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Ping Pong is based on a fragment from a match between two dominating, strapping players
who play fast, aggressive and offensive table-tennis. It seems to be an exciting game, even
for the referee. However, a young beautiful woman takes the role of the net. Every hit
appears as a bruise on her skin; yet, she bears the physical pain and suffers stoically.

Ping Pong videosu hizli ve saldirgan vuruslarla, agresif bir oyun cikaran iki kuvvetli
oyuncunun masa tenisi macindan bir kesit sunmaktadir. Bu hakem icin bile oldukca
heyecanli bir mactir. Ancak genc ve gizel bir kadin ag rolin Ustlenmistir. Her vurus kadinin
vicudunda bir bere olarak belirir, yine de o fiziksel aciya katlanip, sessizce aci cekmeye
devam etmektedir.

— Basak Senova



Adel Abidin enjoys twisting mundane and banal actions in order to lend them a totally
different meaning, entering them into the wider symbolic domain of the dramatist.

His video Ping Pong fully encompasses this idea. The female nude as ping pong net on a
table-tennis table, suddenly exposed to the impact of the ping pong ball, transforms a keenly
fought game into a cruel situation charged with paradox. This red-head, with her milky skin
and languorous attitude, does indeed evoke a painting of an odalisque or of an ancient
statue of Venus or Psyche. However, the position of her hands, concealing her sex and her
breasts, creates a posture that suggests self-protection rather than sensuality. The tightened
outlines of her face capture a feeling of solitude and isolation, often present in the work of
the artist.

Thus, Adel Abidin develops an atmosphere of tension by juxtaposing contradictory elements:
a harmless game with physical suffering, the apparent tranquillity of the female pose and
the violence of the marks inflicted on her naked body. More than just a confrontation
between two players, it is a series of latent conflicts which the artist seems to convey by this
set-up: a conflict between masculine and feminine, between peaceful lethargy and a frenzy
of intensity, between two powers greedy for victory and a silent victim. The scoring, given by
an anonymous judge, a cold and apparently indifferent witness, lends a relentless rhythm to
the match and to time, oblivious to the woman's suffering at the centre of this brutal game.

As so often in Adel Abidin’s universe, the peculiarity of the situation is open to various
interpretations and possible analyses: from poetic to political, social to personal.

Translated by Theodora Taylor
Courtesy the Nadour Collection, www.nadour.org



Adel Abidin gunlik ve siradan hareketlere tamamen farkli anlamlar yikleyebilmek adina,
onlari bir oyun yazarinin zengin sembolik alanina sokarak saptirmaktan zevk aliyor.

Ping Pong videosu tamamen bu fikri cevreliyor. Masadaki agin masa tenisi topunun etkisine
aniden maruz kalan ciplak bir kadin ile degistirilmesi, hevesle oynanan oyunu celiskiyle
yUklenmis acimasiz bir duruma doénUsttrtyor. Bu kizil, acik tenli kadin mahmur hali ile

bir cariye resmini, antik bir VenUs ya da Psyche heykelini cagristiriyor. Yine de, ellerinin
pozisyonuyla mahrem yerlerini saklamasi sehvet yaratmak yerine kendini koruma hissi veren
bir durus yaratiyor. YuzUnin gergin hatlari sanatcinin islerinde siklikla gértnen yalnizlik ve
soyutlanma hislerini aciga cikariyor.

Adel Abidin celisen elemanlari yan yana koyarak bir gerilim atmosferi gelistiriyor: zararsiz bir
oyun ile fiziksel aci, kadin durusundaki sakinligi ile ciplak viicudunda beliren izlerin siddeti.
Sadece iki oyuncu arasindaki meydan okumadan daha fazlasi, sanatcinin bu kurguyla ilettigi
bir gizli catismalar serisidir: erkege ait olan ile kadina ait olan arasindaki, huzurlu rehavet

ile siddetin asirligr arasindaki, zafere ac iki guc ile sessiz bir kurban arasindaki catisma.
Soguk ve ilgisiz bir sahit olan isimsiz bir hakem tarafindan tutulan skor ve bu gaddar oyunun
merkezindeki kadinin aci cekisine kayitsiz kalinlyor olmasi maca ve zamana acimasiz bir ritim
veriyor.

Adel Abidin’in evreninde cok sikca oldugu gibi durumun garipligi cesitli yorumlara ve olasi
analizlere aciktir: siirselden politige, sosyalden kisisele...

