi wigze sie
szereg wzglednie stabilnych stereotypdw, w odniesieniu
do ktorych Polacy ksztattujg swoje autostereotypy,
a spotecznosci innych krajow europejskich buduja
konwencjonalny obraz Polakéw. Dla przywotanego
wyzej Kiosseva opozycja Wschéd — Zachod stata sie
punktem wyjscia do okreslenia kondycji krajéw post-

7°0. Pamuk, Where is Europe? w: idem, Other Colours. Writings on Life,
Art, Books and Cities, London 2007, s. 189-192 (wydanie polskie: Inne
kolory, Krakow 2012).



tahayyullerinin Avrupa'nin sosyal ve iktisadi politikasinin
gercekleriyle catismasina varmisti.

Yasli Kita ile 6zdeslestirilen bir normallik imgesi hem
Polonya hem de Tirk deneyimlerinde vardir. Polonya
orneginde bu imge 6nce Demir Perde’nin ardinda
olana duyulan 6zlemle, sonra AB'ye katilimla, sonda da
Polonyali kimliginin Yasli Avrupa’nin ekonomi, uygarlik
ve kiltUr alanindaki erisimleri baglaminda belirlenmesi
denemeleriyle baglantihydi. Turkiye'nin birlige girisi
etrafindaki siyasi tartismalar strekli canhdir, Bati Avrupa'da
bir referans noktasi arama epizotlari ise bu tlkede ¢ok
daha éncelerde olmustur. Denemelerinden birinde Orhan
Pamuk bunu, Avrupa'yi bir imgelem alani, bir taraftan
erisilecek bir hedef ve yasam modeli, diger yandan
bir tehdit olarak niteleyerek, carpici bicimde yazar.’

Dogu-Bati siyasi ekseni, Polonya'nin Avrupa Birligi'ne
girisinden sonra Polonya toplumunun kimligi
konusunda yapilan tartismalarin anahtarlarindan biri-
dir. Sembolik olarak isaretlenmis cografi kavramlarla,
Polonyalilarin kendi oto-stereotiplerini sekillendirirken,
Avrupa'nin diger Ulke toplumlarinin da geleneksel
Polonyali imgesini insa ederken baktiklar bir dizi gorece
stereotipe badglanir. Yukarida atif yapilan Kiossev'e
gore, Dogu-Bati karsithgl kominizm sonrasi Ulkelerin
durumlarinin belirlenmesinde bir ¢ikis noktasi olmustur:
Bulgar tarihgi, onlari self-colonizing cultures ("kendi
kendilerini sémurgelestiren kiltdrler”) diye adlandirip
kurucu ozelliklerini de kendini eksiklik Gzerinden

/0. Pamuk, Where is Europe? / Avrupa Nere?, a.g.e. Other Colours.
Writings on Life, Art, Books and Cities / Baska Renkler. Yasam, Sanat,
Kitaplar ve Kentler Uzerine Yazilar, Londra 2007, s. 189-192 (Polonya
baskisi: Inne kolory / Baska Renkler, Krakow 2012).

which for many countries from the former Eastern Bloc
meant joining the European Union in the process, led
in fact to a situation where the preconceptions about
Europe/normality met head-on with the reality of
the European social and economic policy.

The vision of normality identified with the Old
Continent has been present in both Polish and Turkish
experience. For Poles it first meant longing for what
was behind the Iron Curtain, then access to the EU
and finally the attempts to find Polish identity in the
context of the Old Europe’s economic, civilisational and
cultural achievements. Political debates on Turkish EU
access are still relevant and the episodes of searching
frames of reference in Western Europe had taken
place in Turkey much earlier. Orhan Pamuk tackles this
subject in a very suggestive way in one of his essays. He
describes Europe as an imaginary territory: something
to aim for; a model of life on the one hand and a threat
on the other’

The political East-West axis is one of the key notions
considered when discussing the identity of Polish
society after joining the European Union. Symbolically
marked geographical notions are connected with
a number of relatively stable stereotypes. In relation
to these stereotypes, auto-stereotypes are created
by Polish people and the conventional image of
Poles is constructed by societies of other countries.
The aforementioned Kiossev used the East-West

7°0. Pamuk, Where is Europe? in: idem, Other Colours. Writings on Life,
Art, Books and Cities, London 2007, p. 189-192 (Polish edition: Inne kolory,
Krakéw 2012).
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Jadwiga Sawicka
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komunistycznych — butgarski historyk nazwat je mianem
self-colonizing cultures (,samokolonizujacych sie kultur”),
a za ich cechy konstytutywne uznat definiowanie siebie
poprzez brak (Europa/Zachod jest wszystkim, czym
nie jestesmy my) oraz dobrowolne, niewarunkowane
klasycznymi relacjami kolonialnymi przejmowanie
zachodnich wzoréw cywilizacyjnych, apriorycznie
uznawanych za wyzsze, przy jednoczesnym uznaniu ich
za wartosci obce, nie wiasne®. Sytuacje takiej zaleznosci
Kiossev nazywa hegemoniag wolna od dominacji.

Metody badan postkolonialnych staty sie jednym z na-
rzedzi opisu polskiej rzeczywistosci spotecznej, jak tez
powstajgcych w jej ramach wypowiedzi kulturowych?’.
Do tego dyskursu — ujawniajacego ukryte w literaturze,
teatrze czy sztukach plastycznych korzenie aberracji
ksztattujacych kondycje wspoétczesnego spoteczenstwa
- siega Jadwiga Sawicka. W instalacji Maria Janion
(2014) przywotuje dzieto literaturoznawczyni, postaci na
gruncie polskim emblematycznej dla tego typu studiow,
ktéra na potrzeby analiz idei romantycznych i ich
aktualnos$ci w dzisiejszym spoteczenstwie zaadaptowata
tezy wypracowane przez Edwarda Saida do badan
nad europejskim orientalizmem. Prace Janion naleza
do kanonicznych rozpraw zmagajacych sie z mitami
narodowymi, mentalnoscig, zbiorowym poczuciem
wyzszosci i nizszosci. W Niesamowitej Stowianiszczyznie
(2006) badaczka pisata wprost o wtasciwym Polakom

8 A. Kiossev, Notes on the Self-Colonising Cultures, tekst dostepny
na stronie: www.kultura.bg/media/my_html/biblioteka/bgvntgrd/
e_akhtm (dostep: 15.05.2014); idem, The Self-Colonizing Metaphor, tekst
dostepny na stronie: www.monumenttotransformation.org/atlas-of-
transformation/htmi/s/self-colonization/the-self-colonizing-metaphor-
alexander-kiossev.html (dostep: 15.05.2014).

° Na temat tego typu badan patrz: A. Chmielewska, Czy i jak mozemy
korzystac z badan postkolonialnych?, w: Perspektywa (post)kolonialna
w kulturze, red. E. Partyga, J.M. Sosnowska, T. Zadrozny, Warszawa 2012,
s. 15-27.Tam tez podstawowa literatura przedmiotu.



tanimlama (Avrupa/Bati bizim olmadigimiz her seydir)
ve Bati medeniyetinin a priori olarak yUksek kabul edilen
drneklerini, bir yandan onlari yabanci, kendinin olmayan
bilirken, gonullu olarak, klasik somurge iliskilerine bagh
olmaksizin alma saymistir.® Kiossev, bu tur bir bagimlilik
durumunu egemenlikten bagimsiz hegemonya diye
adlandirir.

Sémdrge sonrasi arastirma metotlari Polonya toplumsal
gergekligini oldugu kadar onun cercevesinde olusan
klturel sdylemleri de agiklama araglarindan biri olmustu.®
iste Jadwiga Sawicka — sapmanin edebiyatta, tiyatroda
ya da gorsel sanatlarda gizlenmis kdklerini agiga ¢ikartan
- bu séyleme basvurur. Maria Janion enstalasyonunda
(2014) Edward Said tarafindan Avrupa sarkiyatcihgi
arastirmalari icin ortaya konulmus tezleri romantizm
Glkdlerinin ve bunlarin ginimuz toplumundaki
glncelliklerinin incelenebilmesiamaciyla adapte etmis bir
edebiyat bilimcinin, Polonya temelinde bu tip ¢alismalar
icin amblem olmus bir kisiligin eserine gonderme
yapar. Janion'un calismalari ulusal mitlerle, zihniyetle,
kitlesel Gstinluk ve asagilik duygusuyla micadele eden
kanonik tartismalardandir. Kadin arastirmaci, Inaniimaz
[slavizm’de (2006) Bati karsisinda Polonyalilara 6zgu
asagihk duygusunu, onlarin bir yandan Dogulu olani

8 A. Kiossev, Notes on the Self-Colonising Cultures / Kendi Kendilerini
Kolonilestiren Kiiltiirler Uzerine Notlar, metne http://kultura.bg/media/
my_html/biblioteka/bgvntgrd/e_ak.htm adresinden erisilmektedir
(Son erisim: 15.05.2014); a.g.e., The Self-Colonizing Metaphor / Kendini
Kolonilestirme Mecazi, metne http://monumenttotransformation.org/
atlas-of-transformation/htmil/s/self-colonization/the-self-colonizing-
metaphor-alexander-kiossev.html adresindeki sayfada erisilebilir (Son
erisim: 15.05.2014).

9 Bu tip calismalar icin bkz.: A. Chmielewska, Czy i jak mozemy korzystac
z badari postkolonialnych? / S6mtirge Sonrasi Dénem Arastirmalarindan
Yararlanabilir miyiz ve Nasil Yararlanabiliriz?, Perpektywa (post)kolonialna w
kulturze / Kilttirde Sémiirgecilik (Sonrasi) Perspektifi baslikli calismada, der.:
E. Patryga, J.M. Sosnowska, T. Zadrozny, Varsova 2012, s. 15-27. Konunun
temel literatlrii de ayni yerdedir.

opposition as a starting point for defining the condition
of the postcommunist countries. The Bulgarian historian
called them self-colonising cultures.®

Postcolonial research methods have become one of the
instruments used to describe Polish social reality, as well
as the cultural statements arising within its boundaries.®
This discourse - revealing the roots of aberrations,
hidden in literature, theatre or visual arts, that shape the
condition of contemporary society — is used by Jadwiga
Sawicka. In the installation Maria Janion (2014) she
refers to the work of a literary scholar, an emblematic
figure on the Polish ground for these types of studies,
who for the purpose of the analysis of the romantic
ideas adopted the thesis developed by Edward Said for
the studies of European Orientalism. Janion’s writings
belong to a canonical treatises dealing with national
myths, mentality, and collective feeling of superiority and
inferiority. In Niesamowita Stowiariszczyzna [Uncanny
Slavdom] (2006) the researcher wrote directly about
a common tendency for Poles to feel inferior to the West,
about their sensation of inability to overcome their own
deficiencies whilst despising everything that is Eastern
and a paradoxical sense of moral superiority over the
decayed West. Janion sees the sources of split identity
and national complexes in the constant negation and
displacement of Slavic heritage, and an internalised need
to strive to Old Europe. Examining, from the perspective

8 A. Kiossev, Notes on the Self-Colonising Cultures, text available
here: www.kultura.bg/media/my_html/biblioteka/bgvntgrd/e_
ak.htm (accessed: 15.05.2014); idem, The Self-Colonizing Metaphor, text
can be found here: http://monumenttotransformation.org/atlas-of-
transformation/htmi/s/self-colonization/the-self-colonizing-metaphor-
alexander-kiossev.html (accessed: 15.05.2014).

9See: A. Chmielewska, Czy i jak mozemy korzysta¢ z badan
postkolonialnych?, in: Perspektywa (post)kolonialna w kulturze, ed. by
E. Partyga, J.M. Sosnowska, T. Zadrozny, Warszawa 2012, p. 15-27. Basic
literature can be found there.



odczuciu nizszosci wobec Zachodu, o ich uwiktaniu
w poczucie niemoznosci pokonania wtasnych brakow
przy jednoczesnej pogardzie wobec tego, co wschodnie,
i paradoksalnym poczuciu moralnej wyzszosci nad
zepsutym Zachodem. Zrodet tozsamosciowego
rozszczepienia i narodowych komplekséw Janion
upatruje w nieustannym negowaniu i wypieraniu
stowianiskiego dziedzictwa oraz w uwewnetrznione;j
potrzebie dazenia do starej Europy. Przygladajac sie
fundamentalnemu z perspektywy rozwazar nad
normalnoscig zagadnieniu miejsca Polski na mentalnej
mapie Europy, Sawicka siegneta do innej pracy Janion -
zbioru esejow Do Europy: tak, ale razem z naszymi umar-
fymi (2000). Juz w tej publikacji, wydanej jeszcze przed
akcesem Polski do UE, badaczka pisata o koniecznosci
przepracowania przesztosci (romantycznego mesja-
nizmu czy relacji polsko-zydowskich) i zaakceptowania
wschodnich korzeni — jako o warunkach niezbednych
dla zbudowania tozsamosci zintegrowanej, beda-
cej gwarantem stabilnego funkcjonowania w nowej
rzeczywistosci. Z ksigzki Janion artystka wybrata
kluczowe dla wywoddéw cytaty, fragmenty analiz
zawierajgcych diagnozy spoteczne, ktére wtaczyta
w obreb stworzonych przez siebie ksigzek-obiektow.
Towarzysza im kolaze zbudowane ze zdje¢ szarych,
pomazanych i odrapanych muréw i wyjetych z kon-
tekstu, wydrukowanych na charakterystycznym cielistym
tle zwieztych sformutowan z esejow badaczki. Napisy
i symbole oddajace nastroje zycia ulicy, zestawione
z wyrazistymi w wymowie komunikatami (,zycie jest
gdzie indziej", ,Nardd i ojczyzna’, ,nikt nas juz nie be-
dzie kochat”), staja sie tu znakiem spotecznosci nie-
dowartosciowanej, naznaczonej nieprzepracowang
przesztoscia, wykluczonej.



hor gorlp, bir yandan da bozulmus Bati karsisinda
paradoksal bir ahlaki Gstinlik duygusu yasarlarken,
kendi eksikliklerini alt edememe duygusuna dolanip
kalmishklarini agikga yazmistir. Janion, kimlik boldnmesi
ve ulusal komplekslerin kaynaklarini islav mirasinin
kesintisiz reddi ve 6telenmesinde ve i¢sellestiriimis
bir eski Avrupa'yl hedefleme gereksiniminde gorir.
Sawicka, normallik Gzerine yapilan ¢6zimlemelerin
perspektifinden temel nitelikte olan, Polonya’nin Avrupa
zihinsel haritasinda yeri nedir muammasini incelerken,
Janion'un baska bir ¢calismasindan da — Avrupa’ya: Evet,
ama 6lmuslerimizle beraber (2000) bashkli deneme
seckisinden - yararlanmistir. Arastirmaci, Polonya heniz
AB'ye girmemisken yayinlanan o yayininda bile, yeni
gerceklikte istikrarli isleyisin garantord olan entegre
bir kimlik insasi icin gerekli sartlar olarak ge¢misin
(romantik Mesihciligin ya da Polonya-Yahudi iliskilerinin)
yeniden calisiimasi ve dogulu kokenlerin kabul edilmesi
zorunlulugunu yazmisti. Sanatgl, Janion’un kitabindan
soyleyecekleri icin kilit nitelikte alintilari, toplumsal
tanilar iceren analiz parcalari secip olusturdugu kitap-
-obje dairesi icine katmistir. Bunlara kararmis, lekeli ve
cizik cizik duvarlarin ve arastirmacinin denemelerinden,
baglamindan koparilip karakteristik bir ten rengi fona
basiimis 6zIU sézlerinin fotograflarindan olusturulmus
kolajlar eslik etmektedir. Sokaktaki yasamin havasini veren
ifadede net bildirilerle birlestirilmis altyazi ve semboller
("hayat baska yerde”, “Millet ve Vatan’, “artik kimse bizi
sevmeyecek”) burada g6z ardi edilmis, Gzerinde yeniden
calisiilmamis bir ge¢misle damgalanmis, disarida
birakilmis bir toplulugun isareti olmaktadir.

Bu tdrden bir grubun durumunu, Konrad Smolenski'nin
enstalasyonu, birazcik daha sembolik, ama daha az
tarihsel ve baglamina yerlesmis sekilde anlatmaktadir.

of considerations of normality, the fundamental issue of
the position of Poland on an attitudinal map of Europe,
Sawicka referred to another Janion’s work — a collection
of essays Do Europy: tak, ale razem z naszymi umartymi
[To Europe: Yes, but Together with our Dead] (2000).
In that work, published before the accession of Poland
to EU, the researcher wrote about the necessity of going
through the past (romantic messianism or the Polish-
-Jewish relationships) and accepting the eastern origins
- as an inevitable condition for building an integrated
identity that is the guarantor of a stable functioning
in new reality. The artist selected the key quotes from
Janion’s book, fragments of analysis containing social
diagnoses, which she included in the range of books-
-objects created by herself. They are accompanied
with collages made of grey photographs of grungy
and shabby walls, and taken out of context, printed
on a characteristic flesh-coloured background, precise
expressions from the researcher’s essays. Statements and
symbols depicting the mood of the street life, together
with expressive announcements (“life is somewhere
else”, “The nation and the country”, “nobody will love
us anymore”), become here the sign of an undervalued
community, marked by the past and excluded.

The condition of the aforementioned group is also
presented by the installation of Konrad Smolenski,
in a more symbolic, and less historical and contextualised
way. Volume Unit (2014) is a makeshift construction built
from sound signal gauges mounted to a stand. Electricity
is sent to the gauges by means of four channels which
are connected and disconnected by electrical drivers in
due time. Meters register a whole spectrum of voltages,
different levels of load. The indicator exceeds the scale
when the voltage is too high, when it is low it goes down



Konrad Smolenski
Volume Unit, 2014

W nieco bardziej symboliczny, a mniej historyczny i osa-
dzony w kontekscie sposdb mowi o kondycji takiej grupy
instalacja Konrada Smolenskiego. Volume Unit (2014)
to prowizoryczna konstrukcja zbudowana z przymo-
cowanych do statywu wskaznikéw wysterowania sygnatu
dZzwiekowego. Za posrednictwem czterech kanatow,
w odpowiednim czasie wiaczanych i roztaczanych za
pomocga sterownikéw, dociera do nich prad przesytany
z generatora czestotliwosci. Mierniki rejestruja cate
spektrum napiec, rézne poziomy obcigzenia. Wskazowka
przekracza skale przy napieciu zbyt wysokim, przy
niskim opada do zera, a miedzy dwiema skrajnosciami
dochodzi do licznych kompromiséw, rozdzielania
napiecia na kilka wskaznikow, przejmowania mocy
przez zespolone ze sobg urzadzenia. W niestabilnej
tozsamosciowo zbiorowosci stany ekstremalnej depresji
przechodzg w rozedrgang manie, a stymulowane
zewnetrznie posrednie stadia, mieszczace sie w gra-
nicach normy, stanowig warunek spotecznego, eko-
nomicznego i politycznego funkcjonowania grupy.

Prace Sawickiej i Smolenskiego wyznaczaja dwa bieguny
mowienia o normalnosci: polityczny, silnie osadzony
w realiach i sferze symbolicznych napie¢ dwdch krajéow
znajdujacych sie na obrzezach politycznie pojmowanej
Europy, i metafizyczny, odwotujacy sie do kwestii
uniwersalnych, nierzadko ukrytych pod powtoka
spotecznego i historycznego kontekstu.

Stworzona na potrzeby projektu mapa zjawisk uznanych
za aberracje, skfadajacych sie na negatywng definicje
normalnosci, wyrosta przede wszystkim na gruncie
obserwacji zachowan spotecznych, wyznawanych
wartosci, obecnych w zbiorowej wyobrazni stereotypow



Volume Unit (2014), bir tripoda sabitlenmis ses sinyali
glrlik gostergelerinden kurulmus bir egreti kons-
truksiyon. Frekans jeneratdériinden gelen akim bunlara,
sUrlciler sayesinde uygun zamaninda acilip-kapanan
dort kanal aracihgiyla ulasir. Gostergeler gerilim
spektrumunun tamamini, cesitli yuk dizeylerini
kaydetmektedir. Gosterge haddinden yiksek bir
gerilimde olcedi asip gecer, dusik gerilimde sifira
duserken, bu iki asinligin arasinda ¢ok sayida uzlas-
maya, gerilimin birka¢ gostergeye bolinmesine,
glUcun birbirleriyle birlestirilmis cihazlar tarafindan
devralinmasina varilir. Kimlik anlaminda istikrarli olmayan
bir kitlede u¢ depresyon durumlari zangir zangir titreyen
bir manyakliga gecis yapar, disaridan dolayli olarak
kiskirtilmis, normun sinirlarinda birbirlerine karisan
asamalar ise grubun sosyal, iktisadi ve siyasi acilardan
is gorebilmesinin sarti olur.