— Marion Guilmot
Fransizcadan ceviren Theodora Taylor
Nadour Koleksiyonu izni ile, www.nadour.org












By conceptualising the role and power of the performers, Ping Pong is a work that retains
symbolism in every detail. Nevertheless, this symbolism operates on an arbitrary level. Abidin
has stated that as an artist he leaves the interpretation of his work to the viewer. Hence,
Ping Pong could be read from various angles and viewpoints including gender-politics,
geo-politics or even bio-politics. The work oscillates between opposite poles and challenges
the viewers by including them in this tidal situation. While observing this beautifully filmed
brutality, the viewer becomes both the witness and the accomplice.

The exhibition in Istanbul features an installation of a video work by the same title that fills

the exhibition space of Gallery Zilberman. The minimal spatial design of the space gives the
screen a floating effect, yet transforms the gallery into a field shared by the viewers and the
work.

Ping Pong oyuncularin rollerini ve guclerini kavramsallastirarak, videoda bulunan her

bir 6geyi sembol olarak kullanan bir istir. Buna ragmen, bu sembolizm keyfi bir diizeyde
islemektedir. Abidin isinin yorumunu izleyiciye biraktigini belirtir. Dolayisiyla, Ping Pong
farkli yonlerden ve bakis acilarindan -6rnegin cinsiyetci ideolojiler, jeopolitik konular ya da
biyopolitika tizerinden- okunabilir. is zit kutuplar arasinda gidip gelirken, izleyiciyi de bu
gelgit durumu icinde konumlandirarak zorlar. izleyici oldukca estetik bir sekilde kaydedilmis
bu acimasiz eyleme taniklik ederken, bu eylemin hem tanigi hem de suc ortagr haline
gelmektedir.

Ping Pong istanbul’da bulunan Galeri Zilberman'in sergi alaninin tamamini bir yerlestirme
olarak kusatmaktadir. Galerinin sade mekansal tasarimi ekrana havada stzilme etkisi ver-
irken, galeriyi izleyici ve is tarafindan paylasilan bir oyun sahasina déndsttrmektedir.

— Basak Senova






"Ping-Pong” is not a depiction of a table-tennis match, though the two men hit the ball in
earnest and the referee keeps score.

The ping-pong net is replaced with the classic subject of Western art: a naked woman.

She, all but immobile, suffers the pangs of the ping-pong balls hitting her. The whiteness of
her body becomes blemished by red marks as she winces at every hit. Are the players and
the referee so blind to all but their evil game —war, that is— that they see not, hear not,
speak not, while she suffers? And who is she if not all the living beings caught up between
warring men in the turmoil of reckless devastation?

Abidin fishes in the sea of his abundant visual imagery and creates short, no-frills pieces,
which do not need the huge crew or budget so customary to museum-scale video-works.
Yet he is an esthetic. The professional lighting and camera-work in these recent pieces bear
witness to a careful even if spontaneous attention to form and color.

“Ping-Pong” iki adamin gercekten topa vurdugu ve hakemin skor tuttugu bir masa tenisi
macinin betimlemesi kesinlikle degildir.

Masa tenisi agi Bati sanatinin klasik 6znesiyle yer degistirmistir: ciplak bir kadin. Neredeyse
tamamen hareketsiz olan kadin ona carpan masa tenisi toplarinin siddetiyle aci cekiyor.
Vicudunun beyazligi her vurusta irkilerek kirmizi izlerle lekeleniyor. Oyuncular ile hakem,
bu kot oyunun —ki bu bir savas— farkina varamayacak kadar kor mi? Kadin aci cekerken
hic mi gérmuyorlar, duymuyorlar hatta konusmuyorlar? Ve dusincesiz yikimin karmasasinda
savasanlarin arasinda yitip gidenlerden biri degilse, o zaman bu kadin kim?

Abidin kendi zengin gorsel imge denizinde avlaniyor. Blyuk bir ekip ya da bitceye gerek
duymaksizin herhangi bir miize 6lcegine uygun olacak mutevazi isler cikariyor. Yine de o bir
estetikci. Bu son islerindeki profesyonel isiklandirma ve kamera kullanimi da bicime ve renge
dayanan dikkatli bir calismanin kaniti.

— Lauri Nykopp



In his video Ping Pong (2009), Adel Abidin completely undresses a woman. In the piece,
she lies on a ping pong table, in place of the net, and suffers the blows of a heated match
between two male players. Her body is marked where the ping pong ball strikes her skin.