Sawicka ve Smolenski'nin calismalari normallikten
s6z etmenin iki kutbunu isaretlemektedir: Realitenin
ve siyaseten kavranan bir Avrupa’nin ug¢ noktalarinda
bulunan iki tGlkenin sembolik gerilimleri alani igine
saglam oturtturulmus siyasi kutup ve cogu kez toplumsal
ve tarihi baglam ortUsu altinda gizli evrensel konulara
atif yapan sembolik kutup.

Normalligin olumsuz tanimini olusturan, sapma olarak
kabul edilen olgularin proje gerekleri icin hazirlanmis
haritasi, dncelikle toplumsal davranislarin, bagl olunan
degerlerin, kitlesel imgelemde mevcut stereotip ve oto-
-stereotiplerin goézlemi temelinde boy atti. Kiltdrlin ana
akimi disinda bulunan kulttrel miras unsurlari konusu,
Polonyali kimliginde kurucu &zellikler sayilan dindarlik

to zero, and there are plenty of compromises between
the two extremes, voltage separation on several gauges,
taking the power over by the combined devices. In an
unstable community in regard to its identity the states
of extreme depression change into quivering obsession,
and externally stimulated intermediate stages that are
within the limits of what is normal, constitute a social,
economic and political condition on which a group
functions.

Sawicka's and Smolenski's works define polar opposites
when it comes to the subject of normality: political,
strongly placed in reality and the sphere of symbolical
tension of two countries located on the edges of
politically perceived Europe, and metaphysical, referring
to universal issues, frequently hidden under the surface
of social and historical context.

Created for the needs of the project, the map of phe-
nomena regarded as aberrations, consisting a negative
definition of normality, arose mainly from observations
of social behaviour, professed values, stereotypes and
self-stereotypes present in the collective imagination.
The question of the element of the heritage being
beyond the mainstream of culture, the problem of
religiousness and patriotism, regarded as constitutive
feature of Polish identity, the issue of the collective taste
of Poles as well as the place of culture in the policy of
the country — became a starting point to expose the
appearance of normality.

The processes of forgetting and denying realised on
many grounds, along with inevitable consequences of
cultural and economic transformations are presented
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Franciszek Ortowski
Studium z pamieci, 2014
Bellek ¢alismasi, 2014

A study of memory, 2014

Can Altay

Postument w ksztatcie kwiatu lotosu
przetworzony cyfrowo z tekstem
,The Meaning of Vietnam”
Chomskyego, 2014

Chomsky'nin “Vietnam’in Anlami”
basliklr metniyle birlikte dijital olarak
islenmis lotus cicegi heykeli, 2014

Lotus flower pedestal databent
with “The Meaning of Vietnam”
by Chomsky, 2014

i autostereotypow. Kwestia elementow dziedzictwa
znajdujacych sie poza gtéwnym nurtem kultury,
problem religijnosci i patriotyzmu, uznawanych za
cechy konstytutywne polskiej tozsamosci, zagadnienie
zbiorowego gustu Polakéw jak tez miejsca kultury
w polityce panstwa — staty sie punktem wyjscia do
zdemaskowania pozoréw normalnosci.

O toczacych sie na wielu ptaszczyznach procesach
zapominania i wypierania, jak tez o nieuchronnych
konsekwencjach przemian kulturowych i ekonomicznych
mowi wideo Studium z pamieci (2014) Franciszka
Ortowskiego, zrealizowane w Biatostockim Muzeum
Wsi. Do jednej z chat wprowadzeni zostali pracownicy
firmy profesjonalnie zajmujacej sie sprzataniem i przy
uzyciu nowoczesnych sprzetdw, kontrastujacych
z archaicznym wyposazeniem domu, wyczyscili
wnetrze. Gest porzadkowania kolejnych izb ma
podwodjng wymowe. Z jednej strony usuwanie
kurzu jest réwnoznaczne z charakterystyczna dla
ponowoczesnosci puryfikacjg przestrzeni, a tym samym
ze zdzieraniem kolejnych warstw znaczen, $ladéw zycia
obiektéw, ich biografii narastajgcej niemal niezaleznie
od toczacego sie zycia uniwersum cztowieka. Z dru-
giej — mechaniczne czyszczenie kultury ludowej rozu-
mie¢ mozna jako spychanie jej autentyzmu do lamu-
sa, zamykanie w ramach traktowanych z przymru-
zeniem oka skansenéw, wydobywanie z jej dorobku
tylko tych elementow, ktore zreinterpretowane
przystajag do nowoczesnej, zwykle popkulturowej
wizji. Istotny fragment spuscizny, a wrecz, jak niegdys
uwazano, korzenie kultury polskiej dzielg los innych
nieprzepracowanych elementéw dorobku, ustepujac
miejsca przejmowanym wartos$ciom globalnym.



ve vatanseverlik sorunu, Polonyalilarin kolektif begeni
sorunsall kadar devlet politikasinda kultarin yeri de
normallik goérintmlerinin maskesinin didsirtlmesinde
bir ¢cikis noktasi oldu.

Franciszek Ortowski'nin Biatystok Koy Mizesi'nde
gosterimi yapilmis Studium z pamieci / Bellek ¢alismasi
(2014) baslikh videosu, bircok duzlemde devam edip
gitmekteki unutus ve 6telemeyi oldugu kadar kultdrel ve
ekonomik degisimlerin dnline gecilemez sonuglarini da
anlatmaktadir: Koy evlerinden birine profesyonel olarak
temizlik isleri yapan bir sirketin ¢alisanlari sokulmus
ve evin arkaik demirbas esyalariyla tezat olusturan
modern aygitlar kullanarak iceriyi temizlemislerdir.
Birbirlerini izleyen odalarin derlenip toplanmasi jestinin
ikili bir anlami vardir. Evin tozunun alinmasi bir yandan
postmodernite icin karakteristik bir mekan aritimiyla,
boylece de nesnelerin anlamlarinin, yasamdaki izlerinin,
sUrlp gitmekteki insan evreninin yasantisindan handiyse
bagimsiz boy verip giden biyografilerinin yeni yeni
katmanlarinin silkelenip alinmasiyla esanlamhdir. Diger
yandan; halk kultirintn mekanik sekilde temizlenmesi
onun otantikliginin bir depoya tikilmasi, olsa da olur,
olmasa da olur gibisinden goérilen acgik hava muzelerinin
cercevesi icine kapatilmasi, birikiminden yalnizca
yeniden yorumlanmalari modern, genelde popkdlturel
bir vizyona uygun olacaklarin ¢ekilip alinmasi seklinde
de anlasilabilir. Polonya kdltirinin temel bir pargasi,
hatta zamaninda sayildigi sekliyle, kokleri, birikiminin
islenmemis diger unsurlarinin yazgisini paylasir.

Can Altay'in Sealed reports / Mihtirlenmis raporlar (2014)
serisinden baskilari da ayni kategorilerde gorilebilir.
Bu baglamda o&zellikle Lotus flower pedestal data-
bent with "The Meaning of Vietnham” by Chomsky /
Chomsky'nin "Vietnam'in Anlami” baslikli metniyle birlikte

in the video A study of memory (2014) by Franciszek
Ortowski, made in The Museum of the Village in
Biatystok. Workers from a professional cleaning
company were taken into of the cottages and using
modern equipment, which was in contrast with the
archaic household furnishings, they cleaned the inside.
The gesture of tidying up consecutive chambers has
a double meaning. On one hand dusting is tantamount
to a typical for postmodern purification of space, and
at the same time it tears other layers of meanings,
traces of life of the objects, their biography growing
almost independently from ongoing human life.
On the other hand — mechanical cleaning of folk culture
can be interpreted as throwing its authenticity on the
scrapheap, closing it in disregarded ethnographic
museums, taking only these elements from its ceuvre
that after reinterpretation match the modern, usually
pop cultural vision. An important element of the legacy,
or what is more, as once considered the roots of Polish
culture share a lot with other elements of the heritage,
giving space to the overcoming global values.

Sealed reports (2014) by Can Altay can also be per-
ceived in similar categories. In this context Lotus flower
pedestal databent with "The Meaning of Vietnam” by
Chomsky is special. The photograph presenting the
plinth in the shape of a lotus flower in the temple, in
the Vietnamese Culture Centre “Thang Long” was made
by Altay during his stay in Warsaw (2010). The Centre
together with the temple were destroyed soon after, due
to the organisation of Euro 2012 and the construction
of the National Stadium. The photograph shows the
moment just before the demolition of the building,
after the Viethamese removed the figure of a Buddhist
goddess from the plinth. This picture, being evidence



Franciszek Ortowski

,NIECH ZSTAPI DUCH TWOJ! NIECH
ZSTAPI DUCH TWOJ | ODNOWI OBLICZE
ZIEMI - TEJ ZIEMII; 2006

“INSIN RUH'UN SENIN!INSIN RUH'UN
SENIN VE YENILESIN YOZUNU YERIN! BU
YERIN!”, 2006

"LET YOUR SPIRIT DESCEND! LET YOUR
SPIRIT DESCEND AND RENEW THE
FACE OF THE EARTH, THE FACE OF THIS
LAND!", 2006

W podobnych kategoriach mozna widzie¢ takze
wydruki z cyklu Zapieczetowane raporty (2014) Cana
Altaya. Szczegdlny jest w tym kontekscie zwtaszcza
Postument w ksztatcie kwiatu lotosu przetworzony cyf-
rowo z tekstem ,The Meaning of Vietnam” Chomsky‘ego.
Zdjecie przedstawiajace pusty piedestat w swigtyni
w Centrum Kultury Wietnamskiej ,Thang Long” zostato
wykonane przez Altaya w trakcie jego rezydencji
w Warszawie (2010). Centrum wraz ze $wiatynig
zostaty wkrétce zniszczone w zwigzku z organi-
zacja Euro 2012 i budowg Stadionu Narodowego.
Na fotografii zostat uchwycony moment przed roz-
biorka obiektu, juz po usunieciu przez Wietnamczykow
figury buddyjskiej bogini z chronigcego jg postumentu
w ksztatcie kwiatu lotosu. Obraz ten, dokumentujacy
wptyw intensywnej rewitalizacji zaniedbanych obsza-
row miasta na spotecznos¢ wietnamska, zostat przez
artyste niemal niezauwazalnie przetworzony poprzez
cyfrowe wprowadzenie tekstu Noama Chomsky'ego (1975)
odnoszacego sie do polityki Stanéw Zjednoczonych
wobec Azji Potudniowo-Wschodniej. W ujeciu Altaya
lokalne przegrywa w starciu z globalnym, mniejszos¢
z wiekszoscig, duchowa oaza Wietnamczykdw ustepu-
je pod naporem ekonomii i prestizu, mieszczacych sie
w ramach wyobrazen o zachodnich standardach.

Obiekt Franciszka Ortowskiego (2006) — opatrzony
stowami Jana Pawta Il wypowiedzianymi podczas
pielgrzymki do Polski w 1979 roku - jest nie tyle
rezultatem bezposrednich rozwazan na temat prze-
jawow stereotypowej wrecz polskiej religijnosci,
co komentarzem na temat obecnosci w spoteczenstwie
pierwiastkéw duchowych. Wielokrotnie przywotywany
fragment homilii: ,Niech zstapi Duch Twdj! Niech
zstapi Duch Twdj i odnowi oblicze ziemi. Tej ziemil”,



dijital olarak islenmis lotus ¢icegi heykeli dzeldir. Viet-
nam Kultdr Merkezi ,Thang Long"daki mabette bulunan
lotus cicedi seklindeki kaideyi gosteren fotograf, Altay
tarafindan, Varsova'da oturdugu dénemde cekilmis
(2010). Mabetle birlikte merkez de bundan kisa bir
sUre sonra, Euro 2012'nin organizasyonu ve Ulusal
Stadyum insasina bagh olarak yikildi. Fotografta
binanin yikilmasindan 6nce, Vietnamlilarin Buda
tanrigas! figlrdnd onu koruyan kaideden artik kaldirmig
olduklar bir an yakalanmis. Kentin Vietnam toplumuna
ayrilmis bakimsiz alanlarinin yogun sekilde yeniden
canlandiriimasi etkisini belgeleyen bu resim, sanatgi
tarafindan, igcine Noam Chomsky’'nin Birlesik Devletler'in
Glneydogu Asya politikasina iliskin bir metninin dijital
olarak sokulmasiyla, handiyse fark edilmeyecek bir
sekilde islenmis. Altay'in kavrayisinda yerel olan kireselle,
azinlk cogunlukla olan micadelesinde yenilmektedir;
Vietnamlilarin manevi vahasi, Bati standartlarina dair
algilarin cercevesi icinde yer alan itibar ve ekonominin
baskisi karsisinda geri ¢cekilmektedir.

Franciszek Ortowski'nin, Gzerinde Il. Jean Paul’'Un
Polonya'ya 1979'da yaptigi hac ziyareti sirasinda soyledigi
sozlerin yazilmis oldugu objesi, Polonya’nin dipediz
klise dindarliginin tezahdrleri Gzerine dogrudan yapilmis
akil yurttmelerin sonucu olmaktan daha fazla, toplumda
manevi elementlerin mevcudiyetine iliskin bir yorumdur.
Vaazin, bircok kereler atifta bulunulmus bir manevi
mesaj — yenilenme ¢agrisi — boyutu oldugu kadar, (o
tarihlerde Polonya'da iktidarda olan rejim ag¢isindan
da) siyasi mesaj niteligi de olan b&limu, “Insin Ruh’un
Senin! Insin Ruh’un Senin ve yenilesin yiizind yerin! Bu
yerin!’, yeni bir araba lastiginin sirtina kabartma harflerle
yazilmistir. Ortowski'nin Polonyalilar i¢in sembolik olan
cimleyi kullanis tarzi, onun hem dini ve hem de sekuler

of the influence of an intense revitalisation of squalid
parts of the town on the Vietnamese community, was
almost imperceptibly processed by digitally adding
Noam Chomsky's (1975) text, referring to the policy of
the United States towards South-East Asia. In Altay’s
shot local is defeated by global, minority by majority,
Vietnamese spiritual oasis gives in to the pressure
of economy and prestige, which are within the notion
of western standards.

The object of Franciszek Ortowski (2006) — bearing the
words said by John Paul Il during his pilgrimage to Po-
land in 1979 —is not only a result of indirect deliberations
on the aspects of stereotypical Polish religiousness, but
a commentary on the presence of spiritual elements in
society. The often-cited fragment of this homily: “Let
your Spirit descend! Let your Spirit descend and renew
the face of the earth, the face of this land!", having both
the spiritual meaning - a call for revival - and political
(because of the political system in Poland at that
time), was embossed on a new tyre tread. The way
that Ortowski used such a symbolical sentence for
Poles, allows for an interpretation in two categories,
that is religious spirituality, but also secular. Words
themselves along with the artist's gestures reveal the
values dominating in society, the values related to
the material sphere of life, the well-being regarded as
luxurious goods and lush consumption.

The issue of faith and religion is presented from a dif-
ferent perspective by Piotr Wysocki in his multimedia
sculpture The Cross (2011). This is related to the cross
which was spontaneously set on Krakowskie Przed-
miescie in Warsaw during the time of mourning for
the victims of the Polish plane crash with the national
delegation to Smolensk. Video material shown on
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Piotr Wysocki

Krzyz, 2011
Hag, 2011
The Cross, 2011

Oskar Dawicki

To nie jest flaga, 2014
Bu bir bayrak dedil, 2014
This is not a flag, 2014

majacy wymiar tak przekazu duchowego — wezwania do
odnowy — jak i przestania politycznego (ze wzgledu na
panujgcy wowczas w Polsce ustrdj), zostat wyttoczony
na biezniku nowej opony. Sposdb, w jaki Ortowski
wykorzystat symboliczne dla Polakéw zdanie, pozwala
odczytywac je zaréwno w kategoriach duchowosci
religijnej, jak i Swieckiej. Same stowa, jak i gest artysty
demaskujg dominujace w spoteczeristwie wartosci
wigzane z materialng sferg funkcjonowania, dobrobytem
utozsamianym z dobrami luksusowymi i rozbuchang
konsumpcja.

Z nieco innego punktu widzenia kwestie wiary i religii
ujmuje Piotr Wysocki w swojej rzezbie multimedialnej
Krzyz (2011), nawiazujacej do krzyza spontanicznie
ustawionego na Krakowskim Przedmiesciu w Warszawie
w czasie zatoby po ofiarach katastrofy polskiego
samolotu z delegacja panstwowa pod Smolenskiem.
Na 14 monitorach pokazywany jest materiat wideo
zarejestrowany przez artyste oraz przez Mieczystawa
Zielinskiego, filmowca amatora, patriote i bytego harcerza,
ktéry od lat dokumentuje msze i uroczystosci pafistwowe.
Ujecia zbiorowej kontemplacji i zatoby tuz po katastrofie
przeplataja sie z kadrami z pogrzebu pary prezydenckiej,
a takze podzniejszymi wydarzeniami tzw. ,bitwy
o krzyz" Symultaniczne projekcje sktadajg sie na
przekroj spotecznych postaw i nastrojow: od oséb
skupionych na modlitwie i harcerzy ze sztandara-
mi po fanatykdow zaslepionych ideologig; od reli-
gijnej i Swieckiej powagi po nienawistng retoryke
nacjonalizmu, skrajnego katolicyzmu, haset anty-
rzgdowych, antysemickich i antyrosyjskich. Zapisane
fragmenty wydarzen po katastrofie z cata moca od-
staniajg tkwigce w spoteczenistwie uwiktanie w fa-
natyzm, polityke i opacznie pojmowany patriotyzm.



maneviyat kategorilerinde okunmasina olanak veriyor.
SozcUklerin kendisi kadar sanatcinin jesti de toplumda
baskin durumda olan, islev gdstermenin maddi
alaniyla, luks mallarla ¢zdeslestirilmis refah ve gemi
aziya almis tiketimle baglantil degerlerin maskesini
dustrmektedir.

Piotr Wysocki, inan¢ ve din konularini, resmi Polonya
heyetini tasirken Smolensk yakinlarinda didsen Polonya
ucaginda hayatini kaybedenlerin ardindan tutulan yas
déneminde Varsova'da Krakowskie Przedmiescie'ye
spontane olarak dikilmis hagca génderme yapan Krzyz
/ Hag¢ (2011) adl multimedya heykelinde, birazcik daha
farkh bir bakis acisindan kavrar. 14 monitdérde sanatcl
tarafindan ve uzun yillardir devlet térenlerini ve ayinleri
filme alan amatodr sinemaci, vatansever ve eski bir
izci olan Mieczystaw Zielinski tarafindan kaydedilmis
video materyali gosterilmektedir. Kazanin hemen
ardindan yakalanmis kitlesel tefekklr ve yas sahneleri
cumhurbaskani ve esinin cenaze térenlerinden alinmis
kadrajlarla, sonrasinda meydana gelen ve adina “hag
savaslar” denilen olaylarla da i¢ ice ge¢mektedir.
Eszamanli gosterimler, duaya yogunlasmis kisiler ve
ellerinde bayraklarla izcilerden baslayip ideolojinin
gozlerini kor ettigi fanatiklere, dini ve sekuler vakardan
milliyetciligin, asir Katolik¢iligin nefret dolu retorigine,
hikumet karsiti, Yahudi ve Rus karsiti sloganlara varincaya
dek bir sosyal tutum ve ruh halleri kesiti olusturmaktadir.
Kaza sonrasi olaylarin kaydedilmis bolumleri, toplumda
ickin olan fanatizme, siyasete ve yanlis anlasilan bir
vatanseverlige bulasmishigr olanca kuvvetiyle aciga
¢tkartir. Bu son sirada sayilan, Oskar Dawicki'nin
ironik ¢6zimlemelerinin de konusudur. Duvarlari
beyaz bir odanin kosesini ve lzerinde yatan bir adam
siluetinin gorundr oldugu kirmizi hali désenmis zemini

14 screens was recorded by the artist and Mieczystaw
Zielinski, an amateur film maker, patriot and former
scout, who has been documenting Masses and national
celebrations. The shots of collective contemplation and
grief immediately after the crash intertwine with the
frames from the funeral of the presidential couple, and
also with subsequent events i.e."the fight for the cross”.
Simultaneous projections constitute a cross section
of social attitudes and moods: ranging from people
focused on the prayer and scouts with flags to fanatics
blinded by ideology; from religious and secular dignity
to baleful nationalistic rhetoric, extreme Catholicism,
anti-government, anti-Semitic and anti-Russian slogans.
All the fragments recorded after the plane crash reveal
the entanglement of society in fanaticism, politics
and misunderstood patriotism. The latter became the
subject of ironic deliberations of Oskar Dawicki. The
work This is not a flag (2014) presenting the corner of
a room with white walls and the floor covered with
a red carpet, with a human silhouette shaped under-
neath, can be treated literally as the expression of being
overwhelmed by national rhetoric, both verbally and
visually. White and red fill the entire space, the sense of
emptiness is smoothed out by the excess of symbolism.
Both national symbols and the word patriotism itself
appear quite often in the context of state events and
political discussion, therefore they become trivialized
and deprived of their initial meanings and values.

The series of photographs Happiness (2008) by Marek
Wasilewski refers to consumption models in a new,
post-revolutionary reality. Economic changes, partic-
ularly the ones related to the goods and service market,
constituted the driving force behind the transforma-
tions in the sphere of private life. Unknown to the



Marek Wasilewski

Happiness, 2008

Zbigniew Libera

Wolny strzelec (autoportret), 2013
Tek tabanca (otoportre), 2013
Freelancer (self-portrait), 2013

Ten ostatni stat sie z kolei przedmiotem ironicznych
rozwazan Oskara Dawickiego. Prace To nie jest flaga
(2014) przedstawiajaca naroznik pomieszczenia o biatych
$cianach i podtodze wytozonej czerwong wykfadzing, pod
ktoéra rysuje sie sylwetka lezgcego cztowieka, traktowac
mozna dostownie jako wyraz przyttoczenia narodowa
retorykga, tak w warstwie werbalnej, jak i wizualnej. Biel
i czerwien wypetniajg caty obszar kadru, odczucie
pustki niwelowane jest przez nadmiar narzucajacej sie
symboliki. Symbole narodowe i samo stowo patriotyzm
pojawiajg sie nad wyraz czesto w kontekscie wydarzen
panstwowych i dyskusji politycznych, ulegajac tym samym
banalizacji i odarciu z pierwotnych znaczen i wartosci.

Cykl zdje¢ Happiness (2008) Marka Wasilewskiego
odnosi sie do modeli konsumpcji w nowej, po-
przewrotowej rzeczywistosci. Zmiany gospodarcze,
zwtaszcza te zwigzane z rynkiem ustug i towarow,
stanowity site napedowa przemian zachodzacych
w sferze zycia prywatnego. Nieznana spoteczerstwu
komunistycznemu mozliwos¢ wyboru sposréd wielu
dostepnych wzordéw i materiatdéw data pole do popisu
dla indywidualnej ekspresji, niepoddanej regutom
odgdrnie sterowanej ekonomii. Projekt Wasilewskiego
pokazuje fiasko tej perspektywy. Wyobrazenia Pola-
kéw o szczesciu i dobrobycie, ktorych materializacje
stanowi wolno stojacy dom, okazujg sie w istocie
podobne. Wznoszone zwykle bardzo szybko budowle
powstajg wedtug katalogowych, standardowych
projektéw architektonicznych. Indywidualny wyraz
podporzadkowany jest dyrektywom zbiorowego gu-
stu, a ksztattowanie wtasnego wizerunku, mimo
potencjatu uwolnionej przez rynek wyobrazni, nigdy
chyba nie byto tak skrepowane potrzeba wpisania sie
w popularne tendencje.



gosteren calismasi To nie jest flaga / Bu bir bayrak degil
(2014), kelimesi kelimesine, s6zelinde oldugu kadar
gorsel katmanda da ulusal retorikle ezilmisligin ifadesi
olarak anlasilabilir. Beyaz ve kirmizi kadrajin tim alanini
doldurur, bosluk duygusu kendilerini dayatan sembollerin
fazlahgiyla dengelenmistir. Ulusal semboller ve ayni
sekilde vatanseverlik s6zcigu, devletle ilgili olaylar ve
siyasi tartismalar baglaminda inanilmaz derecede sik
ortaya ¢lka ¢ika siradanlasmaya maruz kalmakta ve ilk
anlamlari ve degeri Uzerinden ¢ekilip ainmaktadir,

Marek Wasilewski'nin fotograf serisi Happiness [Mut-
luluk] (2008) yeni, devrim sonrasi gerceklikteki tiketim
modeline atif yapmaktadir. Ekonomik degisiklikler,
ozellikle de bunlarin hizmet ve mal piyasasiyla baglantili
olanlari, 6zel yasam alaninda ortaya ¢ikan dontsimlerin
itici glct olmustu. Erisilebilir bircok 6rnek ve malzeme
icinden secim yapabilmek gibi komnist toplumda bilinir
olmayan bir imkan, yukaridan kumanda edilen ekonomi
kurallarina tabi olmayan bireysel disavurum icin bir
kendini gbsterme alani getirmisti. Wasilewski'nin projesi
bu perspektifin fiyaskosunu gosterir. Polonyalilarin,
maddilesmeleri mistakil bir evle olan mutluluk ve refah
tahayydllerinin 6zde benzer olduklari gérilmektedir.
Genelde cabuk cabuk dikiliveren binalar kataloglardan
alinma, standart mimari projelere goére yapilir. Bireysel
ifade kitlesel begeninin direktiflerine tabi kilinmis,
kendine ait bir imaj olusturmak da, piyasanin serbest
biraktigi hayal gict potansiyeline ragmen, adini popdiler
egilimlere yazdirmak gereksinimiyle hi¢ bu kadar eli kolu
bagh olmamistir.

Wolny strzelec / Tek tabanca (2013), Zbigniew Libera'nin
bir sosyal dislanmis olarak fotografik otoportresi,
iki kanatli tablonun - bir demiryollari memurunun
kolundan yakalamis oldugu, yaban hayati siren

communistic society the possibility of choosing among
different patterns and materials allowed for an individual
expression, not regulated or manipulated by the state-
-controlled economy. Wasilewski's project shows the
flasco of this perspective. The ideas of Poles regarding
happiness and well-being, which are materialised by
a detached house, seem to be similar. Constructions
built are usually realised according to catalogues,
standard architectural designs. Individual expression is
subordinated to a collective taste, and creating one’s
own image, despite the potential liberated by the power
of imagination, has never been so hindered by the need
to follow popular trends.

Freelancer (2013), a photographic self-portrait of
Zbigniew Libera as a social exile has an allegoric
dimension, and the main character of the diptych -
a man, living wild and captured by a railway worker
- is a figure of the artist placed in the legislative and
socio-economic reality of contemporary Poland. Libera’s
work which shapes the image of the author as both
a freelancer and outcast, ironically referring to the
autonomy of freelancers, is in fact a question about the
place of art in the reality of a still developing country
that aspires to be in Europe. The answer is in absolute
terms pessimistic — according to governmental priorities
culture loses with the economy, and the artists fall into
the trap of freedom at the same time broadening the
circle of people who are excluded by the regulations
of social life. Libera has paid attention to the material
status of artists multiple times, such as during the event
A Day without Art — a Poland-wide strike by artists
(2012).



Can Altay

Lisy, 2005
Tilkiler, 2005
Foxes, 2005

Wolny strzelec (2013), fotograficzny autoportret Zbi-
gniewa Libery jako spotecznego banity, ma wymiar
alegoryczny, a bohater dyptyku - zyjacy na dziko
cztowiek pojmany przez pracownika kolei — jest
figurg artysty osadzonego w prawnych i spoteczno-
-ekonomicznych realiach dzisiejszej Polski. Praca
Libery, ksztattujgca wizerunek tworcy jako wolnego
strzelca i wyrzutka zarazem, ironicznie odnoszaca sie
do autonomii freelancerdw, jest w istocie pytaniem o
miejsce sztuki w realiach panstwa ciagle rozwijajgcego
sie i pretendujacego do Europy. Odpowied? jest
Z gruntu pesymistyczna — w rzagdowych priorytetach
kultura przegrywa z ekonomia, a artysci wpadaja
w putapke wolnosci, poszerzajac krag oséb wykluczo-
nych przez obowiazujace regulacje zycia spotecznego.
Na trudna sytuacje materialng twoércéw Libera zwracat
juz uwage wielokrotnie, cho¢by w ramach Dnia bez
Sztuki — ogdlnopolskiego strajku artystow (2012).

W ksztattowaniu wytaniajagcego sie z wystawy obrazu
normalnosci istotne miejsce — obok opisanych powyzej
obserwacji wtasnej spotecznosci badz spostrzezen na
jej temat dokonanych z dystansu — zajmujg rozwazania
na temat innego. Innymi s3 tu zaréwno naptywajacy
z zewnatrz obcy, przenikajacy kulture, niechciani
i pomijani, ktérych obecnos¢ jest mocno odczuwalna —
jak tez sasiedzi, wpisani od wiekow w pejzaz kulturowy
i etniczny, ktérzy nieustannie pertraktujg warunki
wspolnej egzystencji. O doswiadczeniu kontaktu z in-
nym traktuje wideo Lisy (2005) Cana Altaya. Artysta
buduje metaforyczny obraz obserwacji, poznawania,
stopniowego zblizania sie do innosci i préb jej oswojenia.
Tak obserwujacy, jak i obserwowany przyjmujg wobec



— kahramani ise bir sanat¢inin giinimuz Polonya'sinin
hukuki ve sosyoekonomik sartlari icine yerlestirilmis
figlrd olmaktadir. Libera'nin sanatclyi bir serbest meslek
erbabi ve ayni anda da bir serseri olarak bicimlendiren,
freelancer’larin 6zerkligine ironiyle génderme yapan
calismasi, ashinda sirekli gelismekte ve Avrupada olma
iddiasinda olan bir devletin sartlarinda sanatin yerinin
ne olduguna yonelik bir sorudur. Bunun yaniti kdkten
pesimist bir yanittir: Devletin 6nceliklerinde kultur
ekonomi karsisinda kaybetmekte, sanatgilar ise 6zgurltk
kapanina disip toplumsal yasamin yururltkteki
dlzenlemelerince dislanmis insanlar dairesini genis-
letmektedirler. Libera, sanatcilarin maddi sartlarinin
zorluguna bircok kereler, hi¢ degilse sanatcilarin tim
Ulkede gerceklestirdikleri “Sanatsiz Bir GUn" grevi (2012)
kapsaminda dikkat cekmistir.

Sergiden dogup ortaya ¢ikan normallik resminin sekil-
lendirilmesinde dnemli bir yeri de — sanatgilarin kendi
toplumlarina yonelik yukarida anlatilan gozlemleri veya
ona yonelik uzaktan yapilan ¢ikarimlari yaninda - &teki
Gzerine dusUnceler almaktadir. Burada &tekiler, disaridan
gelen, kultlre sizan, istenilmeyen ve es gecilen, varliklari
kuvvetle hissedilen yabancilar oldugu kadar, kilturel
ve etnik manzaraya yUzyillardir kayith, birlikte varolus
sartlarini strekli miizakere eden komsulardir. Oteki’yle
iliski deneyimini Can Altay'in Foxes / Tilkiler (2005) adli
videosu ele aliyor. Sanatgl, otekiligi gézlemlemenin,
tanimanin ve ona derece derece yaklasmanin ve onu
evcillestirme ¢abalarinin metaforik bir resmini insa ediyor.
Hem gozlemleyen hem de goézlenen, kendi dzerliklerini
koruyarak birbirlerine karsi belirli bir tutum ahyor, bir
araya gelmenin alanlarini ve ilkelerini muzakere ediyorlar.

In the process of shaping the picture of normality
that emerges from the exhibition, an important space
is given to deliberations about the other — next to
the aforementioned observations of own society or
remarks made about it from the distance perspective.
The others are both the strangers coming from the
outside, pervading the culture, unwanted and omitted,
whose presence is strongly perceptible - and also
the neighbours that have been placed in the cultural
landscape for ages. The video Foxes (2005) by Can Altay
deals with the experience of the contact with the other.
The artist builds a metaphorical picture of observation,
cognition and gradual closeness to the otherness and
the attempts to domesticate it. Both the observers and
the observed take a defined attitude towards each other,
they negotiate the space and the rules of the meeting,
at the same time preserving their autonomy.

Diptych by Ali Taptik refers to much earlier, than the
current negotiations with the EU, encounters with
Europe. The artist brings back the years of the author-
itarian regime of Mustafa Kemal Atatirk (1923-1938),
and his aggressive politics of modernization and Eu-
ropeanization of the Ottoman Empire, on the leg-
islative, social and economic level, but also on cultural
plane. Diptych Trans-Kript (2012) consists of a photog-
raphy of the monument that outlines the borders of
a military exercise area, with a poem curved in stone,
written in the Ottoman alphabet in the honour of an
infantry rifleman, and a printout of the transcription
of this text into modern Turkish. There is an inscription
"“Down with fascism” both on the monument and on
the printout, respectively in Turkish and Arabic script
that is used to write down the Ottoman language.
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Ali Taptik
Trans-Kript, 2012

siebie okreslong postawe, negocjuja przestrzen i zasady
spotkania, zachowujac przy tym wiasng autonomie.

Dyptyk Alego Taptika odnosi sie do znacznie wczes-
niejszych niz biezace negocjacje z UE spotkan z Europa.
Artysta przywotuje lata autorytarnych rzgdéw Mustafy
Kemala Atatlrka (1923-1938) oraz prowadzong przez
niego agresywng polityke modernizacji i europeizacji
obalonego Imperium Osmanskiego, tak na gruncie
prawodawstwa, polityki spotecznej i ekonomicznej, jak
na ptaszczyznie kultury. Na dyptyk Trans-Kript (2012)
sktada sie fotografia pomnika wyznaczajacego granice
terenu ¢wiczen wojskowych, opatrzonego wykutym
w kamieniu, zapisanym w alfabecie osmanskim poe-
matem ku czci owianego stawa strzelca piechoty, oraz
wydruk transkrypcji tego tekstu na wspoétczesny jezyk
turecki. Zarowno na pomniku, jak i na wydruku tekstu
widnieje napis ,Precz z faszyzmem?, odpowiednio w jezy-
ku tureckim i skrypcie arabskim stosowanym do zapisu
jezyka osmanskiego. Taptik przywotuje istotna dla kultury
dawnego Imperium Dil Devrimi — radykalng reforme
jezyka i alfabetu osmanskiego przeprowadzong w btys-
kawicznym tempie w 1928 roku. Jezyk oczyszczony
zostat z naleciatosci arabskich i perskich, ktére zastagpiono
odpowiednikami tureckimi, archaicznymi starotureckimi
badz pochodzacymi z jezykdw europejskich. Na potrzeby
zapisu zaadaptowano alfabet tacinski uzupetniony o
tureckie diakrytyki. Przeprowadzong przez Atatirka
europeizacje Turcji artysta traktuje w kategoriach zerwania
ciggtosci kulturowej miedzy tradycja dawnego Imperium
a wspotczesna Turcja. Jednym z efektéw Dil Devrimi jest
bowiem swoiste milczenie historii — bedgce efektem
niemoznosci odczytania licznych powstatych przed
reforma Zrédet archiwalnych i skutkujace odczuwalnym
brakiem ciggtosci miedzy doswiadczeniami przesztosci
i wspotczesnosci.



Ali Taptik'in iki baskidan olusan calismasi, Avrupa'yla,
buglin AB ile yapilmakta olan muzakerelerin ¢ok
oncelerindeki bulusmalara iliskin. Sanatgi, Mustafa
Kemal AtatUrk’in otoriter iktidar yillarini (1923-1938) ve
onun tarafindan yasama, sosyal ve ekonomik politika
temelinde oldugu kadar kdlttr dizleminde de yuritulen
saldirgan bir politikayi, devrik Osmanli imparatorlugunu
modernlestirme ve Batililastirma politikasini hatirlatiyor.
iki baskidan olusan Trans-Kript (2012) tablosu, askeri
talimler yapilan bir alanin sinirini belirleyen, Gzerinde
nam salmis bir piyade okgusu onuruna yazilmis bir
manzumenin Osmanli alfabesiyle isli oldugu bir nisan
tasinin fotografi ile o metnin ¢agdas Turkceye yapilmis
ceviri yazisinin bir baskisindan olusuyor. Hem nisan
tasinin Uzerinde hem baskida, ilkinde Turkce olarak,
digerinde ise Osmanlicanin yaziminda kullanilan Arap
harfleriyle yazilmis “Kahrolsun Fasizm"ifadesi gorultyor.
Taptik, eski imparatorluk kiltird icin énemli olan
Dil Devrimi'ne — Osmanli dili ve alfabesinin 1928'de
simsek hiziyla yapilmis radikal reformuna — génderme
yapmaktadir. Dil, ya arkaik Oz Turkce ya da kdkenleri
Avrupa dillerinde olan Tirkce muadilleriyle ikame edilmis
Arapca ve Farsca yabanci sézcUklerden temizlenmisti.
Yazim icin, Turkce diyakritik imlerle tamamlanmis
Latin alfabesi adapte edilmisti. Sanatg¢l, Atatlrk'Gn
Turkiye'yi Batililastirmasini, eski imparatorluk gelenegi
ile cagdas Turkiye arasindaki kilttrel baglarin kopusu
kategorilerinde yorumlamaktadir. Zira Dil Devriminin
etkilerinden biri, tarihin — reform 6ncesi ortaya ¢ikmis
bircok arsiv kaynagmin okunamamasinin bir sonucu
olan ve gecmisle gelecek yasantilar arasinda hissedilir
bir devamlilik eksikligi sonucunu veren — kendine has bir
sususudur.

Fatma Bucak ve Hera BuyUktasclyan ise Turkiye'deki
din, kimlik ve siyaset temelli gerilimler Uzerinde yogun-

Taptik brings back Dil Devrimi — a radical reform of
the language and the Ottoman alphabet conducted
rapidly in 1928 that is crucial for the culture of the
ancient Empire. The language was cleared out from
Arabic and Persian influences, which were replaced by
Turkish equivalents, archaic Old Turkish or borrowed
from European languages; Latin script supplemented
with Turkish diacritical marks was adopted for writing.
The process of Europeanization conducted by Atatirk
in Turkey is treated by the artist as cultural discontinuity
between the traditions of the Old Empire and modern
Turkey. One of the results of Dil Devrimi is the silence
of the history, being the result of the impossibility
of deciphering the archival resources, written before.
This causes the lack of continuity between the past and
the present experiences.

Fatma Bucak and Hera BlyUktasciyan concentrate
on the religious identity and political tensions which
are now present in Turkey. In a meditational, being
almost a ritual performance Blessed are you who come
— Conversation on the Turkish-Armenian border (2012)
by Fatma Bucak, she tests, so essential for Turkish
traditional society, relationships coming from the
gender hierarchy and ethnic differences. The identity of
the artist is important here, for the way she talks about
a varied society - she is a woman born in a Kurdish
family, whose members had a strongly critical attitude
towards the politics of the country.

Against the background of a ruined church, Bucak
wearing a black dress is breaking the bread and
giving it to twelve elderly men. The participants of the
performance are clearly confused, their somehow
forced neglecting poses along with a clear undermining
of the sense of the whole event clearly demonstrate
the attempt to define the situation. Bucak arranged
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Fatma Bucak

Btogostawieni ci, ktérzy przychodzq -
Rozmowa na granicy turecko-
-armeriskiej, 2012

Ne mutlu gelen sana — Tiirk-Ermeni
sinininda séylesi, 2012

Blessed are you who come — Conver-
sation on the Turkish-Armenian
border, 2012

Hera Biiyiiktagclyan
Panarchia, 2012

Panarchia, 2012
Panarchy, 2012

Fatma Bucak i Hera BuyuUktasciyan koncentruja sie
na obecnych w Turcji napieciach na tle religijnym,
tozsamosciowym i politycznym. W medytacyjnym,
majacym niemal charakter rytuatu performance Btogo-
stawieni ci, ktérzy przychodzq — Rozmowa na granicy
turecko-armeniskiej (2012) Fatma Bucak poddaje prébie
konstytutywne dla tradycjonalistycznego tureckiego
spofeczenstwa relacje wynikajace z hirarchii ptci i réznic
etnicznych. Istotna dla sposobu, w jaki artystka mowi
o problemach niejednolitej pod kazdym niemal
wzgledem spotecznosci, jest jej tozsamos¢ — kobiety
urodzonej w rodzinie kurdyjskiej, ktérej cztonkowie
przyjmowali postawe zdecydowanej niezgody na
polityke panstwa. Na tle zrujnowanego kosciota
usytuowanego na granicy turecko-armerskiej ubra-
na w czarng suknie Bucak przetamuje chleb i roz-
daje go dwunastu starszym mezczyznom. Wspodt-
uczestnicy performance’u sg wyraznie zmieszani, ich
sztywne badZz w wymuszony sposdb lekcewazace
pozy jak tez jawne podwazanie celowosci catego
zdarzenia wyraznie wskazujg na prébe zdefiniowania
sytuacji. Bucak zaaranzowata spotkanie na trudnym
pod wieloma wzgledami terenie: w granicznej tu-
reckiej wiosce bedgcej niegdys siedzibg Ormian, miej-
scu spotkania muzutmanskiego Bliskiego Wschodu
z chrzesdcijanska Europa, skfaniajgcym do refleksji nad
konfliktem turecko-armenskim z lat 20. ubiegtego wieku
i masakrg Ormian w czasie | wojny $wiatowej. Artystka
buduje sytuacje wyobcowania, w ktorej sztuczne
geopolityczne podziaty przestajg by¢ oczywiste.