The underlying concept of the piece is the notion of the suffering of the innocent. Suffering
that always afflicts outsiders when some power wants to demonstrate its might, to seize
things unjustly and to subjugate others. The woman in the work is, according to the

artist, an image of the humanity that is trampled, damaged and caused to suffer when
superpowers wage their wars. One inevitably wonders why Abidin has chosen a woman

as the victim in his work. Why not a man? Would we look at the piece differently were it

a helpless male instead, serving as the net? Perhaps the woman can be seen as a kind of
Christ-like figure, a surrogate sufferer who accepts the blows on our behalf.

The setup of the male players and female net and the marks on the woman’s skin, are

also reminiscent of stoning as a form of punishment. The umpires of the game look on

from the sidelines, faceless, as if they were judges who have passed sentence and are now
observing the execution of the punishment. Here a theme of guilt enters the work. What is
the woman'’s crime? Is it her nakedness, existence, humanity or femininity that is the reason
for the penance? The work seems to contain many intersecting levels that shift with one’s
viewpoint, sometimes subconsciously and at other times consciously. For it is not the woman
who is the criminal, but the men.

The woman on the table in Ping Pong covers her genitals and breasts with her hands. Her
white skin and ethereal appearance bring to mind the famous enchantresses of art history,
such as Titian's Venus of Urbino (1538) and Manet’s Olympia (1863). The submissive
seductiveness of the Renaissance Venus is replaced by the self-conscious stare of the
Romantic Olympia. The goddess of love has become a woman awaiting her lover. Yet in
both works the woman'’s body is flagrantly on offer, revealed by the gaze and accessible to
the viewer. In Abidin’s piece the woman is literally beaten. The history of sports and games
is associated with the history of warfare, the exercise of martial skills.

The violence aimed at the woman in Abidin’s work is concealed by the game, as if the
players cannot see anyone on the playing field, as if they do not actually know what they
are doing. The mechanism of war operates in the same way, through blind destruction,
causing suffering and death to thou, sands of men, women and children. Victims must
remain unseen, anonymous, unrecognized, otherwise the destruction of human beings
could not go on.



Abidin’s work intriguingly presents two different levels: the cultural level of sex and nudity
and the very universal level of humanity and suffering. How do these levels interact? Are not
sex and nudity also universal and are not humanity and suffering also cultural phenomena?

The powerful tension of the work reflects intercultural points of intersections. A work of
art functions as a mirror in which we see ourselves, our environment and our age. It shows
things we would not otherwise see, or which we might otherwise consider givens.

Ping Pong videosunda, Adel Abidin bir kadini tamamen soyuyor. Videoda kadin bir masa
tenisi masasina agin yerine uzaniyor ve iki erkek oyuncunun hararetli macinin darbelerine
maruz kaliyor. Vicudunda, masa tenisi topunun tenine carptigi yerlerde izler olusuyor.

Bu isin altinda yatan kavram masum olanin aci cekme fikriyle sekillenmistir. Herhangi bir
glcln adaletsizce birseyleri ele gecirip, digerlerine boyun egdirmek icin kuvvetini géstermek
istedigi zaman, eylemin disinda kalanlari daima sarsan bir acidir bu. Sanatclya gore videodaki
kadin stiper gucler savaslarini sirdurtrken ezilmis, zarar gérmus ve aci cekmis olan insanligin
bir imgesidir. Elbette, Abidin’in isinde kurban olarak neden bir kadin kullandigr ilk sorulacak
sorudur. Neden bir erkek degildir? Onun yerine ag olarak kullanilan caresiz bir erkek olsaydi,
bu ise farkli mi bakardik? Muhtemelen kadin bizim adimiza vekaleten darbelere katlanan bir
magdur olarak bir tur isa figtir(i islevini yiikleniyor. Ayrica, erkek oyuncularin, kadin agin ve
kadinin viicudunun tzerinde olusan izlerin birlesimi bize bir cezalandirma sekli olan taslamayi
da animsatiyor. Oyunun hakemleri sanki hiiktimlerini vermis ve su anda cezanin infazini
gdzlemleyen hakimlermiscesine yan cizgilerden, yizlerini gdstermeksizin izliyorlar. Burada
sucluluk temasi isin bir parcasi haline geliyor. Peki kadinin sucu nedir? Kefaretinin nedeni
olan ciplakhigi mi, varolusu mu, insanligi veya kadinligi mi? is kisinin bakis acisini bazen
bilincsizce, bazense bilincli bir sekilde degistiren bir cok kesisen katmant iceriyor. Kadinin
degil de erkegin suclu olduguna dair ipuclari veriyor.

Ping Pong'da masanin Uzerindeki kadin treme organini ve goguslerini elleriyle kapatiyor.
Beyaz teni ve narin gérinuma Titian'in Urbino Vendsi (1538) ve Manet'nin Olympia’si
(1863) gibi sanat tarihinin Gnlt buyuleyici kadinlarini akla getiriyor. Romantik Olympia‘nin
kendinden emin bakisi Rdnesans Ventsi'nln edilgen bastan cikariciiginin yerine gecmistir.
Ask tanricasi, sevgilisini bekleyen bir kadina dénismustur. Yine de iki eserde de kadinin



vlcudu bakisla aciga cikmis ve izleyicinin erisimine sunulmustur. Abidin’in isinde kadin
kelimenin tam anlamiyla dévilmustar. Spor ve oyun tarihi dévis becerilerinin talimi olan
savas tarihiyle iliskilidir. Abidin’in eserinde kadina yonelik siddet sanki oyuncular oyun
sahasinda kimseyi géremiyormus, gercekte ne yaptiklarini bilmiyorlarmis gibi oyunla
gizlenmistir. K&r yikimla erkeklerin, kadinlarin ve cocuklarin acisina ve élimine neden olan
savas mekanizmasi da ayni sekilde isler. Kurbanlar gériinmeyen, adi olamayan, taninmayan
olarak kalmalidirlar, aksi takdirde insanlarin yokedilmesine devam edilemez.

Abidin’in isi merak uyandiracak bir sekilde iki farkli dizey sunar: cinsiyet ve ciplakhigin
kdltdrel duzeyi ile insanh@in ve aci cekmenin evrensel dizeyi. Bu iki dizey nasil kesisir?
Cinsiyet ve ciplaklik evrensel degil midir? Peki, insanlik ve aci cekmek de kultdrel bir olgu
degil midir?

isin barindirdigi gerginlik kiltirlerarasi kesisme noktalarini yansitiyor. Bir sanat isi kendimizi,
cevremizi ve kendi cagimizi gérdtigimuz bir ayna goérevi gordr. Bize verilmis olani oldugu gibi
kabullenmek yerine, baska turlii géremeyecegimiz seyleri bize gosterir.

— Milkko Oranen















A CONVERSATION WITH ADEL ABIDIN
(Thinking with and after a ‘conversation’)
— Basak Senova

BS: This exhibition is our first collaboration and we have a schedule of working together
for specific projects in the span of three years. Yet, for this exhibition, we display only Ping
Pong. Is Ping Pong a self-reflective work for you?

AA: | don't know if its self-reflective per se, though it may be reflective of the fact that |
am inspired by current events, not simply those in the world but those close to, or observed
by me as well. Current events might include what | see happen to a person next to me in a
coffee shop or a bar, or what comes across in my reading of the news at large. | suppose in
this piece | was interested in the ‘in-between’ - a reality that might be obvious yet invisible.
In politics, economics, culture, identity, there is always someone or something in between,
an unknown, unclear, or forgotten point of view. | think a lot of my work situates itself
within the obvious, in a way that alludes that which is (being) missed.

(Notes of Basak Senova) The ‘in-between’ is the central object within the action in
the video that is being watched by the viewer; so, “she” comes into being as ‘all-
seeing’ through the camera angles and moves.

In his attempt to explain the logic of the gaze, Lacan asserts that “this all-seeing
aspect is to be found in the satisfaction of woman who knows that she is being
looked at, on condition that one does not show her that one knows that she
knows"", hence, for this work, while the camera both functions as the eye of the
viewer in which ‘the in-between’ is in a permanent state of being under the gaze of
the viewer and at the same time, the viewer is being identified with the eye of ‘the
in-between’.

So, through the camera, the position of the viewer is as important as this mechanism
that takes the viewer as the point of reference in applying its logic of operation. For
this reason, by referring to the theories of cinema, two processes of identification

as with the camera and with the object deserve attention.? On the other hand, such
a short symbolic moving image provides empathy instead of identification; yet, the
viewer constantly has to play the part of the “witness”. It can be regarded as an

1. Lacan, Jacques. The Four Fundamental Concepts of Psychoanalysis: The Seminar of Jacques Lacan, Book 11. Ed
Jacques-Alain Miller. Trans. Alan Sheridan, W.W. Norton & Company, Inc, NY & London, 1998:74.
2. Bellour, Raymond. “Hitchcock, The Enunciator”. Camera Obscura. No:2 1977.