Praca Hery Biiyiiktasgiyan odnosi sie do funkcjonowania
w obrebie tureckiego spoteczeristwa diaspor mniej-
szosciowych. Panarchia (2012) zbudowana jest z kilkuset
masowo produkowanych ztotych jaj Fabergé, z ktérych
kazde jest niedomkniete, przyblokowane wtozonym



lagmaktalar. Fatma Bucak, bir meditasyon, handiyse
ritiel niteligi olan Ne mutlu gelen sana — Tirk-Ermeni
sinirinda séylesi (2012) baslikli performansinda, cinsiyet
ve etnik farkliliklar hiyerarsisinden kaynaklanan, Turk
toplumu icin kurucu nitelikteki iliskileri bir deneye tabi
tutuyor. Burada sanat¢inin kimligi, cesitlilik iceren bir
toplumdan s6z etmesi agisindan énemli zira kendisi de
Ulke siyasetine son derece elestirel yaklasan Uyeleri olan
bir aileden gelmekte. Turk-Ermeni sinirinda yikilmis bir
kilise fonu 6ninde siyahlar icindeki Bucak, bir ekmegi
bolup on iki yasli adam arasinda pay etmektedir.
Performans katilimcilarinin ne yapacaklarini bilemez bir
halde olduklari agikca gortlmektedir; kaskati ya da zoraki
olarak takindiklari, butin bu olayin amacinin acgikca
sorgulanmasi gibi de olan, aldirmaz pozlari, durumu
tanimlama cabasinda olduklarini agikca gdstermektedir.
Bucak, bulusmay:i bir¢ok acidan zorlu bir cografyada —
zamaninda Ermenilerin oturdugu bir Turk sinir kdytnde,
Musliman Ortadogu'nun Hiristiyan Avrupa'yla bulusma
noktasinda, insani gecen yuzyihn 20'li yillarindaki Turk-
-Ermeni catismasi ve |. Dinya Savasi'ndaki Ermeni kiyimi
Uzerine disiinmeye meylettiren bir yerde — kotarmis.
Sanatgl, icinde suni jeopolitik bolinmusluklerin
artik belirgin bolunmuslukler olmayi biraktiklari bir
yabancilasma durumu kurmaktadir.

Hera Biiyiiktas¢iyan'in calismasi, azinlik toplumlarinin
Turkiye sinirlan icindeki isleyislerine iliskin bir calisma.
Panarchia (2012), kitlesel olarak Gretilmis, hicbiri tam
kapatilmamis, iclerine konulan birer tas parcasiyla aralik
birakilmis altin rengi yUzlerce Fabergé yumurtasindan
olusuyor. Enstalasyonun asil versiyonu 1500 objeden
olugsmaktadir ki bu da tim kompozisyona sembolik
bir boyut kazandirmaktadir: Turkiye'de oturan Rum

the meeting on a difficult ground, for various reasons:
in aTurkish border village, which used to be the residence
of Armenians, the place where Christian Europe meets
Muslim Middle East, a thought-provoking place to think
about the Turkish-Armenian conflict from the 20's in the
last century, and the massacre of Armenians during the
First World War. The artist builds a situation of alienation,
where artificial, geopolitical divisions are not so obvious
any more.

Hera Biiyiiktasciyan refers to the functioning of the
minority communities within Turkish society. Panarchy
(2012) is built from massively produced Fabergé eggs,
which are close shut and blocked by a stone inserted into.
In the initial, the fullest version of the installation it was
composed of 1500 objects, which gave it a symbolical
meaning: 1500 is the number of Greek minority living
in Turkey.'® The title of this work, associated with its
significance constitute a figure that is close to paradox.
The term panarchy refers to a utopian state system,
where all forms of governments coexist and the systems
of values, needs and believes are legitimate. This radical
socio-political model is based on affirmatively perceived
diversity, extreme compromise whose basis is an
unconditional acceptance of the otherness. Fabergé eggs
blocked with stone bring back to mind authoritarian and
totalitarian systems that only guaranteed the freedom of
speech to the dominant group, whose policy towards the
minority was based on xenophobia. In a popular culture
Fabergé eggs are used to keep nick-nacks, which have
a personal or sentimental value. Half open, with a stone
inside they remain silent — the oppressed history and
tradition of the expelled are quietened by the authorities.

10 Data concerning the number of Greek diaspora in Turkey come
from the Greek Orthodox Patriarchate.
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Anna Konik

W tym samym miescie, pod tym

samym niebem..., 2013/2014 Stambut
Ayni sehirde, ayni gégin altinda. ..,
2013/2014 istanbul

In the same city, under the same sky...,
2013/2014 Istanbul

do $rodka kamieniem. W pierwotnej, najpetniejszej
wersji na instalacje sktada sie 1500 obiektdw, co catej
kompozycji nadaje wymiar symboliczny: 1500 to
liczebnos¢ mniejszosci greckiej zamieszkujacej Turcje'™.
Tytut pracy skojarzony z jej wymowag tworzy figure bliskg
paradoksowi. Termin panarchia odnosi sie do utopijnego
ustroju panstwowego, w ktérym wspotistniejg wszyst-
kie formy rzaddw, a systemy wartosci, potrzeby i prze-
konania sa rownoprawne. Ow radykalny model spo-
teczno-polityczny opiera sie na afirmatywnie pojetej
roznorodnosci, posunietym do granic kompromisie,
ktorego podstawa jest bezwarunkowe zaakceptowanie
innosci. Zablokowane jaja Fabergé przywodzg z kolei
na mysl systemy autorytarne i totalitarne zapewniajace
wolnos¢ wypowiedzi wytgcznie grupie dominujacej,
ktorej polityka wzgledem mniejszosci oparta jest
na ksenofobii. W kulturze popularnej jaja Fabergé
stuza do przechowywania drobiazgéw o wartosci
osobistej, sentymentalnej. Pétotwarte, z tkwigcym
w $rodku kamieniem, milczg - wyciszeniu ulegaja
ttamszone przez wtadze tradycja i historia wyklu-
czonych.

W zrealizowanej w Stambule odstonie projektu W tym
samym miescie, pod tym samym niebem... (2013/2014)
Anna Konik oddaje gtos siedmiu mieszkajacym tam
nielegalnym imigrantkom z Afganistanu, Iraku i Syrii.
Nie przemawiaja jednak bezposrednio — w ich imieniu
do kamery moéwig Turczynki, petnoprawne obywatelki
swego kraju. Losy imigrantek s3 podobne - trasa ucieczki,
w wypadku Afganek wymuszonej przesladowaniami
ze strony Talibow, wiodta przez Pakistan i Iran, trudnymi
goérzystymi szlakami usianymi posterunkami policji,

19 Informacje na temat liczebnosci diaspory greckiej artystka za-
czerpneta z danych Greckiego Patriarchatu Prawostawnego.



azinhgin nufusu 1500 civarindadir’®. Calismanin anlamiyla
buttnlestirilmis bashgi, paradoksal bir form yaratmaktadir.
Panarchia terimi, icinde tim iktidar sistemlerinin bir
arada var oldugu, gereksinim, inang ve deger bicimlerinin
esit haklara sahip oldugu Utopik bir devlet diizenine atif
yapmaktadir. Bu radikal sosyo-ekonomik model, olumlu
anlasilan bir cesitlilige, temelini 6tekiligin kayitsiz sartsiz
kabulinin olusturdugu bir uzlagmaya dayanir. Tasla
bloke edilmis Fabergé yumurtalari zenofobiye (yabanci
dusmanhgi) dayali azinliklara yonelik politikalari ve
baskin grubuna konusma 6zgurligund garantileyen
otoriter ve totaliter sistemleri akla getirmektedir. Populer
kaltirde Fabergé yumurtalari sahsi, manevi degeri olan
ufak tefek esyalarin saklanilmasinda kullanihir. Yari aralik,
iclerinde birer tasin bulundugu yumurtalar susarlar
— disarida birakilmislarin iktidar tarafindan soluksuz
birakilan gelenegi ve tarihi suskunlasir.

Anna Konik, Ayni sehirde, ayni gégin altinda... (2013/
2014) projesinin Istanbul'da gerceklestirilen ayaginda,
orada oturan Afganistanli, Irakli ve Suriyeli yedi kagak
gdcmen kadina mikrofon uzatir. Ancak dogrudan
konusanlar onlar degildir: Onlarin yerine yasadiklari
Glkede tim haklara sahip Tark kadinlart konusur. G6¢men
kadinlarin yazgilari benzerdir: Afgan kadinlari 6zelinde,
Taliban baskisiyla mecbur kaldiklari kagisin gtzergahi
Pakistan ve Iran tzerinden, polis kontrol noktalariyla
dolu, daglhk, zorlu patikalardan, a¢ ve susuz ge¢cmistir.
Neredeyse her birinin hayatinda siyaset ve geleneksel
toplumun kiz ¢ocuklarini kiicik yasta kocaya verme
ilkeleri belirleyici olmustur. Savastan kacip kendilerine
Turkiye'de bir siginak bulmuslardir bulmasina, ama
kagak gdé¢menlerin sorunlariyla, dizenlenmemis yasal

10 Sanatgl, Rum diasporasinin nifusuna iliskin bilgiyi Rum Ortodoks
Patrikhanesi kayitlarindan almustir.

In the Istanbul edition of the project In the same city,
under the same sky... (2013/2014) Anna Konik gives
the chance to speak to illegal immigrants from
Afghanistan, Iraq and Syria. However, they do not speak
directly — Turkish women speak on behalf of them,
as full citizens of their country. The fate of the immigrants
is similar — escape track, in case of these Afghan women
it was forced by the Taliban persecution, led through
Pakistan, Iran and really difficult mountain passes full
of police stations, without water and food. The life of
almost each of them was influenced by politics and the
rules of a traditional society regarding getting young
women married. In Turkey, they found refuge from the
war but they have to deal with the problems of illegal
refugees, the consequences of their unregulated legal
status, no chance of finding a good job or the lack
of possibility of sending children to school. Their fate
is the fate of social alienation, the life in confinement and
dominating solitude. The memory of Afghanistan, Iraq
or Syria is full of war, death and insecurity concerning
the fate of their relatives. The thread of normal life
is present in their narrations — the desirable and at the
same time so inconceivably distant condition. Konik’s
work deals with a growing wall of strangeness, the
ghettoization of immigrants taking place both in Europe
and Turkey. The character of the exiled other described
by anthropologists and sociologists in the video
becomes exceptionally realistic.

The debate about the romanticism brought back by
Jadwiga Sawicka through the personality of Maria Janion
and her work is back in Hubert Czerepok’s work, where
it is devoid of a strong commentary on Polish present



Hubert Czerepok
Lux Aeterna, 2011

bez wody i jedzenia. Na zyciu niemal kazdej z nich
zawazyty polityka i zasady tradycyjnego spoteczenstwa
dotyczace wydawania dziewczat za maz. W Turgji
znalazty schronienie przed wojng, ale borykaja sie
z problemami nielegalnych uchodZcéw, konsekwencja-
mi nieuregulowanego statusu prawnego, brakiem szans
na uczciwa prace czy mozliwosci postania dzieci do
szkoty. Ich los jest losem spotecznego wyobcowania,
zycia w zamknieciu i dojmujgcej samotnosci. Pamiec
o Afganistanie, Iraku czy Syrii wypetnia wojna, smier¢
i niepewnos¢ losu bliskich. W narracjach kobiet po-
jawia sie watek normalnego zycia — stanu upragnio-
nego i niewyobrazalnie odlegtego. Praca Konik mowi
0 narastajgcym murze obcosci, o gettoizacji imigran-
tow majgcej miejsce tak w Europie, jak i Turcji. Opisy-
wana przez antropologéw i socjologdéw postac wyklu-
czonego innego w wideo nabiera wyjatkowej realnosci.

Rozprawa z romantyzmem, przywotana przez
Jadwige Sawicka za posrednictwem osoby i dzieta
Marii Janion, powraca w pracy Huberta Czerepoka,
w ktorej pozbawiona wyraznego komentarza na te-
mat polskiej wspotczesnosci zyskuje wymiar uniwer-
salny. W Lux Aeterna (2011) artysta przywotuje fragmenty
programowych wypowiedzi szaleficéw-reformatorow
- Thomasa Jeffersona, Adolfa Hitlera, zamachowca
Teda Kaczynskiego i Andersa Breivika'' — ktorzy w za-
paleficzych planach naprawy $wiata przekraczali gra-
nice niewyobrazalnego zta. Ich postulaty i manifesty,

1 Odpowiednio: Letter to William Stephenson Smith (1787), Mein
Kampf (1925-27), The Free Information Society (1995), 2083 — A European
Declaration of Independence (2011).



statllerinin getirdigi sonuclarla, onurlu bir is bulma ve
cocuklarini okula génderebilme sanslarinin olmayisiyla
bogusmaktadirlar. Yazgilari bir sosyal yabancilagsma,
kapall kapilar ardinda ve ezici bir yalnizlik icinde yasama
yazgisidir. Afganistan, Irak ya da Suriye anilarini savas,
6lum ve yakinlarinin baslarina ne gelecegi belirsizligi
doldurur. Anlatimlarinda normal yasam sijesi arzu
edilen ve hayal dahi edilemeyecek kadar uzaklarda bir
durum olarak belirir. Konik'in calismasi, ylikselmekte
olan yabancilasma duvarini, gé¢cmenlerin Avrupa'da
oldugu kadar Turkiye'de gorulen gettolastirilmasini
anlatmaktadir. Antropologlar ve sosyologlar tarafindan
tanimlanan dislanmis 6teki figlrt videoda ender gordlur
bir gerceklik kazanmaktadir.

Jadwiga Sawicka tarafindan Maria Janion’un kisiligi ve
eseri araciligiyla atif yapilan romantizmle hesaplasma,
Hubert Czerepok'un, Polonya’nin bugini Gzerine net
bir yorumdan yoksun haliyle evrensel bir boyut kazandigi
calismasinda geri donuyor. Lux Aeterna’da (2011) sanatgl,
tutkulu dinyayi dizeltme planlarinda akla hayale gel-
meyecek bir kottligun sinirini agmis reformcu-delilerin
—Thomas Jefferson, Adolf Hitler, bombaci Ted Kaczynski
ve Anders Breivik'in'" — programa dayali sdylemlerinden
fragmanlara atif yapar. Bunlarin buyudk romantik
Glkalerin yankisi olan talep ve manifestolari, Czerepok’a
XIX. yUzyil kaltdr mirasinin hilekar yizinu gosterme
olanagi verir. Sanatcinin distnceleri biyografileri
sasirtict derecede birbirine yakin iki karakteri — Utgya

Y Ayni sirayla: Letter to William Stephenson Smith / William Stephenson
SmitheMektup (1787),Mein Kampf/Kavgam (1925-27), The FreeInformation
Society / Ozgdir Bilgi Toplumu (1995), 2083 — A European Declaration
of Independence / Bir Avrupa Bagimsizlik Bildirgesi — 2083 (2011).

situation, therefore it gets a universal dimension. In Lux
Aeterna (2011) the artist brings back the fragments of
writings by mad reformers — Thomas Jefferson, Adolf
Hitler, the assassin Ted Kaczynski and Anders Breivik™
- who crossed the borders of unimaginable evil in
their enthusiastic plans concerning the reform of the
world. Their postulates and manifestos, being the
echo of great romantic ideas, allow Czerepok to show
the perverse nature of 19th century cultural legacy.
Artist’s deliberations bring closer two characters, whose
biography is surprisingly similar: the extremist Breivik,
who assassinated several dozen of people on Utaya,
and Kordian the romantic character from the drama
by Juliusz Stowacki. Both of them experienced an
internal metamorphosis, at the same time declaring
the need of active battle. The juxtaposition of two
distant characters and events, reality and fiction
reveal the madness rooted in seemingly no-nonsense
attitudes and manifestos. Rational madness here
is another part of oxymoronical nature of reality
and human fanaticism hidden under the surface
of normality.

1 Respectively: Letter to William Stephenson Smith (1787), Mein
Kampf (1925-27), The Free Information Society (1995), 2083 — A European
Declaration of Independence (2011).



bedace echem wielkich romantycznych idei, pozwalajg
Czerepokowi na pokazanie przewrotnego oblicza XIX-
-wiecznej spuscizny kulturowej. Rozwazania artysty
spinajg dwie postaci o zaskakujaco bliskiej biografii:
ekstremista Breivik, ktory przeprowadzajac zamach na
wyspie Utgya, zamordowat kilkadziesigt oséb, i Kordian,
bohater romantycznego dramatu Juliusza Stowackiego.
Obydwaj przechodza wewnetrzng metamorfoze,
deklarujac konieczno$¢ czynnej walki. Zestawienia
z pozoru odlegtych postaci i wydarzen, rzeczywistosci
i fikcji ujawniaja szalestwo tkwigce w pozornie rze-
czowych postawach i manifestach. Racjonalny obted
jest tu kolejng odstona oksymoronicznej natury rze-
czywistosci i ludzkich rojen ukrytych pod powtoka
normalnosci.



adasina yaptigi saldirida yuzlerce insani 6ldirmus olan
asirilik yanlisi Breivik ile Juliusz Stowacki'nin romantik
dram kahramani Kordian'l — birbirine eklemler. Her ikisi
de, etkin muicadele gerekligini deklare ederek bir ic
baskalasim gecirirler. Gorlintrde birbirlerinden uzak
karakterlerin ve olaylarin, gergekliklerin ve kurgunun
bir araya getirilisleri, gérintrde nesnel tutum ve
manifestolardaki deliligi aciga ¢ikartmaktadir. Burada
rasyonel delilik, gergekligin oksimoron dogasinin ve
insanlarin normallik 6rtUst altinda gizli fantezilerinin
bir sonraki perdesi olmaktadir.
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Can Altay

Postument w ksztatcie kwiatu lotosu przetworzony
cyfrowo z tekstem ,,The Meaning of Vietnam” Chomsky‘ego
2014, z cyklu Zapieczetowane raporty, wydruk, 30 x 22,5 cm
Vurgun cumujqcy t6dz do potowu matzy przetworzony
cyfrowo z tekstem , The Ecosophic Object” Guattariego
2014, z cyklu Zapieczetowane raporty, wydruk, 53 x 70 cm

Zrzut ekranu z ,The Ecosophic Object” przetworzony
cyfrowo z tekstem ,,The Ecosophic Object” Guattariego
2014, z cyklu Zapieczetowane raporty, wydruk, 15 x 23 cm

Lisy, 2005, wideo, 10"14"

Chomsky’nin “Vietnam’in Anlami” baslikli metniyle
birlikte dijital olarak islenmis lotus cicegi heykeli

2014, Muhdrli raporlar serisinden, baski, 30 x 22,5 cm
Guattari’'nin “Ekosofik Obje” metniyle dijital olarak

islenmis Vurgun midye teknesini baglarken
2014, Mdhdrld raporlar serisinden, baski, 53 x 70 cm

Guattari’nin “Ekosofik Obje” metniyle dijital olarak
islenmis ekran goriintiisii
2014, Mdhdirld raporlar serisinden, baski, 15 x 23 cm

Tilkiler, 2005, video, 10'14"

Lotus flower pedestal databent
with “The Meaning of Vietnam” by Chomsky
2014, from the series Sealed reports, print, 30 x 22.5 cm

Vurgun tying the musselboat databent
with “The Ecosophic Object” by Guattari
2014, from the series Sealed reports, print, 53 x 70 cm

Screen-shot of the “Ecosophic Object” databent
with “The Ecosophic Object” by Guattari
2014, from the series Sealed reports, print, 15 x 23 cm

Foxes, 2005, video, 10'14”

S . b

=AW e s







Fatma Bucak
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Btogostawieni ci, ktérzy przychodzq
- Rozmowa na granicy turecko-armeriskiej

2012, wideo, 8'42"

Ne mutlu gelen sana
- Tiirk-Ermeni sinirinda séylesi

2012, video, 8'42"

Blessed are you who come
- Conversation on the Turkish-Armenian border

2012, video, 8'42"
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Hera Buyliktasciyan

Panarchia

2012, porcelanowe jajka, ptatki ztota, kamienie
120 x 50 x 500 cm

Panarchia

2012, porselen yumurta, imitasyon altin varak, tas
120 x 50 x 500 cm

Panarchy

2012, porcelain eggs, gold leaf, stones
120 x 50 x 500 cm







Hubert Czerepok

Lux Aeterna

2011, wideo, 29'29"
praca z kolekgcji Podlaskiego Towarzystwa
Zachety Sztuk Pieknych

Lux Aeterna
2011, video, 29'29"

Podlaskie Guizel Sanatlari
Tesvik Dernegi koleksiyonundan

Lux Aeterna

2011, video, 29'29"
work from the collection of the Podlaskie
Association for the Promotion of Fine Arts







Oskar Dawicki
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To nie jest flaga
2014, wydruk, 100 x 150 cm