Bellour
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experienced oscillation between ‘having’ and ‘being’ the image. Freud’s description
of the patient’s experience in his well-known case “A Child Is Being Beaten” presents
a similar instance: in a secession of hypnosis, the patient turns back to his childhood
and experiences the event while being the witness of the event at the same time.
Hence, there is a constant tidal situation between the two states, thus the flow of the
similar experience in which the viewer feels an empathy that appears and disappears
in limited duration.

BS: What was your starting point for Ping Pong?

AA: It was a scene from a longer movie | wanted to make in 2005. The starting point was

a woman as a net. It became my main focus and | realized a longer movie wasn’t needed. |
continued to refine my visualization of the piece until 2009, when | freed up in various ways
that allowed for the final work to take shape.

(Notes) This scene is a fragment extracted from a repetitive historical moment on
power. We see different forms and modes of power through each item inhabited in
the video. In many ways it has a predictable pattern, nevertheless, the end result is
not known and the suffering silent female creates a tension by delaying the climax
point. Such a predictable pattern together with this tension underlines how the
instant and the continuous communicate and work together in this particular moving
image.

BS: What is the significance of the duration and time-related decisions in relation to the set-
ups of your works?

AA: Timing and duration play an important role in my work. They are a set of tools that |
use to express or complete a concept, like a brush or a camera. In addition, the duration of
elements in the work is directly related to creating a unique connection to the viewer, thus it
is integral to the presentation and experience of my ideas.

(Notes) Although every sequence is transferred through the inclusion of another kind
of sequence in the video (which provides continuity) , the flow of the scene is being
(mentally) cut with the sequences, which shows the hits on the woman’s body. The
video appears as a movement-based on extension and the flow is consummated by
the sound that it moderates connections between visual sequences, hence, providing
continuity for the content. In this context, each ‘mental’ cut operates as a beat® that
provides breaks. As Virilio argues, the notion of speed is perceived by breaks

3. As a borrowed word from music literature, beat indicates the metric divisions.



and with the term “the effect of duration’, he states that interruption is needed to
grasp the time passing.# The effect of duration indicates electronic and technical
interruptions in order to perceive the speed. Hereby, Abidin creates a ‘mental’
interruption, which operates as the effect of duration for the viewer.

BS: How do you position the viewer within the context of the work?

AA: The viewers choose how to position themselves, based on how they relate to the work.
They decide to be referees, superheroes, passive bystanders, etc. | do not premeditate or
force how | want the viewer to experience the work.

(Notes) The work oscillates between opposite poles in order to challenge the viewer
by locating them in this tidal situation. While witnessing this brutal action, the viewer
becomes both the witness and also the accomplice of this action.

BS: How do you define “action”?

AA: | explore action through all of my ideas. Sometimes, action leads to a satisfying
conclusion in my work, and other times, action results in wasting time or losing my way. |
allow each concept to guide the process of exploring and discovering the specific form of
action in a work.

(Notes) Abidin leaves the viewer with a field of possibilities through an action that
was considered and calculated. His methodology to decide on an action to explore
is quite arbitrary and even coincidental; yet, the execution of the solution is always
designed in details.

BS: In Ping Pong, every single image/entity symbolizes something else. What do you think
about symbolism?

AA: Symbolism is central to my practice in general, not just to Ping Pong. Symbolism
indirectly guides us to significance and meaning in a work of art. It adds layers of ambiguity
and excitement as we continue exploring the work. It lends the work a certain ease of
understanding, yet making it more complex.

(Notes) Symbolism and visual complexity are the most significant characteristics of
Romanticism, especially in literature and painting. Ping Pong has strong references

4. Virilio, Paul. “The Third Window: An Interview with Paul Virilio”. Global Television Int. Jonathan Crary, Trans. Yvonne
Shafir Eds. Cyntia Shneider and Brian Wallis. Cambridge; Massachusetts; London: The MIT Press, 1991: 188.
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to art history. Hence, it is possible to detect the same tension between rays of light
and the dark shadows in Ping Pong with the paintings of Gericault, Delacroix, or
even Goya. Also, in Ping Pong the background is a vague setting of darkness that
highlights the figures at the foreground. Based on passion and even violence as a
source of aesthetic experience, the tendency to confront the viewer with an untamed
nature as the continuation of this experience, is a familiar approach in Abidin’s
work.®

BS: How about the ‘female body'?

AA: Here the female body is reminiscent of Venus. She simply represents the clichés of
femininity and fertility.