Bu bir bayrak degil
2014, baski, 100 x 150 cm

This is not a flag
2014, print, 100 x 150 cm
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Anna Konik

W tym samym miescie, pod tym samym niebem...
2013/2014 Stambut

wideoinstalacja, kolor, dzwiek, taczny czas 7 filméw: 01:32:59

(praca w toku: 2011/2012 Sztokholm; 2012/2013 Biatystok;
2013/2014 Stambut; 2013/2014 Bukareszt)

kamera: Jan Szewczyk, Anna Konik; montaz: Anna Konik; dzwiek:
Jan Szewczyk, Anna Konik; postprodukcja dzwieku: Kamil Sajewicz,
Anna Konik; transkrypcja i ttumaczenia: Azize Gunes, Fattah Lemar
Rabiei, Dorota Haftka-Isik, Nina Mocior, Rima Marrouch; asystentka
projektu: Azize Glnes

Projekt zostat zrealizowany w ramach Polskiego Sezonu w Turcji w 2014 r.
oraz dofinansowany przez Galerie Arsenat, Biatystok, Instytut Adama
Mickiewicza oraz Void Gallery, Londonderry

Ayni sehirde, ayni g6giin altinda...
2013/2014 Istanbul

video enstalasyonu, renk, ses, 7 filmin toplam siresi: 01:32:59

(yapim asamasinda: 2011/2012 Stockholm; 2012/2013 Biatystok;
2013/2014 istanbul; 2013/2014 Biikres)

kamera: Jan Szewczyk, Anna Konik; montaj: Anna Konik;

ses: Jan Szewczyk, Anna Konik; ses post-produksiyonu: Kamil Sajewicz,
Anna Konik; transkripsiyon ve geviri: Azize Gunes, Fattah Lemar Rabiei,
Dorota Haftka-Isik, Nina Mocior, Rima Marrouch; proje asistant: Azize Glnes
Proje, Turkiye'deki Polonya Sezonu cercevesinde 2014 yilinda gergekles-
tirilmis olup kismen Galeri Arsenal, Biatystok, Adam Mickiewicz EnstitUsu
ve Void Gallery, Londonderry tarafindan finanse edilmistir

In the same city, under the same sky...
2013/2014 Istanbul

video-installation, colour, sound, total duration of 7 movies:
01:32:59

(work in progress: 2011/2012 Stockholm; 2012/2013 Biatystok;
2013/2014 Istanbul; 2013/2014 Bucharest)

camera: Jan Szewczyk, Anna Konik; editing: Anna Konik; sound:

Jan Szewczyk, Anna Konik; sound postproduction: Kamil Sajewicz,

Anna Konik; transcription & translation: Azize Glnes, Fattah Lemar Rabiei,
Dorota Haftka-Isik, Nina Mocior, Rima Marrouch; project assistant:

Azize Glnes

Project was created as a part of the Polish Season in Turkey in 2014 and
partly subsidized by the Arsenal Gallery, Biatystok, Adam Mickiewicz
Institute, Poland, and Void Gallery, Londonderry
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Zbigniew Libera

Wolny strzelec (autoportret)

2013, wydruk, tusz pigmentowy na papierze bawetnianym,
dyptyk, 110x 218 cm, 110 x 147 cm
praca z kolekcji Podlaskiego Towarzystwa Zachety Sztuk Pieknych

Tek tabanca (otoportre)

2013, baski, pamuk kagit Uzerine pigment murekkep, iki kanatli
tablo, 110 x 218 cm, 110 x 147 cm
Podlaskie Guizel Sanatlari Tesvik Dernegi koleksiyonundan

Freelancer (self-portrait)

2013, print, pigment ink on cotton paper

diptych, 110 x 218 cm, 110 x 147 cm

work from the collection of the Podlaskie Association for the Promotion
of Fine Arts



55



56

Franciszek Ortowski

Studium z pamieci

2014, wideo, 5'56"

~NIECH ZSTAPI DUCH TWOJ! NIECH ZSTAPI DUCH TWOJ

| ODNOWI OBLICZE ZIEMI - TEJ ZIEMI!”

2006, opona, @ 77 x 23 cm

opona powstata we wspotpracy oraz zostata wyprodukowana
w fabryce Geyer & Hosaja

Bellek ¢alismasi

2014, video, 5'56"

INSIN RUH'UN SENIN! iI_\ISiN RUH’UN SENIN VE YENILESIN
YUZUNU YERIN! BU YERIN!"

2006, lastik, @ 77 x 23 cm

lastik Geyer ve Hosaja Fabrikasi'yla isbirligi yapilarak tasarlanmis
ve Uretilmistir

A study of memory

2014, video, 5'56'

"LET YOUR SPIRIT DESCEND! LET YOUR SPIRIT DESCEND AND
RENEW THE FACE OF THE EARTH, THE FACE OF THIS LAND!”
2006, tyre, @ 77 x 23 cm

the tyre was created and produced in cooperation with Geyer
& Hosaja factory
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Jadwiga Sawicka
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Maria Janion
2014, obiekty i kolaze, wymiary zmienne

Maria Janion
2014, objeler ve kolajlar, boyutlari degisken

Maria Janion
2014, objects and collages, dimensions variable
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Konrad Smolenski

Volume Unit

2014, pulpit muzyczny, mierniki wysterowania,
elektronika, kable, prad, 146 x 55 x 55 cm

Volume Unit

2014, muzik masasi, modulasyon metreler,
elektronik aletler, kablolar, elektrik, 146 x 55 x 55 cm

Volume Unit

2014, music desktop, modulation meters,
electronics, cables, electricity, 146 x 55 x 55 cm
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Ali Taptik

Trans-Kript
2012, 2 wydruki, kazdy 127 x 90 cm

Trans-Kript
2012, 2 baski, her biri 127 x 90 cm

Trans-Kript
2012, 2 prints, each 127 x 90 cm
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Marek Wasilewski
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Happiness
2008, seria fotografii

Happiness
2008, fotograf serisi

Happiness
2008, photo series
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Piotr Wysocki

Krzyz
2011, rzezba multimedialna, 14 monitoréw, 250 x 150 cm
praca z kolekcji Podlaskiego Towarzystwa Zachety Sztuk Pieknych

Hag¢
2011, multimedya heykeli, 14 monitér, 250 x 150 cm
Podlaskie Guizel Sanatlari Tesvik Dernegi koleksiyonundan

The Cross
2011, multimedia sculpture, 14 screens, 250 x 150 cm

work from the collection of the Podlaskie Association for the Promotion

of Fine Arts







Widok ogoélny wystawy Oksymoron normalnosci w Galerii Arsenat elektrownia w Biatymstoku, 2014
Biatystok'taki Galeri Arsenal’in santral kisminda gerceklesen Normallik Oksimoronu sergisinden genel gériintim, 2014
General view of the exhibition The Oxymoron of Normality at the Arsenal Gallery power station in Biatystok, 2014







Biografie artystow

Sanatcilarin biyografileri

Biographies of the artists




Can Altay

Ur. 1975 w Ankarze. Absolwent Uniwersytetu
Bilkent w Ankarze (Architektura Wnetrz
i Architektura Krajobrazu: tytut licencjata
uzyskat w 1997, magistra — w 1999). W 2004
ukonczyt podyplomowe studia z zakresu
krytyki artystycznej w Akademii Sztuk Pieknych
w Malmoé (Uniwersytet w Lund). Uzyskat tytut
doktora w dziedzinie sztuk pieknych, designu
i architektury na Uniwersytecie w Bilkent (2004).
Mieszka i pracuje w Stambule.

Can Altay bada funkcje, znaczenie, organizacje
i rekonfiguracje przestrzeni publicznej. W jego
,sceneriach” doszuka¢ sie mozna krytycznej
refleksji na temat zjawisk miejskich i dziatalno-
$ci artystycznej. Tworzy w dziedzinie rzezby,
fotografii i instalacji, a jego prace mozna
znalez¢ w otwartej przestrzeni, na wystawach
i w publikacjach.

Miat wystawy indywidualne w: Sala Rekalde,
Bilbao (2006); Spike Island, Bristol (2007);
Kunstlerhaus Bethanien, Berlin (2008); The
Showroom, Londyn (2010); Casco, Utrecht
(2011) oraz Arcade, Londyn (2012). Jego prace
byty prezentowane na licznych biennale:
w Stambule, Hawanie, Busanie, Gwangju,
Marakeszu i Tajpej, jak rowniez w muzeach
i galeriach: Walker Art Center (Minneapolis),
Van Abbemuseum (Eindhoven), ZKM (Karls-
ruhe), Artists Space (Nowy Jork) czy SALT
(Stambut). Zrealizowat takze nastepujace pro-
jekty publiczne: ,PARK: bir ihtimal” (Stambut,
2010); ,The Church Street Partners’ Gazette”
(Londyn, 2010-13);,Distributed” (Londyn, 2012);
Jnner Space Station” (Nowy Jork, 2013). Jest
redaktorem antologii ,komponowania scene-
rii": ,Ahali: an anthology for setting a setting”
(Bedford Press 2013, AA Publications, Londyn).

1975 yilinda Ankara'da dogdu. Bilkent Uni-
versitesi ic Mimarlik ve Cevre Tasarimi Bélim
mezunudur (lisans egitimini 1997'de, yiksek
lisansini ise 1999'da tamamlamistir). 2004 yilinda
Malmé Sanat Akademisinde (Lund Universitesi)
Elestirel Calismalar LisansUstld programini bi-
tirmistir. Yine 2004'te Bilkent Universitesinde
glzel sanatlar, tasarim ve mimarlik alaninda
doktor unvani almistir. istanbul'da oturmakta
ve calismaktadr.

Can Altay, kamusal alanin islevlerini, anlamini,
orgltlenmesini ve yeniden yapilandiriimasini
arastirmaktadir. Eserlerinde kentsel olgular ve
sanatsal etkinlik Uzerine elestirel distnceler
bulmak mumkindur. Heykel, fotograf ve
enstalasyon alaninda yapitlar vermekte, bu
yapitlar acik alanlarda, sergi ve cesitli yayinlarda
gorulebilmektedir.

Sala Rekalde, Bilbao (2006); Spike Island,
Bristol (2007); Kunstlerhaus Bethanien, Berlin
(2008); The Showroom, Londra (2010); Casco,
Utrecht (2011) ve Arcade, Londra'da (2012)
kisisel sergiler gerceklestirmistir. Yapitlari
istanbul, Havana, Busan, Gwangju, Marakes ve
Taipei'de bircok bienalde ve Walker Art Center
(Minneapolis), Van Abbemuseum (Eindhoven),
ZKM (Karlsruhe), Artists Space (New York) ya
da SALT (Istanbul) gibi mize ve galerilerde de
sergilenmistir.“PARK: bir ihtimal” (istanbul, 2010);
“The Church Street Partners’ Gazette” (Londra,
2010-13); “Distributed” (Londra, 2012); “Inner
Space Station” (New York, 2013) baslikli kamu
projeleri de gerceklestirmistir. “Sahne yaratimi”
antolojisi: “Ahali: an anthology for setting a set-
ting"in (Bedford Press 2013, AA Publications,
Londra) redaktorliguni yapmaktadir.

Born in Ankara, 1975. Graduated from Bilkent
University, Ankara (Interior Architecture and
Environmental Design: BFA in 1997, MFA in
1999). Post-Graduate Degree in Critical Studies
at Malmo Art Academy, Lund University (2004).
PhD in Art, Design and Architecture, Bilkent
University, Ankara (2004). Lives and works in
Istanbul.

He investigates the functions, meaning,
organisation and reconfigurations of public
space. His ‘settings’ provide critical reflection
on urban phenomena and artistic activity.
His work traverses sculpture, photography
and installation, and is staged and manifested
through the spaces, exhibitions and publica-
tions he produces.

Altay has had solo exhibitions at Sala Rekalde,
Bilbao (2006); Spike Island, Bristol (2007);
Kunstlerhaus Bethanien, Berlin (2008); The
Showroom, London (2010); Casco, Utrecht
(2011); Arcade, London (2012). His work has
been included in Biennials of Istanbul, Havana,
Busan, Gwangju, Marrakech, Taipei; and in
museums and galleries such as the Walker
Art Center (Minneapolis), Van Abbemuseum
(Eindhoven), ZKM (Karlsruhe), Artists Space
(New York), and SALT (Istanbul). His public
projects include: “PARK: bir ihtimal” (Istanbul,
2010); “The Church Street Partners’ Gazette”
(London, 2010-13); "Distributed” (London,
2012); “Inner Space Station” (New York, 2013).
Altay is the editor of “Ahali: an anthology for
setting a setting’, 2013 published by Bedford
Press, AA Publications, London.
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Fatma Bucak

Ur. 1982 w Iskenderun. Absolwentka Uniwer-
sytetu w Stambule (licencjat z filozofii),
Akademii Sztuk Pieknych Albertina w Turynie
(licencjat z grafiki) i Europejskiego Instytutu
Designu w Turynie (licencjat z fotografii). Tytut
magistra uzyskata z fotografii w londynskim
Royal College of Art (2012). Mieszka i pracuje
w Londynie i Stambule.

Jej prace tacza performance, wideo i fotografie.
Jak zauwaza Qinyi Lim, w ostatnich latach
Bucak czerpata z archetypdw regionu srod-
ziemnomorskiego, wzbogacajac jednoczesnie
swoje filmy i fotografie o intymne detale,
z ktoérych wytaniaja sie kwestie zwigzane
z ptynnoscia tozsamosci i przemieszczaniem
sie kultury mainstreamowej. W niektérych jej
pracach obecne sg watki autobiograficzne,
w ktérych wyraznie rysuje sie $lad napiec
wynikajacych z dorastania w rodzinie nalezacej
do mniejszosci kurdyjskiej w miasteczku na
granicy turecko-syryjskiej.

Miata wystawy indywidualne w galerii Alberto
Peola, Turyn (2011) i ARTER, Stambut (2013).
Brata udziat w prezentacjach grupowych:
IDFA, Amsterdam (2010); Art SAWA, Dubaj
(2011); International Festival of Nonfiction Film,
MoMA, Nowy Jork (2011); 54. Biennale Sztuki w
Wenecji, Tese di San Cristoforo (2011); Manifesta
9 Parallel Event, Genk (2012); Yapi Kredi Kultur
Sanat, Stambut (2013); Londonewcastle Project
Space, Londyn (2013); Cooper Gallery, DJCAD,
Dundee (2013); Rosenfeld Porcini, Londyn
(2013); Bloomberg New Contemporaries
2013, ICA, Londyn / Spike Island, Bristol; At the
Crossroads 2", Sotheby’s, Londyn (2014). Jest
wspdtkuratorka (wraz z Basak Senova) projektu
Jransition” (serii performance’dw i projekcji
wideo oraz wystawy) w Yapi Kredi Kultur Sanat
w Stambule, 2013-14 (transitionprojectistanbul.
com/). Planowane wystawy w 2014 r., solo:
Castello di Rivoli, Turyn; Alberto Peola, Turyn;
grupowe:,Into the Country”, SALT Ulus, Ankara;
,Rainbow in the Dark” SALT Galata, Stambut.

1982 yilinda Istanbul'da dogdu. Istanbul Univer-
sitesi Felsefe BoIUmUn{ bitirdi, pesi sira Torinoda
Albertina Guzel Sanatlar Akademisi'nin grafik
ve Avrupa Tasarim Enstitisi'nin fotograf
alanlarindaki lisans programlarindan mezun
oldu. Ytksek lisansini Londra Kraliyet Sanat Koleji
Fotograf BolumU'nde yapti (2012). Londra'da ve
Istanbul'da yasiyor ve caligiyor.

Galismalari performans, video ve fotodrafi bir araya
getirir. Bucak, Qinyi Lim'in belirttigi gibi, son yillarda
Akdeniz bolgesinin arketiplerinden beslenip ayni
zamanda da film ve fotograflarini, kimligin akiciigi
ve ana akim kdltlrinln yer degistirmesine bagl
meselelerin gorindr oldugu mahrem detaylarla
zenginlestirmektedir. Yapitlarinin bazilarinda,
Tarkiye-Suriye sininndaki kiigtk bir kasabanin Krt
azinligindan bir ailede buytmekten kaynaklanan
gerilimlerin izinin net sekilde gortnir oldugu
otobiyografik konular da mevcuttur.

Alberto Peola, Turino (2011) ARTER, istanbul
(2013) galerilerinde kisisel sergiler agmustir. IDFA,
Amsterdam (2010); Art SAWA, Dubai (2011);
International Festival of Nonfiction Film, MoMA,
New York (2011); 54. Venedik Sanat Bienali, Tese di
San Cristoforo (2011); Manifesta 9 Parallel Event,
Genk (2012); Yapi Kredi Kiltdr Sanat, Istanbul
(2013); Londonewcastle Project Space, Londra
(2013); Cooper Gallery, DJCAD, Dundee (2013);
Rosenfeld Porcini, Londra (2013); Bloomberg New
Contemporaries 2013, ICA, Londra / Spike Island,
Bristol; “At the Crossroads 2, Sotheby’s, Londra
(2014) gibi sanat etkinliklerinde grup sunumlarina
katilmistir. Istanbul Yapi Kredi Kiltdr Sanat'ta (bir
performans, video gosterimleri ve sergi serisi olan)
“Transition / Gegis" 2013-14 projesinin (Basak
Senova'yla birlikte) es kiratorliguni yapmaktadir
(http://transitionprojectistanbul.com/index-tr.
html). 2014 yilinda Torino'da Castello di Rivoli
ve Alberto Peola'da kisisel sergileri agmay, “Into
the Country / Koklere Dénds’, SALT Ulus, Ankara;
“Rainbow in the Dark’, SALT Galata, Istanbul
karma etkinliklerine katilmay! planlamaktadir.

Born in Iskenderun, 1982. Graduated from
Istanbul University (BA in Philosophy); Albertina
Academy of Fine Arts, Turin (BA in Graphics);
and European Institute of Design, Turin (BA in
Photography). MA in Photography, Royal College
of Art, London (2012). Lives and works in London
and Istanbul.

Her works embrace performance, video, and
photography. Over the last few years, as Qinyi
Lim writes, she has deeply drawn from the
archetypes that emerge out of the Mediterranean
region, while enhancing her photographs and
videos with nuanced intimate details in which
issues pertaining to the fluidity of identity and
displacement of mainstream culture are allowed
to emerge from between the cracks. In some of
her works she draws on autobiographical detail,
revealing the tensions that come from her being
a member of the Kurdish minority born in a town
on the border between Turkey and Syria.

She has had solo exhibitions at Alberto Peola,
Turin (2011) and ARTER, Istanbul (2013). Her
works have been shown at IDFA, Amsterdam
(2010); Art SAWA, Dubai (2011); International
Festival of Nonfiction Film, MoMA, New York
(2011); 54th Venice Biennale, Tese di San
Cristoforo (2011); Manifesta 9 Parallel Event,
Genk (2012); Yapi Kredi Kultur Sanat, Istanbul
(2013); Londonewcastle Project Space, London
(2013); Cooper Gallery, DJCAD, Dundee (2013);
Rosenfeld Porcini, London (2013); Bloomberg
New Contemporaries 2013, ICA, London and
Spike Island, Bristol; “At the Crossroads 2,
Sotheby’s, London (2014). She is co-curating
(with Basak Senova) the “Transition” project,
live and video performance exhibition series at
the Yapi Kredi Kultur Sanat, Istanbul, 2013-14
(transitionprojectistanbul.com/). Forthcoming
in 2014, solo shows: Castello di Rivoli, Turin and
Alberto Peola, Turin; group shows: “Into the
Country”, SALT Ulus, Ankara; “Rainbow in the
Dark” SALT Galata, Istanbul.



Hera Buyluktas¢iyan

Ur. 1984 w Stambule. Absolwentka malarstwa
na Wydziale Sztuk Pieknych Uniwersytetu
Marmara (2006). Mieszka i pracuje w Stambule.
Artystka postuguje sie pojeciem ,obcosci’,
taczac je z konceptami nieobecnosci i nie-
widocznosci w celu stworzenia umownego
potaczenia pomiedzy tozsamoscia, pamiecia,
czasem i przestrzenig - witasnie poprzez
,obcos¢”. Dzieki metaforom zapozyczonym
z lokalnych mitéw, motywdw historycznych
i ikonograficznych otwiera ona przed ,obco-
$cig” nowe mozliwosci narracyjne. Aby zgtebic
znaczenie ,niecbecnosci” w pamieci zbiorowej,
w swoich ostatnich pracach Buyuktasciyan
koncentruje sie na transformacji urbanistycz-
nej, ktorej skutkiem jest totalne unicestwie-
nie, destrukcja, wyobcowanie i innos¢ w ob-
rebie spotecznosci, historii, czasoprzestrzeni
i pamieci.

Brata udziat w rezydencjach artystycznych:
ACSL, Erywan (2011); PiST/// Interdisciplinary
Project Space, Stambut (2012); AIR-Drop,
Sztokholm (2012); Villa Waldberta, Mona-
chium (2012-13); Delfina Foundation, Londyn
(2014).

Prezentowata prace na wystawach m.in.:
Worthy Hearts", Erywan (2011);,The Afternoon
Odyssey’, SALT, Stambut (2012); ,Looking for
Somewhere to Land’, Slakthusateljéerna,
Sztokholm (2012); ,Reflecting on Reflection’,
Galeri Mana, Stambut (2012); ,Blur” Welt-
raum, Monachium (2012); ,Envy, Enmity,
Embarrassment”, ARTER, Stambut (2013);
JIn Situ”, PiST///, Stambut (2013); ,The Land
Across the Blind’, Galeri Mana, Stambut (2014).

1984 yilinda Istanbul'da dogdu. Marmara
Universitesi Guizel Sanatlar Fakultesi Resim
BoIUmi’'nden mezun oldu (2006). istanbul'da
calistyor. islerinde esas olarak “6teki” olmayi
vurguluyor ve bunu bosluk ve gérinmezlik
kavramlariyla, kimlik, bellek, mekan ve za-
man Uzerinden imgesel bir bag dahilinde
olusturmak icin birlestiriyor. Yerel mitlerden,
tarihi ve ikonografik elementlerden metaforlar
kullanarak, kimi zaman ironik, kimi zaman naif
ve didaktik bir yaklasim icerisinde “teki” icin
yeni bir anlatim alani agmaktadir. Sanatgi son
islerinde yersiz-yurtsuzlasma ve "bosluk-yokluk”
kavramlarini kollektif bellek icinde sorgulamak
icin, tam anlamiyla bir kaybolusa ve yikima
neden olan kentsel dontstim ile benlik ve
otekilik dazlemlerinin arasindaki varolussal
denge Uzerine odaklanmaktadir.

Katildigr misafir sanat¢i programlari: ACSL
(Erivan, 2011); PiST/// Disiplinlerarasi Proje
Alani (istanbul, 2012); AIR-Drop (Stockholm,
2012):Villa Waldberta (Minih, 2012-13); Delfina
Foundation (Londra, 2014).

Katildigi sergilerden bazilari sunlardir; “Worthy
Hearts” (Erivan, 2011); “Bir ikindi maceras!”
(SALT, Istanbul 2012); “Looking for Somewhere
to Land” (Slakthusateljéerna, Stockholm, 2012);
“Yansima Uzerine Duslnceler” (Galeri Mana,
istanbul, 2012); “Blur” (Weltraum, Miinih, 2012);
“Haset, Husumet, Rezalet” (ARTER, Istanbul,
2013);“In Situ” (PiST///, istanbul, 2013); “Kérler
Ulkesinin Karsisinda” (Galeri Mana, Istanbul,
2014).

BorninIstanbul, 1984. Graduated from Marmara
University, Faculty of Fine Arts, Painting de-
partment (2006). Lives and works in Istanbul.
The artist uses the notion of the ‘other’ and
combines it with the concepts of absence and
invisibility, in order to compose an imaginary
connection between identity, memory, space
and time through ‘the other’ By using meta-
phors from local myths, historic and icono-
graphic elements, she opens a new narrative
scope for the ‘other’ In her recent works to in-
quire the meaning of ‘absence’ within the
collective memory, she focuses on urban
transformation, which causes total disap-
pearance, destruction, isolation and otherness
within the frame-work of communities, history,
time-space and memory.

Aritst in Residence programmes she has
participated in: ACSL, Yerevan (2011); PiST///
Interdisciplinary Project Space, Istanbul (2012);
AIR-Drop, Stockholm (2012); Villa Waldberta,
Munich (2012-13); Delfina Foundation, London
(2014).

Selected exhibitions she participated in include:
“Worthy Hearts’, Yerevan (2011); “The Afternoon
Odyssey’, SALT, Istanbul (2012); “Looking for
Somewhere to Land’, Slakthusateljéerna,
Stockholm (2012); “Reflecting on Reflection’,
Galeri Mana, Istanbul (2012); “Blur”, Weltraum,
Munich (2012); “Envy, Enmity, Embarrassment’,
ARTER, Istanbul (2013);"In Situ’, PiST///, Istanbul
(2013); “The Land Across the Blind” Galeri
Mana, Istanbul (2014).
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Hubert Czerepok

Ur. 1973 w Stubicach. Absolwent Akademii
Sztuk Pieknych w Poznaniu (1999), odbyt studia
podyplomowe w Jan Van Eyck Academie
w Maastricht (2002-2003) oraz w Higher
Institute for Fine Arts Flanders w Antwerpii
(2004-2005). W latach 2000-2002 razem
ze Zbigniewem Rogalskim tworzyt duet
artystyczny Magisters. Jest profesorem
nadzwyczajnym w Akademii Sztuki w Szcze-
cinie na Wydziale Malarstwa i Nowych Me-
diéw, gdzie prowadzi Pracownie Filmu Eks-
perymentalnego. Mieszka we Wroctawiu.

Jego tworczos¢ obejmuje prace wideo, ani-
macje, filmy found footage, instalacje, foto-
grafie, rysunki, neony, realizacje w przestrzeni
publicznej. Czerepok jest badaczem skupionym
na znajdowaniu i analizowaniu sytuacji nie-
jednoznacznych, problematycznych, nie-
pokojacych. W obszarze jego zainteresowan
znajduja sie: kondycja srodowisk twoérczych
i krytyka instytucjonalna, funkcjonowanie
obrazu w kulturze wizualnej, cienka granica
miedzy fikcja a rzeczywistoscia, zjawiska
paranormalne, teorie spiskowe, proroctwa,
ksenofobiczne obsesje i ich funkcjonowanie
w spoteczenstwie.

Prezentowat prace na licznych wystawach
indywidualnych i zbiorowych, m.in.: ,Devil’s
Island”, La Criee Centre d’Art Contemporain,
Rennes (2009); ,Cultural Transference”, EFA
Project Space, The Elizabeth Foundation for
The Art, Nowy Jork (2012);,Lux Aeterna’, Galeria
Zak|Branicka, Berlin (2012); ,Historia i utopia’,
Galeria Arsenat, Biatystok (2013); ,Scientific
Inquiries’, Ko¢ University Campus, Stambut
(2013); ,Zbrodnia w sztuce”, MOCAK, Krakow
(2014); 19. Biennale of Sydney (2014).

zrédfo/kaynak/source: www.akademiasztuki.eu

1973 yilinda Stubice'de dogdu. Poznan Guzel
Sanatlar Akademisi mezunu (1999), Maastricht
Jan Van Ecyk Academie'de (2002-2003) ve
Antwerpen Higher Institute for Fine Arts
Flanders'da (2002-2003) lisanststl egitim
aldi. 2000-2002 yillari arasinda Zbigniew
Rogalski'yle sanat ikilisi Magisters'i kurdu.
Halen dogenti oldugu Szczecin Sanat Akademisi
Resim ve Yeni Medya Fakultesi'nde Deneysel
Film Atolyesi'ni yonetmektedir. Wroctaw'da
yasamaktadir.

Eserleri video calismalari, animasyon, buluntu
kayrt filmler, fotograf, ¢izim, neon isiklar, kamu-
sal alan uygulamalarini kapsar. Czerepok, dik-
katini tek anlamli olmayan, sorunlu, huzursuzluk
veren durumlari bulmaya ve incelemeye
vermis bir arastirmacidir. ilgi alaninda sanatgi
cevrelerin genel durumu ve kurumsal elestiri,
gorsel kultirde resmin isleyisi, kurguyla
gerceklik arasindaki ince sinir, paranormal
olaylar, komplo teorileri, kehanetler, yabanci
dismanhigr saplantilari ve bunlarin toplumda
isleyisi yer alir.

Calismalarini basta “Devil’s Island”, La Criee
Centre d’Art Contemporain, Rennes (2009);
“Cultural Transference’, EFA Project Space, The
Elizabeth Foundation for the Art, New York
(2012); “Lux Aeterna’, Galeria Zak|Branicka,
Berlin (2012); “Historia i utopia / Tarih ve Uto-
pya’, Galeri Arsenal, Biatystok (2013); “Scientific
Inquiries”, Koc Universitesi Kampus, istanbul
(2013); “Zbrodnia w sztuce / Sanatta Sug’,
MOCAK, Krakéw (2014); 19. Sydney Bienali
(2014) olmak Uzere bircok kisisel ve karma
sergide sergilemistir.

Born in Stubice, 1973. Graduated from the
Academy of Fine Arts in Poznan (1999). Post-
graduate degree at the Jan Van Eyck Academie
in Maastricht (2003) and Higher Institute for
Fine Arts Flanders in Antwerp (2005). In the
years 2000-2002 he cooperated with Zbigniew
Rogalski as part of an artistic duo called
Magisters. Associate professor at the Academy
of Artin Szczecin (Faculty of Painting and New
Media) where he runs the Experimental Film
Studio. He lives in Wroctaw.

His works include video, animation, found
footage films, installation, photography, draw-
ings, neon, projects in public space Czerepok
focuses on finding and analyzing situations
which are ambiguous, problematic or disturb-
ing. The scope of his interest embraces: the
condition of creative environment and insti-
tutional criticism, functioning of pictures in
visual culture, the thin line between fiction and
reality, paranormal phenomena, conspiracy
theories, prophecies, xenophobic obsessions
and their functioning in society.

His works have been presented on numerous
solo and collective exhibitions: “Devil’s Island”,
La Criee Centre d’Art Contemporain, Rennes
(2009); “Cultural Transference”, EFA Project
Space, The Elizabeth Foundation for The Art,
New York (2012); “Lux Aeterna’, Zak|Branicka
Gallery, Berlin (2012); “History and Utopia’,
Arsenal Gallery, Biatystok (2013); “Scientific
Inquiries”, Ko¢ University Campus, Istanbul
(2013); “Crime in Art” MOCAK, Krakow (2014);
19. Biennale of Sydney (2014).



Oskar Dawicki

Ur. 1971 w Stargardzie Szczecinskim. Absol-
went Wydziatu Sztuk Plastycznych Uniwer-
sytetu im. Mikofaja Kopernika w Toruniu (1996).
W latach 2000-2010 wspottworzyt grupe
Azorro. Mieszka w Warszawie.

Dawicki jest z wyksztatcenia malarzem, ale
juz w trakcie studiow zainteresowat sie sztuka
performance, ktérej pozostat wierny przez
kolejne lata, by po roku 2000 poszerzy¢ pole
swego dziatania o prace wideo, fotografie,
dokumentacje, a w koncu réwniez obiekty
i instalacje.

Jego prace maja postkonceptualny charakter
i utrzymane sa w lekko groteskowej, ironicznej,
a nawet absurdalnej aurze. Dawicki taczy
w swojej sztuce romantyczno-tragiczny kom-
ponent, silnie nasycony wtasnymi rozterkami
egzystencjalnymi, z poetyka i krytycznym
wymiarem sztuki konceptualnej. Autorefleksja
nad wiasnym statusem instytucjonalnym jako
artysty wspotczesnego przeplata sie scisle
z refleksja nad witasna tozsamoscia, a raczej
nad jej ulotnoscia, umownoscia, eterycznoscia,
staboscia.

Jego prace znajduja sie w kolekcjach m.in.:
Muzeum Narodowego w Warszawie, Muzeum
Sztuki Nowoczesnej w Warszawie, Centrum
Sztuki Wspotczesnej Zamek Ujazdowski w War-
szawie, MOCAK w Krakowie, Bunkra Sztuki
w Krakowie, Muzeum Sztuki w todzi, Centrum
Sztuki Wspotczesnej w Toruniu, Fundacji Sztuki
Polskiej ING, Galerii Arsenat w Biatymstoku.

zrodfo/kaynak/source: http: //raster.art.pl/galeria/
artysci/dawicki/dawicki.htm

1971 yilinda Stargard Szczecinskide dinyaya
geldi. Torun Nikolas Kopernik Universitesi
Plastik Sanatlar Fakiltesi mezunu (1996). 2000-
2010 yillart arasinda Azorro grubunu olusturan
isimlerden biridir. Varsovada yasamaktadir.

Dawicki resim egitimi almistir, ancak daha
ogrencilik yillarinda performans sanatina merak
salip sonraki yillarda ona sadik kalmis, 2000
yilindan sonra ise ¢alisma alanini video, fotograf,
belge ve nihayet obje ve enstalasyonlarla
genisletmistir.

Calismalarinin post-kavramsal bir niteligi vardir
ve hafiften grotesk, ironik, hatta absurt bir hava
icinde tutulan ¢alismalardir. Dawicki, sanatinda
kendi varolussal celiskileriyle iyice doyurulmus
bir romantik-trajik bileseni poetikayla ve
kavramsal sanatin elestirel boyutuyla birlestirir.
Gagdas bir sanatgi olarak kendi kurumsal
statustniin kendiliginden dusundlip irdelen-
mesi, kendi kimligi, daha ziyade onun gelip
geciciligi, basmakaliph@i, citkinldimhgr ve
zayifhgr Uzerine derinden disinmeyle siki
sikiya i¢ ice geger.

Calismalarinin yer aldigi baslica koleksiyonlar:
Varsova Ulusal Miize, Varsova Modern Sanat
Muzesi, Varsova Ujazdowski Satosu Cagdas
Sanat Merkezi, Krakéw MOCAK, Krakéw Sanat
Ambari, LodZ Stana Muzesi, Torun Cagdas Sanat
Merkezi, Polonya Sanati Vakfi ING, Biatystok
Galeri Arsenal.

Born in Stargard Szczecinski, 1971. Graduated
from the Nicolaus Copernicus University in
Torun, Faculty of Fine Arts. He was a member
of the Azorro group (2000-2010). Lives in
Warsaw.

Dawicki qualified as a painter but already during
his studies showed an interest in performance,
which has lasted for years. In 2000 he began
expanding his field of artistic activity into video,
photography, documentation and, last but not
least, objects and installations.

His works are of a post-conceptual character
and kept in the atmosphere of light grotesque,
irony and even the absurd. In his art, a tragi-
-romantic component suffused with his per-
sonal existential dilemmas is combined with
poetics and the critical dimension of con-
ceptual art. The auto-reflection on his own
institutional status as a contemporary artist
intertwines with the reflection on his own
identity or rather on its transience, symbolism,
ephemerality and feebleness.

His works can be found in collections of: the
National Museum in Warsaw, the Museum of
Modern Art in Warsaw, the Centre for Con-
temporary Art Ujazdowski Castle in Warsaw,
MOCAK in Krakow, Bunkier Sztuki in Krakow,
Muzeum Sztuki in t6dz and the Arsenal Gal-
lery in Biatystok.

75



76

Anna Konik

Ur. 1974 w Lublincu. Absolwentka Akademii
Sztuk Pieknych w Warszawie (2000). Mieszka w
Berlinie, Warszawie i w Dobrodzieniu. W latach
1999-2001 pracowata jako asystentka prof. Zofii
Glazer w Katedrze Rysunku warszawskiej ASP.
W 2012 r. uzyskata tytut doktora sztuk pieknych
na Wydziale Sztuki Mediéw i Scenografii
warszawskiej ASP.

Tworzy wideoinstalacje, obiekty, uprawia
wideo, fotografie, rysunek. W 2009 r. zostata
zaproszona w ramach profesury goscinnej im.
Rudolfa Arnheima do Instytutu Sztuki i Historii
Obrazu na Uniwersytecie Humboldta w Berlinie.
W latach 2012 i 2013 prowadzita seminaria
wideo na Wydziale Literatury i Lingwistyki
Uniwersytetu Bielefeld w Niemczech. Jest
laureatka wielu stypendiéw artystycznych,
polskich i zagranicznych, m.in. IASPIS w Sztok-
holmie (2011/2012) oraz Ministra Kultury
i Dziedzictwa Narodowego RP (2013).

Prace Konik prezentowano w licznych gale-
riach na swiecie, m.in. w Irlandii Pétnocnej,
Wegrzech, Polsce, Szwecji, Niemczech, Austrii,
Turcji, Wioszech, USA.

Bohaterami tworczosci Konik sg ludzie. Za-
wsze na pierwszym planie, oprowadzaja
nas po swoich miejscach i po swoim zyciu.
Artystka koncentruje sie na problemach
0séb wyalienowanych ze spoteczenstwa,
doznajacych wykluczenia ze wzgledu na status
okreslony wiekiem, choroba, narodowoscia.

Prace Konik znajduja sie w kolekcjach m.in.:
Centrum Sztuki Wspotczesnej Zamek Ujaz-
dowski w Warszawie, Fundacji Leube w Gar-
tenau-Salzburg, Muzeum Gérnoslaskiego
w Bytomiu, Art Stations Foundation w Po-
znaniu, Galerii Arsenat w Biatymstoku, War-
minsko-Mazurskiego Towarzystwa Zachety
Sztuk Pieknych w Olsztynie.

Zrédto/kaynak/source: http://www.annakonik.art.pl/

1974'te Lubliniec'de dogdu. Varsova Guzel
Sanatlar Akademisi mezunu (2000). Ya-
samini Berlin, Varsova ve Dobrodziei'de
strdirmektedir. 1991-2001 yillari arasinda
Varsova Guzel Sanatlar Akademisi Cizim
Bolimd'nde Prof. Dr. Zofia Glazer'in asistanhigini
yapmistir. 2012'de ayni okulun Medya Sanatlari
ve Sahne Tasarimi Fakultesi'nde guizel sanatlar
doktoru unvani almustir.

Video enstalasyonlar, objeler yaratmakta; video,
fotograf ve ¢izim calismaktadir. 2009 yilinda,
Rudolf Arnheim misafir 6gretim Gyeligi programi
kapsaminda Berlin Humboldt Universitesi Sanat
ve Resim Tarihi Enstitist’'ne davet edilmistir.
2012 ve 2013 yillarinda Almanya'da Bielefeld
Universitesi Edebiyat ve Dilbilim Fakiltesi'nde
video Uzerine seminer dersleri vermistir. Basta
Stockholm'de IASPIS — Uluslararasi Sanatgilar
Sttdyo Programi (2011/2012) ile PC. Kultur ve
Milli Miras Bakanhgi (2013) bursu olmak tzere
Polonya'da ve yurtdisinda birgok sanat bursu
kazanmistir.

Konik'in ¢alismalari Kuzey irlanda, Macaristan,
Polonya, Isveg, Almanya, Avusturya, Tirkiye,
italya, ABD gibi dinyanin bircok Ulkesinin
galerilerinde sergilenmektedir.

Konik'in sanatinin kahramanlari insanlardir.
Hep ilk plandadirlar, bizi kendi mekanlarinda
ve yasamlarinda dolastirirlar. Sanatgl, topluma
yabancilasmis, yasla, hastalikla ya da milliyetle
belirlenen statileri yUzinden dislanan
insanlarin sorunlarina yogunlasir.

Konik'in calismalari Varsova Ujazdowski Satosu
Cagdas Sanat Merkezi, Gartenau-Salzburg
Leube Vakfi, Bytom Yukari Silezya Muzesi,
Poznan Art Staions Foundation, Biatystok Galeri
Arsenal, Olsztyn Warmirisko-Mazurskie Guzel
Sanatlari Tesvik Dernegdi koleksiyonlari gibi
bircok koleksiyonda yer almaktadir.

Born in Lubliniec, 1974. Graduated from the
Academy of Fine Arts in Warsaw (2000). She
lives in Berlin, Warsaw and Dobrodzien. In the
years 1999-2001 she worked as an assistant
to Prof. Zofia Glazer at the Department of
Drawing, Academy of Fine Arts, Warsaw. PhD
in Fine Arts at the Faculty of Media Art and
Stage Design, Academy of Fine Arts in Warsaw
(2012).

Her works include video-installations, objects,
video, photography, drawing. In 2009 she was
invited as Rudolf Arnheim Associate Professor
to the Department of Art and Visual History,
Humboldt University in Berlin. She conducted
video seminars at the Faculty of Linguistics and
Literary Studies, Bielefeld University in Germany
(2012-2013). She has been awarded many
artistic scholarships both Polish and foreign,
such as: IASPIS in Stockholm (2011/2012); the
Minister of Culture and National Heritage of
the Repubilic of Poland (2013).

Her works have been exhibited in galleries in
different countries, for example in: Northern
Ireland, Hungary, Poland, Sweden, Germany,
Austria, Turkey, Italy, USA.

The subjects of her work are people. Always in
the foreground, they guide us through their
spaces and lives. The artist focuses on problems
of people who are alienated from society
because of their age, illness or nationality.

Her works can be found in collections of: the
Centre for Contemporary Art Ujazdowski Castle
in Warsaw, the Leube Foundation, Gartenau-
-Salzburg, the Upper Silesian Museum in By-
tom, the Art Stations Foundation in Poznan,
the Arsenal Gallery in Biatystok, the Warmin-
sko-Mazurskie Association for the Encourage-
ment of Fine Arts in Olsztyn.