(Notes) In Ping Pong the references to art history operate through diverse channels.
The net/the body/the woman gives multiple references from the Aphrodite of Cnidus
of Praxiteles to Manet’s Olympia, from Lorenzo Lotto’s Venus to Klimt's Danae.

The work presents the viewer a field of possibilities and the viewer decides what
approach to take while and after perceiving the video.

BS: What do you think about showing your works in different political, cultural, and social ‘

contexts and geographies?

AA: There is a universal element, or thread, through my projects, and | think it is always a
positive experience to show my work anywhere, to any audience. | continue to learn from
my work when | see how people from various social, political, and cultural backgrounds
interact with it.

(Notes) Abidin creates both a mental and psychological relationship between the
viewer and his work. Since this relationship is based on basic human instincts and
conditions, the work always finds channels to communicate in any context and
geography. Nevertheless, while choosing this specific work to be shown in Istanbul,

| considered overlapping personal, social, political, psychological, televised, and
mediated realities, perceived and interpreted in diverse layers in Turkey. Therefore,
from my point of view, Ping Pong overtly contemplates on local cases such as
domestic violence against women, hostile sexism, political and indiscriminate
violence along with freedom of speech from political censorship, accompanied by the
collective silence and blindness in the country.

5. Ferguson, Frances. Solitude and the Sublime: Romanticism and the Aesthetics of Individualism. Routledge, NY and
London. 1992.
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ADEL ABIDIN iLE SOYLESI
(‘Soylesi'yle birlikte ve sonrasinda disiinmek)
— Basak Senova

BS: Bu sergi bizim ilk isbirligimiz ve seninle dnimuzdeki Uc sene icinde baska projelerde
beraber calismak Gzere bir takvimimiz var. Yine de bu ilk isbirliginde sergilemek icin Ping
Pong'u sectik. Ping Pong sence seni tamamiyla tanimlayan ve yansitan bir is mi?

AA: Aslinda kendimi yansitan bir is mi bilmiyorum, gerci basitce dinyadaki degil ama

yakin olduklarim veya benim tarafimdan da gozlemlenen giincel olaylardan esinlendigim
gerceginden yola cikarsam yansittigini sdyleyebilirim. Guncel olaylar, bir kafede yan masadaki
kisiye olanlari veya genelde haberleri okurken karsima cikani icerebilir. Ben bu iste ‘arada
kalan” ile ilgilenmistim - acik olmasina ragmen gériinmez bir gerceklik. Politika, ekonomi,
kaltdr, kimlik ile ilgili her tarla konuda, her zaman arada kalan birisi ya da birsey oluyor,
bilinmeyen, net olmayan veya unutulmus bir bakis acisi kaliyor. Bence, bir cok isim kendini
bariz olanin icine yerlestiriyor ve bir bakima goézden kacani ima ediyor.

(Basak Senova’nin Notlari) Videoda aksiyon icindeki asil nesne olan ‘arada kalan’,
izleyici tarafindan izlenen ancak kamera acilari ve hareketleriyle ayni anda ‘her seyi
goren’ olarak varoluyor.

Bakisin mantigini aciklama girisiminde Lacan, “kadinin kendine bakildigini

biliyor oldugunu, bu her seyi géren acinin ise ancak kisinin bunu bildigini kadina
gostermemesi durumunda, bakildigini bilen kadinin tatmininde, tespit edilebilecegini”
ileri stirer.” Dolayisiyla bu iste kamera, hem daimi olarak izleyicinin bakisina maruz
birakilan ‘arada kalan’a bakan izleyicinin g6z, hem de ayni zamanda izleyicinin
‘arada kalan’la 6zdeslesmesi sonucu kadinin gézl olarak islev gériyor.

Yani izleyiciye atfedilen pozisyon, kendi isleyis mantigini izleyiciyi referans olarak alan
kamera kadar énemli. Bu nedenle sinema kuramlarina dayanarak hem kamerayla,
hem de ilgiyi hak eden nesne? ile iki 6zdesim kurma siireci gerceklesir. Diger taraftan,
bu kadar kisa, sembolik, hareket halinde bir gortnti 6zdesim yerine empatiye izin
verir, yine de izleyici strekli olarak “tanik” roltini oynamak zorundadir. Bu imgeye
‘sahip olma’ ile imge ‘olma’ arasinda yasanan bir salinim olarak gorulebilir. Freud'un
iyi bilinen vak’asi “Déviilen Cocuk”taki hastasinin deneyiminin betimlemesine benzer

1. Lacan, Jacques. The Four Fundamental Concepts of Psychoanalysis: The Seminar of Jacques Lacan, Book 11. Ed.
Jacques-Alain Miller. Cevir. Alan Sheridan, W.W. Norton & Company, Inc, NY & Londra, 1998:74.
2. Bellour, Raymond. “Hitchcock, The Enunciator”. Camera Obscura. No:2 1977.



bir érnek sunulmaktadir: Bir hipnoz seansi sirasinda hasta cocukluguna déner ve
olaya taniklik ederken ayni zamanda olayi yasar. Dolayisiyla iki durum arasinda surekli
bir gelgit hali vardir, bu nedenle izleyicinin kisitli bir stire ortaya cikan, ardindan da
yok olan bir empatiyi hissettigi, benzer bir deneyim akisi vardir.

BS: Ping Pong icin baslangic noktasi neydi?

AA: 2005 yilinda yapmak istedigim daha uzun bir filmden bir sahneydi. Baslangic noktasi, ag
olarak kadin fikriydi. Odak noktasi bu fikre dénusti ve daha uzun bir filme ihtiyac olmadigini
farkettim. 2009 yilina, son halini almasina kadar bu fikrin farkli yollarla gorsellesmesi Gzerine
calistim.

(Notlar) Bu sahne giic Uzerine tekrarlanan tarihsel bir andan cekip cikarilmis bir

parca gibi duruyor. Video icerisinde yer alan her 6ge tzerinden gtctn farkli sekilleri
ve bicimlerini gériyoruz. Bircok yonden tahmin edilebilir bir ¢rtintisd var, yine de
sonu bilinmiyor. Kadinin sessizce aci cekisi 6rgtintin doruk noktasini erteleyerek bir
gerginlik yaratiyor. Boylesi tahmin edilebilir bir kalip bu gerginlikle beraber s6z konusu
hareketli gértinttde anlik ve devam edenin nasil iletisim kurdugunun ve nasil bir
arada calistiginin altini ciziyor.

BS: Sure ve zamanla ilgili kararlarinin islerinin kurgusu Uzerindeki 6nemi nedir?

AA: Zamanlama ve sire isimde ¢nemli bir rol oynuyor. Bir kavrami ifade etmek veya
tamamlamak icin kullandigim, firca veya kamera gibi bir takim araclar bunlar. Ek olarak,
isteki elemanlarin streleri izleyici ile essiz bir bag yaratmakla dogrudan ilgili, dolayisiyla
fikirlerimin sunumunun ve deneyiminin ayrilmaz bir parcasi olarak géridyorum.

(Notlar) Videodaki her sekans (devamliligi saglayarak) baska bir cesit sekansin ona
dahil olmasiyla aktarilsa da sahnenin akisi kadinin viicudunun tizerindeki darbeleri
gosteren sekanslarla (zihinsel olarak) kesiliyor. Harekete dayali video, akisinda gorsel
dizilerle baglantilar diizenleyen ses ile tamamlaniyor, dolayisiyla ses icerik icin bir
devamlilik sagliyor. Bu baglamda her ‘zihinsel” kesme araliklar saglayan vuruslar®
olarak isliyor. Virilio hiz kavraminin araliklarla algilandigini ileri strer, Virilio'nun
‘strenin etkisi’ terimiyle altini cizdigi gibi de gecen zamani kavramak icin kesintilere
ihtiyac vardir® Stirenin etkisi elektronik ve teknik kesintileri belirtir. Ayni sekilde,
Abidin izleyici icin srenin etkisi olarak isleyen ‘zihinsel’ bir kesinti yaratmaktadir.
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4. Virilio, Paul. “The Third Window: An Interview with Paul Virilio”. Global Television Int. Jonathan Crary, Cevir. Yvonne
Shafir Ed. Cyntia Shneider and Brian Wallis. Cambridge; Massachusetts; Londra: The MIT Press, 1991: 188.



BS: izleyiciyi isin baglaminda nasil konumlandiryorsun?

AA: izleyiciler kendilerini nasil konumlandiracaklarini isle nasil iliski kurduklarina bagl olarak
kendileri secer. Hakem, stiper kahraman, ya da pasif seyirciler olmaya kendileri karar verir.
izleyicinin isi nasil deneyimlemesini istedigime dair onlari yénlendirip, zorlamiyorum.

(Notlar) s, izleyiciyi bu gelgit durumuna yerlestirerek onlari zorlarcasina zit kutuplar
arasinda saliniyor. izleyici bu acimasiz eyleme taniklik ederken bu eylemin hem sahidi
hem de suc ortagi haline geliyor.