Zbigniew Libera

Ur. 1959 w Pabianicach. Mieszka i pracuje
w Warszawie. Jest tworcg filméw wideo,
fotografii, instalacji, obiektéw i rysunkdw,
ktére w przenikliwy i przewrotny sposob graja
ze stereotypami wspotczesnej kultury. Jego
wstrzasajace prace wideo z lat 80. ubiegtego
wieku (m.in.,Obrzedy intymne”i,Perseweracja
mistyczna") wyprzedzity o 10 lat fale ,sztuki ciata”
W potowie lat 90. zaczat tworzy¢ ,Urzadzenia
korekcyjne” - obiekty bedace przetworzeniem
istniejacych juz produktow, przedmiotéw
masowej konsumpcji (m.in. ,Universal
Penis Expander” czy ,Body Master. Zestaw
zabawowy dla dzieci do lat 9"). Projektuje takze
przetworzone zabawki, prace odstaniajace
mechanizmy wychowywania, edukadji i tresury
kulturowej, z ktérych najgtosniejsza stato sie
,Lego. Obdz koncentracyjny” Od tego tez czasu
jest jednym z filarow tzw. sztuki krytycznej,
rowniez w sensie instytucjonalnym — mimo
rozwoju kariery caty czas blisko zwigzany jest
ze srodowiskami niezaleznymi i sceng offowa.

W ostatnich latach zajmuje sie gtéwnie foto-
grafig, a szczegdlnie specyfika fotografii
prasowej — tym, jak media ksztattujg nasza
pamie¢ wizualng i manipulujg obrazem hi-
storii (serie ,Pozytywy’, 2003). Inny nurt jego
twérczosci stanowi refleksja nad procesami
tworzenia historii sztuki oraz uwiktaniem sztuki
we wspotczesne procesy marketingowo-pro-
mocyjne (,Mistrzowie”, 2003). Czesto zabiera
gtos na temat trudnej sytuacji materialnej
artystow w realiach dzisiejszej Polski. Jest auto-
rem programu telewizyjnego ,Przewodnik po
sztuce”emitowanego w TVP Kultura (2012-13).

Prace Libery znajduja sie w kolekcjach m.in.:
Tate Modern w Londynie, Contemporary Art
Museum w Kumamoto, Jewish Museum w
Nowym Jorku, Muzeum Sztuki Nowoczesnej
w Warszawie, Fundacji Sztuki Polskiej ING,
Podlaskiego Towarzystwa Zachety Sztuk Piek-
nych w Biatymstoku.

zrodto/kaynak/source: http://raster.art.pl/qgaleria/

artysci/libera/libera.htm; http://culture.pl/pl/tworca/
zbigniew-libera

1959 yilinda Pabianice'de dogdu. Yasamini
ve c¢alismalarini Varsovada surddrmektedir.
Gagdas kulturun stereotipleriyle kurnazca ve
sinsice oyunlar oynayan filmlerin, fotograflarin,
enstalasyonlarin, obje ve cizimlerin yaraticisidir.
Gegen yUzyilin 80'li yillarindan sarsici video
calismalari (basta da“Mahrem Ayinler”ve “Mistik
Perseverasyon”), "beden sanati” dalgasini bir 10
yil kadar dncelemistir. 90'l yillarin ortalarinda
"Duzeltme cihazlan” - énceden mevcut kitlesel
tuketim egyalarinin, drtinlerinin modifikasyonu
olan objeler (6r.“Universal Penis Expander”ya da
“Body Master. 0-9 yas ¢ocuklari i¢in oyun seti")
- yaratmaya baslamistir. Yeni bicimler verilmis
cocuk oyuncaklari, cocuk yetistirme, 6gretim
ve kiltUrel egitim mekanizmalarini agiga
cikartan calismalar da projelendirmektedir ki
bunlardan en cok ses getireni “Lego. Toplama
Kamp!1” olmustur. O tarihten itibaren de adina
elestirel sanat denen akimin — kariyerinin
gelisimi hep bagimsiz cevreler ve “off-sahne”ile
baglantili olmussa da - kurumsal anlamda da
sacayaklarindan biri olagelmistir.

Son yillarda agirlikl olarak fotografcilikla, 6zelde
de foto muhabirligi ile — medyanin gorsel
hafizamizi nasil sekillendirdigi ve tarihin resmiyle
bizi nasil manipule ettigiyle (“Pozitif” serileri,
2003) —ilgilenmektedir. Sanatinin diger bir akimi
da sanat tarihini olusturma sirecleri ve sanatin
cagdas pazarlama-tanitim streclerine karismasi
Uzerine distinme olmaktadir (“Ustalar”, 2003).
Polonya'nin bugiinki sartlarinda sanatcilarin
yasadigl maddi gugltkler konusunda siklikla
soz soyler. TVP Kultura'da yayinlanan “Sanat
Rehberi” (2012-13) programinin yaraticisidir.

Libera’'nin calismalari Londra Tate Modern,
Komamoto Contemporary Art Museum, New
York Jewish Museum, Varsova Modern Sanat
Muzesi, Polonya Sanati Vakfi ING, Biatystok
Podlaskie Guzel Sanatlari Tesvik Dernegi gibi
kurum ve muzelerin koleksiyonlarinda yer
almaktadir.

Born in Pabianice, 1959. Lives and works in
Warsaw. He is an author of videos, photographs,
installations, objects and drawings which play
with stereotypes of contemporary culture
in a penetrating and perverse way. While
the “body art” wave arrived only in the late
1990s, Libera was 10 years ahead of his time
with his shocking video art (“Intimate Rites”
and “Mystical Perseverance” among others).
In the mid-nineties he began to create
“Correcting Devices”— modified objects which
had previously served as products of mass
consumption (as “Universal Penis Expander”
and “Body Master: a Play Kit for Children”).
He also designs converted toys - objects
exposing the mechanisms of upbringing, edu-
cation and cultural taming. The most famous
one was “Lego. Concentration Camp!”Since that
time he has been one of the pillars of the so-
-called critical art, also in the institutional sense.
In spite of becoming popular, he has managed
to stay part of the independent movement and
keep his roots in the off scene

In the recent years he has been focusing on
photography. He has shown particular interest
in press photography as well as how media
mould our visual memory and manipulate
our perception of history (the “Positives” series,
2003). Another field of interest is reflection on
the processes of creating history of art as well
as art being influenced by current marketing
and promotional activities (“Masters”, 2003).
He often speaks out about the difficult financial
situation of artists in contemporary Poland.
He is also an author of a television programme
"Przewodnik po sztuce” (Art Guide) broadcast
by TVP Kultura in 2012-13.

His works can be found in collections of: Tate
Modern in London, the Contemporary Art
Museum in Kumamoto, the Jewish Museum
in New York, the Museum of Modern Art in
Warsaw, the Podlaskie Association for the
Promotion of Fine Arts in Biatystok.
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Franciszek Ortowski

Ur. 1984 w Poznaniu. Absolwent Wydziatu
Intermediéw w Akademii Sztuk Pieknych w Po-
znaniu (2010). Mieszka i pracuje w Poznaniu.
Tworzy obiekty site specific, niekiedy zmie-
niajace sie w efemeryczne akcje. Interesuje
go problematyka relacji z Levinasowskim
,Innym”. Badajac granice mozliwosci zblizenia
sie do drugiego cztowieka, Ortowski zainicjowat
performance ,Pocatunek mitosci” (2009),
w ktérym zamieniat sie ubraniami z osobami
bezdomnymi. Zdobyta w ten sposéb odziez
wykorzystat do tworzenia pézniejszych prac
przestrzennych - ,Projektu 0 (zero)” (2011),
,Przebieralni” (2012), ,\Wiatrotapu” (2013) oraz
,Skéry i kosci” (2013).

W ostatnich latach brat udziat w wystawach:
,ZerreiBproben’, Lepiziger Kreis, Lipsk (2010);
,Mir", Galeria Arsenat, Biatystok (2011); ,After
Socialist Statues’, Centrum Sztuki Wspoétczesnej
kim?, Ryga (2011); ,Double Game / Podwdjna
gra’, polsko-ukrainski projekt specjalny w
ramach 1. Miedzynarodowego Biennale Sztuki
Wspdtczesnej w Kijowie ARSENALE 2012,
Mystetskyi Arsenal, Kijow (2012); ,Splendor
tkaniny”, Zacheta — Narodowa Galeria Sztuki,
Warszawa (2013); ,BRITISH BRITISH POLISH
POLISH: Sztuka krancéw Europy, dtugie lata
90. i dzis", CSW Zamek Ujazdowski, Warszawa
(2013); ,Artysta w czasach beznadziei’, BWA
Wroctaw (2013).

Zrodfo/kaynak/source:
http://kuratorlibera.bwa.wroc pl/?p=160)

1984 yilinda Poznarida dogdu. Poznan Guizel
Sanatlar Akademisi intermedya Fakdiltesi
mezunu (2010). Yasamini ve ¢alismalarini Po-
znan'da sdrdirmektedir.

Kimi zaman gegici eylemlere dontsen meka-
na 6zgl objeler yaratmaktadir. Onu Levinas'in
“Oteki’siyle iliski sorunsali ilgilendirmektedir.
Orfowski, 6teki insana yaklasabilmenin sinir-
larini arastirirken, evsiz insanlarla elbiselerini
degistirdigi “Ask Oplcigi” adli bir performansa
baslamistir. Bu sekilde elde ettigi giysileri
sonraki mekan calismalarinda - “Proje 0 (sifir)”
(2011), "Soyunma Odasi” (2012), “"Hol" (2013) ve
"Deriler ve kemikler”(2013) - kullanmistir.

Son yillarda katildigi sergiler: “ZerreiBproben’,
Lepiziger Kreis, Leipzig (2010); “Mir”", Galeri
Arsenal, Biatystok (2011); “After Socialist
Statues”, Cagdas Sanat Merkezi kim?, Riga
(2011); "Double Game” Kiev ARSENALE 2012 -
1. Uluslararast Cagdas Sanat Bienali kapsaminda
gergeklestirilen ¢zel Polonya-Ukrayna projesi,
Mystetskyi Arsenal, Kiev (2012); “Dokumanin
Splendor’u’, Tesvik — Ulusal Sanat Galerisi,
Varsova (2013); “BRITISH BRITISH POLISH PO-
LISH: Avrupa’nun uclarinin sanati, uzun 90'lar
ve bugin’, Ujazdowski Satosu Cagdas Sanat
Merkezi, Varsova (2013); “Umutsuzluk zaman-
larinda sanatc1’, BWA Wroctaw (2013).

Born in Poznan, 1984. Graduated from the
Academy of Fine Arts in Poznan, Intermedia
Department. Lives and works in Poznan.

He creates site specific objects which occa-
sionally turn into ephemeral actions. He is in-
terested in the subject of the relationship
with the Levinas's ‘Other. While investigating
the limits of the possibility of getting close
to another human, Ortowski initiated the
“Kiss of Love” performance (2009) in which he
swapped clothes with homeless people. The
items of clothing were then used for creating
the following works of art in space: “Project 0
(zero)" (2011), “Fitting Room” (2012), “Doorway
Curtain”(2013) and “Skin and Bones" (2013).

Recently he has taken part in the following
exhibitions: “Zerreifproben’, Lepiziger Kreis,
Leipzig (2010); “Mir", Arsenal Gallery, Biaty-
stok (2011); "After Socialist Statues”, kim?
Contemporary Art Centre, Riga, Latvia (2011);
“Double Game’, Polish-Ukrainian Special
Project at ARSENALE 2012: The First Kyiv
International Biennale of Contemporary Art,
Mystetskyi Arsenal, Kyiv (2012); “The Splendor
of Textiles”, Zacheta — National Gallery of
Art, Warsaw (2013); “BRITISH BRITISH POLISH
POLISH: Art From Europe’s Edges In The Long
‘90s And Today", Centre for Contemporary Art
Ujazdowski Castle, Warsaw (2013); “The artist in
the time of hopelessness’, BWA Wroctaw (2013).



Jadwiga Sawicka

Ur. 1959 w Przemyslu. Absolwentka Wydziatu
Malarstwa Akademii Sztuk Pieknych w Krakowie
(1984). Mieszka i pracuje w Przemyslu.

Tworzy obrazy, fotografie, obiekty i instalacje
tekstowe, rowniez w przestrzeni publicznej.
Autorka charakterystycznych obrazéw z na-
pisami, w ktérych na cielistym tle umieszcza
wyjete z kontekstu stowa - czesto Zle po-
dzielone, bez znakéw diakrytycznych, urwane,
wywotujace niepokdj i dezorientacje. Sawicka
stosuje swoisty recykling: wybiera pojedyncze
stowa lub urywki zdan zaczerpniete z gazet,
reklam, mediow elektronicznych i malujac je
na obrazach lub powielajac w formie tapet,
nakierowuje na nie uwage widza, prowokuje
go do dopisania wiasnej historii. W ten spo-
sOb z jednej strony udaje sie jej przywrocic¢
wyjatowionym stowom emocje i sens, jakie ze
sobg niosa, a z drugiej nadac¢ im materialno$¢
i wyrazistos¢ wizualna przynalezng rzeczom.
W ostatnich latach jej prace polegaja czesto
na interwencji w materie wydanych juz ksigzek
roznych autoréw - artystka wykonuje kolaze
wewnatrz nich lub obkfada je we wiasnorecznie
namalowane obwoluty.

Prace Sawickiej znajduja sie w kolekcjach m.in.:
Muzeum Sztuki Nowoczesnej w Warszawie,
Muzeum Narodowego w Warszawie, Zachety —
Narodowej Galerii Sztuki w Warszawie, Muzeum
Narodowego w Krakowie, MOCAK w Krakowie,
Fundacji Sztuki Polskiej ING, Podlaskiego To-
warzystwa Zachety Sztuk Pigknych w Biatym-
stoku.

Zrodto/kaynak/source: http://culture.pl/pl/tworca/

jadwiga-sawicka); http://czarna-gallery.pl/index.php/
jadwiga-sawicka/; http://www.jadwigasawicka.pl/.

1959'da Przemyél'da dogdu. Krakéw Guzel
Sanatlar Akademisi Resim Fakultesi mezunu
(1984). Yasamini ve calismalarini Przemysl'da
strdUrmektedir.

Resimler, fotograflar, kamuya acik alanlar da
dahil olmak Uzere objeler ve enstalasyonlar
calismaktadir. Ten rengi bir fon Uzerine
baglamindan kopartiimis — genelde hatal
bolunmis, noktalama isaretleri olmayan, kopuk
kopuk, insanda huzursuzluk ve zihin karisikhig
uyandiran — soézcuUkler yerlestirdigi, yazih
karakteristik resimlerin yaraticisidir. Sawicka,
kendine has bir geri dontstim uygular: Tek tek
kelimeleri ya da gazetelerden, reklamlardan
ya da elektronik medyadan alinma soézcik
parcaciklarini secer ve onlari resimlerini yapip
ya da duvar kagidi seklinde ¢ogaltip izleyicinin
dikkatini onlarin Uzerine cekerken, izleyiciyi
bunlara kendi tarihini eklemeye kiskirtir.
Boylece bir yandan, gligstiz dismus sdézciklere
beraberlerinde getirdikleri duygulari ve anlami
geri kazandirmayi, diger yandan, onlara
nesnelere ait gorsel bir netlik ve maddilik
vermeyi basarir. Son yillarda calismalari genelde
cesitli yazarlarin basilmis kitaplarina sonradan
yapilan mudahalelere dayali ¢alismalardir:
Sanat¢l, bunlarin iclerine kolajlar yapmakta
ya da dislarini el boyamasiyla yaptigi kaplarla
kaplamaktadir.

Sawicka'nin ¢alismalarinin yer aldigr baslica
koleksiyonlar: Varsova Modern Sanat Muzesi,
Varsova Ulusal Mize, Varsova Ulusal Sanat
Galerisi “Tesvik”, Krakéw Ulusal Mize, Krakow
MOCAK, Polonya Sanati Vakfi ING, Biatystok
Podlaskie Guzel Sanatlari Tesvik Dernegi.

Born in Przemysl, 1959. Graduated from the
Academy of Fine Arts in Krakéw (Faculty of
Painting, 1984). Lives and works in Przemysl.

She creates paintings, photographs, objects
and text installations, often in public spaces.
She is an author of characteristic images with
writing in which words are placed on a flesh-
-coloured background. The words are out of
context, often missing diacritical marks, finished
half-way, causing anxiety and disorientation.
Sawicka recycles words in her own way. She
singles out words or fragments of sentences
from newspapers, advertisements or electronic
media and she paints them on canvas or
duplicates them on wallpaper, focusing viewers'
attention and encouraging them to complete
the story. In this way she manages to re-equip
the barren phrases back with the emotions and
meaning they are supposed to convey while
granting them with the physicality and visual
clarity typical of objects. In recent years her
works have often concentrated on interfering
with the physical matter of published books
by various authors. This is accomplished by
creating painted hand-made covers or collages
inside the books.

Her works can be found in collections of: the
Museum of Modern Art in Warsaw, the National
Museum in Warsaw, Zacheta — National Gallery
of Art in Warsaw, the National Museum in
Krakow, MOCAK in Krakéw, the Podlaskie
Association for the Promotion of Fine Arts in
Biatystok.
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Konrad Smolenski

Ur. w 1977 w Kaliszu. Absolwent Akademii
Sztuk Pieknych w Poznaniu (2002). W latach
2002-2009 pracowat jako asystent tej uczel-
ni. Mieszka i pracuje w Warszawie i Bernie.
Artysta sztuk wizualnych, fotograf, muzyk.

W swej tworczosci wykorzystuje réznorodne
media, m.in. wideo, instalacje, performance,
muzyke. Nalezy do poznanskiej grupy artys-
tycznej Penerstwo. Wspottworzyt lub wspot-
tworzy zespoty muzyczne: Mama, Kristen,
K.O.T, Sixa, BNNT. W latach 1999-2002 uczestnik
dziatan niezaleznej grupy artystycznej Stado
Prusa. Od 2003 roku animator sceny Pink Punk.
W 2011 r. zostat laureatem nagrody ,Spojrzenia”
Fundacji Deutsche Bank w konkursie orga-
nizowanym przez Zachete - Narodowga Galerie
Sztuki w Warszawie.

Prezentowat prace na wielu wystawach indy-
widualnych i zbiorowych, m.in.: ,The End of
Radio’, PinchukArtCentre, Kijéow (2012);,Tribute
to Errors and Leftovers’, Performa 13, Nowy
Jork (2013); ,BOOSTER. Art Sound Machine”,
muzeum Marta Herford, Herford (2014); ,Co
widac. Polska sztuka dzisiaj’, Muzeum Sztuki
Nowoczesnej, Warszawa (2014); ,Primary
Images’, ArtBrussels 2014, Bruksela (2014);
Noid. If the Universe Is Expanding, Are We
Drifting Apart Too?’, Kunsthalle Winterthur
(2014); ,Everything Was Forever Until It Was No
More - Time Test’, CentrePasquArt, Biel (2014).
W 2013 r. reprezentowat Polske na 55. Biennale
w Wenecji (wystawa indywidualna,Everything
Was Forever, Until It Was No More” w Pawilonie
Polskim).

Jego prace znajduja sie w kolekcjach: Muzeum
Sztuki Nowoczesnej w Warszawie, Muzeum
Sztuki w todzi, Fundacji Sztuki Polskiej ING,
Podlaskiego Towarzystwa Zachety Sztuk Piek-
nych w Biatymstoku.

zrodto/kaynak/source: http://leto.pl/konrad-smolenski/;
http://www.konradsmolenski.com/

1977'de Kalisz’de dogdu. Poznan Glzel Sanat-
lar Akademisi mezunu (2002). Ayni okulda
2002-2009 yillari arasinda asistanhk yapti.
Yasamini ve calismalarini Varsova ve Bern'de
strdurmektedir.

Gorsel sanatlar, fotograf ve muzik sanatgisi.
Sanatinda video, enstalasyon, performans ve
muzik gibi farkh farkli araclardan yararlanir.
Poznan sanat grubu Penerstwo'nun bir Gyesidir.
Mama, Kristen, K.O.T.,, Sixa, BNNT gibi muzik
gruplarinda yer almig ve almaktadir. 1999-2002
yillar arasinda bagimsiz sanat grubu Stado
Prusa’nin calismalarina katilmistir. 2003 yilin-
dan bu yana Pink Punk’un sahne animatérudur.
2011 yilinda Varsova Ulusal Sanat Galerisi
“Tesvik” tarafindan dizenlenen yarismada
Deutsche Bank Vakfi'nin “Bakislar” adaltinu
kazandi.

Calismalarini bircok kisisel ve karma sergide
sergilemistir ki en dnemlileri sunlardir:“The End
of Radio” PinchukArtCentre, Kiev (2012); “Tribute
to Errors and Leftovers’, Performa 13, New York
(2013); “BOOSTER. Art Sound Machine’, Marta
Herford Muzesi, Herford (2014); “Goruldugu
Uzere. Buglnun Polonya sanati, Modern
Sanat Muzesi, Varsova (2014); “Primary Images’,
ArtBrussels 2014, Briksel (2014); “Void. If the
Universe Is Expanding, Are We Drifting Apart
Too?’, Kunsthalle Winterthur (2014); “Everything
Was Forever Until It Was No More — Time Test”,
CentrePasquArt, Biel (2014). 2013'te Polonya'y!
55. Venedik Bianeli'nde temsil etmistir (Polonya
pavyonunda agilan kisisel sergi: “Everything
Was Forever, Until It Was No More / Daha Fazlasi
Olmadigi Surece, Her Sey Ebedidir”).

Calismalarinin yer aldigi koleksiyonlar: Varsova
Modern Sanat Mdizesi, LédZz Sanat Mizesi,
Polonya Sanati Vakfi ING, Biatystok Podlaskie
Glzel Sanatlari Tegvik Dernegi.

Born in Kalisz, 1977. Graduated from the Acad-
emy of Fine Arts in Poznan (2002) where he
worked as an assistant lecturer in 2002-2009.
Lives and works in Warsaw and Bern.

His art includes visual works, photography
and music. In his artistic activity he makes use
of various media, such as video, installations,
performance or music. He is a member of
the "Penerstwo” artistic group. He has been
a member of the following bands: Mama,
Kristen, K.O.T., Sixa, BNNT. In 1999-2002 he
participated in the activities of the independent
artistic group “Stado Prusa” (Prus's Herd). He has
been an animator for the Pink Punk scene since
2003.In 2011 he received the Deutsche Bank
Foundation Award “Views"in an art competition
organized by Zacheta — National Gallery of Art
in Warsaw.

Smolenski's works have been presented at
numerous solo and collective exhibitions, such
as: “The End of Radio’, PinchukArtCentre, Kyiv
(2012);“Tribute to Errors and Leftovers”, Performa
13, New York (2013); “As You Can See: Polish Art
Today", Museum of Modern Art, Warsaw (2014);
“Primary Images’, ArtBrussels 2014, Brussels
(2014); "Void. If the Universe Is Expanding, Are
We Drifting Apart Too?’, Kunsthalle Winterthur
(2014); "Everything Was Forever Until It Was No
More - Time Test’, CentrePasquArt, Biel (2014);
“BOOSTER. Art Sound Machine” museum Marta
Herford, Herford (2014).1n 2013 he represented
Poland at the 55th Venice Biennale (solo
exhibition “Everything Was Forever, Until It Was
No More”, Polish Pavilion).

His works can be found in collections of: the
Museum of Modern Art in Warsaw, Muzeum
Sztuki in £6dz, the ING Polish Art Foundation,
the Podlaskie Association for the Promotion
of Fine Arts in Biatystok.



Ali Taptik

Ur. 1983 w Stambule. Absolwent Wydziatu
Architektury Uniwersytetu Technicznego (ITU)
w Stambule. Tytut magistra uzyskat z historii
architektury, ITU (2011). Obecnie jest doktorantem
i adiunktem na ITU. Jest fotografem samoukiem.
Mieszka i pracuje w Stambule.

"

Jego debiut artystyczny ,Remembering Me
(Pamietajac mnie; 2001-2005) to fotograficzna
seria sktadajaca sie z autobiograficznych scen oraz
ujec krajobrazu miejskiego, tworzacych osobista
opowies¢ o dorastaniu. Druga seria fotografii Kaza
ve Kader” (Przypadek i przeznaczenie; 2004-2008)
to, jak pisze Basak Senova,,powiazane ze soba kadry
niosace doswiadczenia skondensowanej miejskiej
rzeczywistosci, przedstawiajace zwiazki, miejsca,
ludzi, emocje i przypadkowe sytuacje” ,Kaza ve
Kader" zostata opublikowana we Francji w 2009 r.
przez Filigranes Edition. Seria ,Familiar Strangers”
(Znajomi nieznajomi; 2007-2008) to kontynuacja
prac poswieconych miastu rodzinnemu, ktérej
motywem przewodnim jest jego struktura oraz
relacje pomiedzy mieszkaficami a ich otoczeniem.
,Nothing Surprising” (Nic zaskakujacego; 2007-
2013), drugi tom ,powiesci” zapoczatkowanych
przez Kaza ve Kader’, koncentruje sie wokot moty-
wu kryzysu i kontestacji w kontekscie urbanisty-
cznym. Artysta zajmuje sie takze architektoniczng
i krytyczng analiza krajobrazu miejskiego, jak
w ,0On clothing and grooming: Looking at
Osmanbey” (O ubiorze i pielegnacji. Spojrzenie na
Osmanbey; praca w procesie od 2012).

Taptik wraz ze swoim projektem ,Reform-Reset-
Revisit” byt jednym z artystow reprezentujacych
Turcje na 14. Miedzynarodowej Wystawie Archi-
tektury w ramach Biennale w Wenecji w 2014 r.
Taptik wspotpracowat z prof. dr. Ugurem Tanyeli
i Bulentem Erkmenem nad podwdjng ksiazka
Jstanbul’'u Resmetmek — Turkiye'nin Gorsellik
Tarihine Giris" (Obraz Stambutu. Wstep do historii
sztuk wizualnych w Turcji), wyd. 2010, oraz
,Metropol Yesili" (Zielerh metropolii), wyd. 2014.
Jest jednym z cztonkéw zatozycieli Zwigzku
Wydawcéw Bandrolsuz (www.bandrolsuz.org).

1983 yilinda Istanbul'da dogdu. istanbul Teknik
Universitesi (ITU) Mimarlik Fakultesi mezunudur,
2011 yilinda ayni fakiltede mimarlik tarihi
alaninda yuksek lisansini tamamlamistir. Halen
ITU Mimarlik Fakiiltesi'nde doktora égrencisi ve
ogretim gorevlisidir. Yasamini ve ¢alismalarini
istanbul'da stirdiirmektedir.

Cikis yapiti “Beni Hatirlamak” (2001-2005),
otobiyografik sahnelerle kent peyzajinin kendi
blytme oykustne eslik eden karelerinden
olusan bir fotograf serisidir. ikinci fotograf serisi
"Kaza ve Kader” (2004-2008), Basak Senova'nin
yazdigi gibi, “birbirine bagli biriktirilmis kentsel
gerceklik deneyimi kareleri Uzerine; iliskiler,
mekanlar, insanlar, duygular ve tesadufler
Uzerinedir” "Kaza ve Kader", Filigranes Edition
tarafindan 2009'da basiimistir. “Tanidik
Yabancilar”serisi (2007-2008), dogup biytudugu
kente adadigi calismalarinin devami olup ana
motifi kentin yapisi ve kent sakinleriyle cevreleri
arasindaki iliskiler olmaktadir. “Sasilacak bir sey
yok” (2007-2013), “Kaza ve Kader"in baslattig
“romanlarin”ikinci cildi, kentsel baglamda kriz
ve direnis motifi etrafinda yogunlasir. Sanatgl,
(2012'den bu yana devam ettirmekte oldugu)
"Giyinmek ve giydirmek tzerine: Osmanbey’e
bakmak” calismasinda oldugu gibi, kent
peyzajinin mimari ve elestirel analiziyle de
ugrasmaktadir. Taptik, “Reform-Reset-Revisit”
projesiyle, 2014 yilinda Turkiye'yi Venedik
Bianeli'nin 14. Uluslararasi Mimari Sergisi'nde
temsil eden sanatgilardan biri oldu.

Taptik, “Istanbul’'u Resmetmek — Tirkiye'nin
Gorsellik Tarihine Giris” (2010)" bashklr iki ciltlik
kitapta ve “Metropol Yesili'nde (2014) Prof.
Dr. Ugur Tanyeli ve Bulent Erkmen'le ortak
caligma ydruttd. Ayrica, yayincilar kollektifi
Bandrolstz'in (www.bandrolsuz.org) kurucu
Uyelerinden biridir.

Born in Istanbul, 1983. Graduated from the
Istanbul Technical University (ITU), Faculty of
Architecture (2007). Master’s thesis in History
of Architecture, ITU (2011). He is currently
a PhD candidate and an adjunct lecturer
at ITU. He is an autodidact photographer.
Lives and works in Istanbul.

Taptik's debut work “Remembering Me” (2001-
2005) is a photographic series that combines
autobiographical images with urban landscape
to recreate a personal history of adolescence.
His second series "Kaza ve Kader” (Accident
and Fate; 2004-2008) is “about interconnected
frames of the experience of accumulated
urban realities, it is about the relationships,
places, people, emotions and coincidences”as
Basak Senova describes. “Kaza ve Kader” was
published by Filigranes Editions, France in 2009.
With “Familiar Strangers” (2007-2008), a series
about the urban structure and the relationship
between the subjects of the city and their
environment, Taptik continued his work on his
hometown.“Nothing Surprising”(2007-2013) is
the second volume in the series of “‘novels”that
started with“Kaza ve Kader”."Nothing Surprising”
centers itself around the theme of crisis and
resistance in an urban context. Along with
these projects, Taptik's work range also includes
architectural and critical analysis of urban areas
as in “On clothing and grooming: Looking
at Osmanbey” (work in progress since 2012).

Taptik was also one of the artists representing
Turkey in Venice Biennial of Architecture
2014 with his project “Reform-Reset-Revisit".
Taptik also collaborated with Prof. Dr. Ugur
Tanyeli and Bulent Erkmen on the double book
“Istanbul'u Resmetmek — Tarkiye'nin Gorsellik
Tarihine Giris" (Depicting Istanbul - Introduction
to History of Visuality in Turkey), published
in 2010, and "Metropol Yesili" (Metropol Green),
2014. He is one of the founding members
of Istanbul based Bandrolsuz Publishers
Collective (www.bandrolsuz.org).
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Marek Wasilewski

Ur. 1968 w Poznaniu. Absolwent PWSSP w Po-
znaniu (1993) i Central Saint Martins College
of Art & Design w Londynie (1998). Byt
stypendystg the British Council, Fundacji
Fulbrighta i Kosciuszko Foundation. Jest
profesorem Uniwersytetu Artystycznego
w Poznaniu, gdzie wyktada w Katedrze Inter-
mediow na Wydziale Komunikacji Multi-
medialnej. Mieszka i pracuje w Poznaniu.

Wasilewski jest autorem tekstow i ksigzek o sztu-
ce oraz redaktorem naczelnym czasopisma
,Czas Kultury”. Zajmuje sie przede wszystkim
sztuka wideo, ostatnio coraz czesciej w swoich
pracach postuguje sie fotografig cyfrowa.
Zdarza sie takze, ze siega do srodkoéw wyrazu
odlegtych od technologii nowych mediow
(np.,Stownik” z 2002 roku). Tomasz Wilmanski
pisat, ze rozpatrujac tworczos¢ Wasilewskiego,
nalezy skupi¢ sie w pierwszym rzedzie na
,pojemnosci merytorycznej’, sensach zawartych
w realizowanych przez niego obrazach
filmowych, ktére warunkuja (scalajg) wszystkie
pozostate elementy jezyka jego wypowiedzi
artystycznych. Artysta realizuje filmy, ktére
ukazuja najczesciej proste, prozaiczne zjawiska
wyjete z otaczajacej go rzeczywistosci. Z tym
ze obraz filmowy nie jest nam przekazany
do jednoznacznego odczytania... Ryszard
Kluszczynski w ksigzce ,Obrazy na wolnosci”
zauwazyt, ze w twodrczosci Wasilewskiego
wystepuje silnie zaznaczona sktonno$¢ do
analizy jezykow sztuki, wewnetrznej struktury
dzieta oraz jego relacji z medium.

"

Wasilewski prezentowat swoje prace na wysta-
wach indywidualnych i grupowych w Polsce,
Niemczech, Austrii, Wtoszech, Norwedii, Irlandii
Poétnocnej, USA, Izraelu, Japoniiiin.

Zrédto/kaynak/source: //intermedia.uap.edu.pl/
index.php?page=konsultant-prof-marek-wasilewski

1968 yilinda Poznar'da dogdu. Poznan Plastik
Sanatlar Devlet Yiksek Okulu (1993) ve
Londra Central Saint Martins College of Art &
Design mezunu (1998). The British Council,
Fulbright Vakfi ve Kosciuszko Foundation'dan
burslar almistir. Poznan Sanat Universitesi'nde
hocalik yapmakta olup Multimedya letisimi
Fakiltesi intermedya Anabilim Dali'nda
dersler vermektedir. Poznar'da oturmakta ve
calismalarini da bu kentte sirdtirmektedir.

Wasilewski, sanat Uzerine kitap ve metinleri
olan bir yazar, ayrica "Kultir Zamani” dergisinin
de genel yayin yonetmenidir. Her seyden
once video sanatiyla ilgilenmekte olup son
zamanlarda dijital fotografi daha siklikla
kullanmaktadir. Yeni araglarin teknolojisinden
uzak ifade araglarina da yoneldigi olur (6r. 2002
tarihli “SozIuk” ¢alismasi). Tomasz Wilmanski,
Wasilewski'nin sanatini irdelerken ilk sirada
onun “6zIU kapasitesine’, yaptigi filmlerde
sanatsal séylemlerinin dilinin butin diger
unsurlarini belirleyen (butunlestiren) ickin
anlamlara yogunlasiimasi gerektigini yazmistir.
Sanat¢l, genelde basit, onu ¢evreleyen
gerceklikten cikarilip alinmis alelade olaylari
gosteren filmler yapmaktadir. Ama film bize
tek anlamla okunmak icin iletilmis degildir...
Ryszard Kluszczynski, “Ozgurlikteki Resimler”
adli kitabinda, Wasilewski'nin sanatinda
sanatin dillerinin, bir yapitin i¢ yapisinin ve
medyayla olan karsilikli iliskisinin analizini
yapmak yonunde belirgin bir egilim oldugunu
belirlemistir.

Wasilewski, calismalarini Polonya, Almanya,
Avusturya, Italya, Norveg, Kuzey irlanda, ABD,
israil, Japonya vb. tlkelerde diizenlenmis kisisel
ve karma sergilerde sergilemistir.

Born in Poznan, 1968. Graduated from the
State School of Fine Arts in Poznan (1993) and
Central Saint Martins College of Art & Design
in London (1998). He is the recipient of the
grant from the British Council, the Fulbright
Foundation and the Kosciuszko Foundation.
Professor at the University of Arts (Faculty
of Multimedia Communication, Intermedia
Department). Lives and works in Poznan.

Wasilewski is an author of texts and books
on art. He is also the chief editor of the “Czas
Kultury” (Culture Time) periodical. His main
field of interest is video art. Recently he has
been increasingly using digital photography
in his work. He occasionally exploits means of
expression quite separate from the new media
technology (as in 2002 “Dictionary”). According
to Tomasz Wilmanski, when analyzing
Wasilewski's work, one should focus mainly
on “the essential capacity”, the meanings
carried by his film frames which condition
(unite) all the other elements of the language
of his artistic expression. The artist makes
films which usually present simple, prosaic
situations extracted from the surrounding
reality. Nevertheless, the picture that reaches
the viewer is not unambiguous... As Ryszard
Kluszczynski notices in his book “Obrazy na
wolnosci” (Pictures on the loose), Wasilewski’s
works show a strong tendency for analyzing
languages of art, the internal structure of
a piece of art and its relationship with the
medium.

His art has been presented at solo and col-
lective exhibitions in Poland, Germany, Austria,
Italy, Norway, Northern Ireland, USA, Israel,
Japan and others.



Piotr Wysocki

Ur. 1976 w Debnie Lubuskim. Absolwent Aka-
demii Sztuk Pieknych w Warszawie (2008).
Mieszka i pracuje w Warszawie.

Strategia artystyczna Piotra Wysockiego mie-
$ci sie pomiedzy dokumentem filmowym,
performance a akcjonizmem spotecznym.
Artysta przeprowadzit i sfilmowat warsztaty
dla dzieci gruzinskich, czeczenskich i rosyjskich
przebywajacych w wyizolowanym osrodku
dla uchodzcéw w Bytomiu, dajac im do
zabawy kartonowe pudetka w ksztatcie
cegiet (,Kamanda’, 2010, wspdlnie z Markiem
Glinkowskim). W dawnej fabryce broni
w Radomiu skonfrontowat ze sobg dwie
sktocone grupy - parkourowcéw i policje
(,Run Free”, 2011). Zaproponowat grupie
muzutmandw odprawienie islamskiego rytuatu
w warszawskim Muzeum Narodowym (,Zikr",
2012). W czasie trwania pitkarskich mistrzostw
Europy zorganizowat na krakowskim stadionie
mecz futbolowy z udziatem mniejszosci
seksualnych (,TransEuro’, 2012). Przez kilka
lat rejestrowat zycie pochodzacej z prowingji
transseksualistki Aldony i w decydujacym
momencie sfinansowat jej operacje zmiany
ptci (,Aldona’, 2013). Wysocki zbliza sie do
swoich bohateréw na tyle, ze stereotypy
i schematyczne podziaty tracg sens. Jego
projekty ujawniaja ukryte uprzedzenia i trau-
my, tworzac jednoczesnie emancypacyjng
przestrzerh wolnosci.

W 2008 roku znalazt sie wsérdd laureatow
konkursu Samsung Art Master. W 2011 roku
byt nominowany do prestizowej nagrody
,Spojrzenia” Fundacji Deutsche Bank.
zrodto/kaynak/source:
http://www.krolikarnia.mnw.art.pl/wystawy/piotr-

wysocki-praktyki,57.html;
http://culture.pl/pl/tworca/piotr-wysocki

1976 yilinda Debno Lubuskie'de diinyaya geldi.
Varsova Gulzel Sanatlar Akademisi mezunu
(2008). Yasamini ve calismalarini Varsova'da
sturdurmektedir.

Piotr Wysocki'nin sanat stratejisi belgesel film,
performans ve sosyal aktivitizm arasinda yer alir.
Sanatgl, Bytom'da izole bir multeci merkezinde
bulunan Gircl, Cecen ve Rus ¢ocuklarina
oynamalari i¢in tugla seklinde karton kutular
vererek atolye calismalar yapmis ve bunlari
filme almistir (“Kamanda”, 2010, Marek
Glinkowski'yle birlikte). Radom'da bulunan eski
bir silah fabrikasinda ise aralarinda husumet
bulunan iki grubu - kaykaycilarla polisi -
karsi karsiya getirmistir (‘Run Free”, 2011). Bir
grup Musliman’a namazlarini Varsova Ulusal
Mdize'de kilmalarini énermistir (“Zikr”, 2012).
Avrupa Futbol Sampiyonasi strerken, Krakow
Stadyumu’nda cinsel azinhklar arasinda bir
futbol maci duzenlemistir (“TransEuro”, 2012).
Tagsrali bir transekstel olan Aldona’nin yasamini
birkag yil boyunca filme almis ve filmin tam
belirleyici aninda da cinsiyet degistirme
ameliyatinin masraflarini karsilamistir
("Aldona’, 2013). Wysocki, kahramanlarina o
denliyakinlasmaktadir ki stereotipler ve sematik
boélunmdisltkler anlamlarini yitirmektedir.
Projeleri gizli onyargilari ve travmalari agiga
cikarirken, 6zgudrligin 6zgurlukeU bir alanini
da yaratmaktadir.

2008 yilinda Samsung Art Master ¢dullerinden
birini almistir. 2011'de Deutsche Bank Vakfi'nin
prestijli 6duld “Bakislar"a aday gosterilmistir.

Born in Debno Lubuskie, 1976. Graduated from
the Academy of Fine Arts in Warsaw (2008).
Lives and works in Warsaw.

Wysocki’s artistic strategy falls between
documentary, performance and social
actionism. He has conducted and video-re-
gistered workshops for children from Georgia,
Chechnya and Russia who were staying at an
isolated refugee centre in Bytom at the time,
giving them brick-shaped carton boxes to play
with ("Kamanda’, 2010, together with Marek
Glinkowski). He confronted two groups at
odds, free runners and policemen, in a former
weapons factory in Radom (“Run Free’, 2011).
He offered a group of Muslims to conduct an
Islamic ritual in the National Museum in Warsaw
("Zikr", 2012). During Euro 2012 he organized
a football match featuring sexual minorities
(“TransEuro”, Krakow 2012). He filmed several
years from the life of Aldona, a transsexual
from a province, and financed her sex reas-
signment surgery at the decisive moment
("Aldona”, 2013). Wysocki grows so close
together with his subjects that stereotypes
and formulaic divisions become pointless.
His projects expose hidden prejudices and
traumas, at the same time creating the
emancipatory space for freedom.

He was a winner of the Samsung Art Master
competition (2008). In 2011 he was nominated
for the prestigious Deutsche Bank Foundation
Award "Views".
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