BS: “Eylem”i nasil tanimliyorsun?

AA: Eylemi butun fikirlerim Gzerinden inceliyorum. Bazen islerimde eylem tatmin

edici bir sonuca variyor, bazen de eylem zaman kaybina veya yolumu kaybetmeme yol
aciyor. Her kavramin islerimdeki belirli eylemlerin bicimini inceleme ve kesfetme strecini
yonlendirmesine izin veriyorum.

(Notlar) Abidin izleyiciyi dUstinulmus ve hesaplanmis bir eylem Gzerinden olasiliklar
denizine birakiyor. Kesfetmek icin bir eyleme karar verme yontembilimi oldukca keyfi,
hatta tesadifi, yine de c6zimun uygulamasi daima ayritilariyla tasarlanmis oluyor.

BS: Ping Pong’da yer alan her bir imge/varlik baska seyleri sembolize ediyor. Sembolizm
hakkinda ne dustntyorsun?

AA: Sembolizm sadece Ping Pong'da degil, benim calismalarimin merkezinde yer aliyor.
Sembolizm bir sanat yapitinda bizi dolayl olarak éneme ve anlama yonlendirir. isi kesfetmeye
devam ettikce muglaklik ve heyecan katmanlari ekler. isi daha karmasik yaparak, ona belirli
bir anlama kolayligi saglar.

(Notlar) Sembolizm ve gorsel karmasa, 6zellikle edebiyat ve resimde, Romantizm
akiminin en 6nemli 6zellikleridir. Dolayisiyla, Gericault'un, Delacroix'nin veya hatta
Goya'nin resimlerindeki gerilimi Ping Pong'daki isik htizmeleriyle koyu gélgeler
arasinda gozlemlemek olasidir. Ayrica, Ping Pong'da arka plan, 6n plandaki figtrleri
vurgulayan karanlik belirsiz bir ortamdir. Tutkuya, hatta siddete dayanan bu estetik
deneyimin devami olarak izleyiciyi yabani bir dogayla yizlestirme egilimi Abidin‘in
islerinde oldukca tanidik bir yaklasimdir.®

5. Ferguson, Frances. Solitude and the Sublime: Romanticism and the Aesthetics of Individualism. Routledge, NY ve
Londra. 1992.



BS: Ya “kadin viicudu”?

AA: Burada kadin viicudu VenUs'U hatirlatiyor. En basit haliyle kadinligin ve dogurganhgin
kliselerini temsil ediyor.

(Notlar) Ping Pong'da sanat tarihi referanslari cesitli kanallar Gzerinden islemektedir.
Ag/vicut/kadin Praksiteles’in Knidos Afroditi'nden Manet'in Olympia’sina, Lorenzo
Lotto'nun Vends'tnden Klimt'in Danea’sina kadar bir cok referansa gdénderme yapar.
is izleyiciye olasiliklar sunar ve izleyici hem videoyu algilar hem de sonrasinda nasil bir
tepki verecegine kendisi karar verir.

BS: islerini farkli politik, kiiltirel ve sosyal baglamlarda gostermek hakkinda ne
distntyorsun?

AA: Projelerimde her seferinde evrensel bir eleman veya konu vardir. Dolayisiyla islerimi
herhangi bir yerde, herhangi bir izleyiciye gdstermenin her zaman pozitif bir deneyim
oldugunu dustntyorum. Cesitli sosyal, politik ve kilttrel gecmislerden insanlarin islerimle
nasil etkilesim icinde olduklarini gérdikce isimden bir seyler 6grenmeye devam ediyorum.

(Notlar) Abidin izleyiciyle isi arasinda hem zihinsel hem de psikolojik iliskiler kuruyor.
Bu iliski temel insan icgtdulerine ve durumlarina dayali oldugu icin is herhangi bir
baglamda ve cografyada daima iletisim kuracak kanallar buluyor. Yine de bu isin
Istanbul’da sergilenmesine karar verirken, bu tilkede cesitli katmanlarda algilanan
ve bu isle drtUsen kisisel, sosyal, politik, psikolojik, ve medyatize edilen gerceklikleri
distindim. Bu nedenle bence Ping Pong Turkiye'de kadina karsi aile ici siddet,
saldirgan cinsiyet ayrimi, gelisi glizel uygulanan orantisiz giic vak'alarini, toplu
sessizlik ve korltkle beraber giderek belirginlesen siyasi iradenin ifade 6zgtrlugu
Uzerindeki baskisini dustindurayor.
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